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for my wife

Margaret Scolari-Fitzmaurice

advisor and invaluable assistant in the Picasso

campaigns of 1931, 1932, 1936, 1939,

In 1939 the Museum of Modern Art organized, in col-
laboration with the Art Institute of Chicago, the com-
prehensive cxhibition Picasso: Forty Years of his Art.
The catalog of that exhibition has been the point of
departure for the present book which includes a new
and greatly amplified text, some 110 new plates, en-
larged lists and appendices and, moreover, surveys both
the earliest and latest periods of Picasso’s art thereby
adding a decade to the forty years represented in the

1939 publication,
The writer is indebted to so many scholars, artists,
art diiover Sl hotographers, publisk Sol-

leagues and friends who have helped make this book
that by oversight some names may be omitted from the
list of those he wishes to thank.

Everyone who writes at any length about Picasso
must be grateful to M. Christian Zervos, the zealous
publisher of Cahiers d"Art and the great Catalogue of
Picasso’s works, two more volumes of which were pro-
duced during the war despite many difficulties. The
writer is also obliged to M. Henry Kahnweiler whose
scrupulous records and sense of history put students of
Picasso greatly in his debt.

Mr. and Mrs. Joan Junyer have been most kind in
translating and forwarding a questionnaire to a friend
of Picasso’s youth, Sr. Carles Junyer, who has taken

Preface and Acknowledgment

Ferren, Mr. Henry Sayles Francis, Miss Philippa Gerry,
Mr. Xavier Gonzales, Mr. Jean Goriany, Mr. John
Groth, Miss Peggy Guggenheim, Mr. Jorge Guillen,
Prof. Edith F. Helman, Miss Elise Van Hook, Me.
Sidney Janis, Miss Una E. Johnson, Mr. T, Cateshy
Jones, Mr. Edgar Kaufmann, Jr., Mr. Georges Keller,
Mr. Lincoln Kirstein, Sr. Juan Larrea, Miss Janice
Loeb, M. Pierre Loeb, Prof. José Lopez-Rey, Mr.
Wright Ladington, Mlle Dora Maar, Mr. Paul Magriel,
Mrs, Marjorie I). Mathias, Mr. Pierre Matisse, Miss
Agnes Mongan, Mrs, Barbara Morgan, Miss Hannah B,
Muller, Prof. Dorothy Nicole Nepper, Mrs. Nancy
Newhall, Mrs. W. W. Norton, Mr. Klaus G. Perls, Mr.
Daniel Catton Rich, Miss Gigi Richter, Mr. Andrew C.
Ritchie, Mr. Carl O, Schniewind, Mr. and Mrs, Jerome
Seckler, Mr. José Luis Sert, M. Henri Seyrig, Miss
Virginia Shull, Mrs. Dorothy Simmons, Mrs. George
Palen Snow, Mr. and Mrs. J. K. Thannhauser, Mr,
Virgil Thomson, Mr. Curt Valentin, Mr. Carl Zigrosser.

Most of the photographs of works of art are by Soichi
Sunami and Mare Vaux; some are used by courtesy of
the Galerie Simon (pow Galarie Louise Léiria), Galirie
Pierre, Paul Rosenberg Gallery, Cahiers d’Art, Life,
Minotaure, Time, Vogue, and others, to whom credit is
given beneath the reprodaction.

For their critical reading of the text and many valu-
able i the author thanks Mr, James Johnson

great pains to reply in detail. In ing infi

from Picasso, his friend and secretary M. Jaime Sa.
bartés, M. Georges Hugnet, M. Paul Rosenberg, Mme
Jeanne Bucher and especially Lt. Commander James 5.
Plaut have all been helpful. Picasso himself has left
many questions unanswered.

Sweeney, Mr. James Thrall Soby and Miss Margaret
Miller; for reading proof, Miss Dorothy C. Miller, Mrs.
Faith Rugo, Miss Margaret Scolari and, for designing
the typography of the cover and introductory pages,
Mr. Carlus Dyer. Mr. William S. Licherman has given

The following have most kindly provided inf
and photographs: Miss Harriet Dyer Adams, Mr.
Philip R. Adams, Mr. George Amberg, De. Albert C.
Barnes, M. André Breton, Mrs. Meric Callery, Mr.
Robert Capa, M. Louis Carré, Mrs. Mimi Catlin, Mr.
Walter P, Chrysler, Jr., Mr. Philip W. Claflin, Me.
Henry Chfford, Mr. Frank Crowninshield, Prof. Frede-
rick B. Deknatel, Mme Gladys Delmas, Mr. John

inv help in h, criticism and many other
ways. The book has been seen through the press in the
face of difficult wartime and reconversion conditions by
Miss Frances Pernas under the general supervision of
Mr. Monroe Wheeler.

Thanks are also offered to the owners, private and
publie, for the privilege of reproducing works of art in

their possession.
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the end, recognizable counterpoint in Picasso’s
development. Picasso has sometimes spoken of
his belief that his art does not change in any

o forms

fundamental sense. The re
and motifs years after they first appear might
offer superficial confirmation of Picasso’s sense

ificant are the re-

of immutability. More si
curring supersessions and conflicts: sculptural,
three-dimensional forms versus flat pictorial
forms: the monochrome versus maximum in-
tensity and variety of color; overt prettiness

versus grotesque ugliness; emotional nullity

versus convulsive passion; realism versus ab-
straction.

Two sections of the text are, however, not
entirely ancillary to the plates. The account of
Picasso's early years in Spain is a little longer

and more detailed than later biographical para-
graphs partly becausge much of the information
has been published only in rather inaccurate

Picazs0, 1944. Photograph. courtesy Vo

Spanish narratives and partly because Picasso’s

adolescence anticipates certain patterns of his Il e tion was: inra sy snetiies

maturity: the humanitarian, even sentimental, in his art. Ne he N ;

strain in his art, for instance, and his close nists: o I -

association with writers, especially poets. Quite the contrary. Yet under the N

which ].)cguu in Barcelona, recurred in Madrid, after profession of Communisn

and continues down to this day in Paris. painting the way he ! g
The writer has never been in Barcelona or to political thes

Madrid; nor in Paris since 1939, so that his to himself, he work

accounts of Picasso's first and latest five years pulsion. Take it or |

as an artist should ]It‘l"litp.‘s‘ have been shorter can and will prant i

rather than ]()nger than the story of the inter- in which social pressures—democratic,

vening four decades. However, if the obscurity tivist, bourgeois—tend to restrict t

~ of Picasso’s early years invites some special of the exceptional individual, Picasso’™s art

attention his recent rile demands it assumes a significance far bevond its art
It is true that his recent renown does not de- importance.

pend upon his art alone. Picasso’s life in Nazi- Picasso’s anarchic individualism is mag

oceupied Paris took on, apparently without the cent, even hervic. Yet, in the light of iy

artist’s intention, a symbolic character which may seem to have been a limitation. When t

a Spanish town in 193

P had little directly to do with what he was Luftwaffe bombed

ic. 94 wias = . st e wrocla jon of

Asso, 1944, I"“'"‘E'aph by 1"'t""’“;1|m soustesy ik painting. And his pll'ilil‘ll' stand after the Picasso E-,nntui Guernica in proclamation of
' 3y Life

10
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0il, 283 x 193 Cotunna, 1895 (2).
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Roses, Barcelonn, 189g
inches. Bignou Gallory
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« New York,
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SPAIN: 1881-1900

Pablo Ruiz Picasso was born on October 23, 1881 th
Malagn on the Mediterranean coast of Spain.* H;'..jw‘
José Ruiz Blaseo, came from northern Spesin with Bﬂtque
blood in his ancestry. His mother, Maria Pi'cuuo, was g
Malagueiia, The name Picasso is i'mfirm.;mssibfy Gemoese,
in origin but the artist believes that it was originally Span.
Picasso
was at liberty 1o use both his father's and his mother’s

ish and spelt Picazo.| As is customary in Spain,

family names. He was known at first as Pabls Ruiz, bye
about the time of his first exhibition in Barcelona in 1897
he added his mother's name to his signature: P, Ruiz
Picasso. About 1901 he dropped his father's name en.
tirely—Picasso is a much more unusual and distinguished

name than Ruis.

José Ruiz was an art teacher in Malaga when Picasso
was born. In 1891 the family moved to nearby Corunna
and then, when the bay was fifteen, to Barcelona where his

father became professor in the Academy of Fine Arts.t

Picasso, fram a very early age, showed exceptional talent.
He began to drmiw as a child, receiving encouragement and
highly competent, academic instruction from his Jather,
Don José. At Corunna, while he was still a boy of fourteen
studying at the School of Fine Arts, he painted sore vigor-
ous studies of heggars, such as the Man in a Cap. Though
their idiom is 19th century they are as Spanish in their

sombre realism as a Zurbaran or carly Velasquez.

X1.G.12

Tue AxTisT's SisTER. Barcelona, 1899 (P). Oil, 59 x 3914 inches. Owned by the

artist.

BARCELONA. 1896-1900

% 1896, shoruy after his famity had setled in Barcelona,
FPicasss

" Passed the entrance tests for the Academy, taking
I one day for an examination so difficult that a whole

nonth tcas ordinarily alloyed Jor its complotion. A few

manths later he repeated this prodigious academic achiere-
ment at Madrid.* There, in the capital, the youth spent
some time among the masterpieces of the Pmﬂa. bus the
sterile atmosphere of the Royol Academy of San Fernando

15




o Mas wern 4 S1cx Gine. Barcelona, 1898 {£). Conté
erayon, 1814 x 128 inches. Reg

524,

v from Zervos, bibl.

so bored him that he returned 1o Barcelona before the end of
the yeur,

Less conservative than Madvid and less affected by the
disastrous Spanish-American IF ar, Barcelona in the late
90°s was culturally the most progressice city in Spain, The
ancient capital of Catalonia and a great modern seaport, its

artists and intellectuals were open

bo contempurary currents
from England, Seanditavia,

Germany, Ialy and, abo
all, from Puriy.* Neturalism and

satirical and humanitarian, imp;
estheticism, i
alism, all had

symbolism, realism, both
ALl
hism and Catalun nation.

their supporters urnin
weriters woho met and

16

ressiontsm, fin de

losophical anar

& the painters gnd
argied and Loar yed from each other
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at the center of Barcelona’s artistic life, the café Quatre
Gats (Four Cats).
= Picasso aften went to the Quatre Gats, There, among the
younger generation, he found the paingers Sebastidn
Junyer, the vigarous, very talented Isidre Nonell, Joaguin
Sunyer, Carles Casugemas, shortly to go with him o Paris,
the In:h‘v:'mr Carles Junyer, the sculptor Manolo, the
brothers Ferndnduz de Soto, the architect Reventos, and the
poct Ji
secretary. Picasso was the Benjamin of the group.
Among the older and better established men wohom Pi-

Sabartés, today, a half-century later, Picasso's

casso knew at the famous café were the philosopher and
eritic Eugenio d'Ors, thirty years later to write a brillian
study of Picasso (bibl. 329); the painter-playwright Santi.
ago Rusidiol, an “intimist” and symbolist; Miguel Utrilla,
the pioneer authority on El Greco (two of whose paintings
Rusidiol had bought as early as 1894); and Ramdn Casas,
the central figure of the Quatre Gats, at least so far as
painters were concerned.

Rumdn Casas was a clever, prolific artist in the line of
Steinlen and Toulouse-Lautree, and the publisher of im-
portant art magasinest which he and Utrillo edited. Casas
encaotiraged Picasso and passed on to him the influence of
the great French draughtsmen of the end of the contury long
before the young artist smwo their work in Paris, And
Utrilla, the critic and art historian, may well have fostered
his interest in Catalan Gothic and Romuanesque art, as well
as in Il Greco, Gothic sculpture or El Greco possibly stand
behind such a drawing as the Old Man with a Sick Girl.

In 1897 Picasso, then a youth of 16, exhibited some
paintings in Barcelona, including such works as the Man
with & Cap (p. 14). The exhibition was noticed in the
press but without marked enthusiasm.§ However, at Ma-
drid, about the turn of the contury, in one of the National
Exhibitions Picasso won a prize.| Shortly before 1900 he
and Mateo Ferndndez de Soto, occasionally a sculptor, set
themselves up in a studio, where, lacking junu'lr-‘n'T they

painted the walls like a theatre setting representing a
stumptuously furnished salon.

Picasso's canvases of the later nineties vary _,fmm‘ the
maodesily painted still life, Roses, to the ff.rl'gl'w'f-“-llﬁo The
Artist's Sister (pages 14, 15), which shous a considerable
mastery of soft suveping forms not far removed from '-'ﬁ"' late
style of Renoir, theugh the tone is more silvery. }‘W""'
most part he made pastels and oil studies of the bull ring.
the cabaret and the life of Burcelona, bokemian or prole-
tarian. He is also said to have tried his hand at "'f""’l‘“
during a visit to Majorca. Some essays in freseo painting

X1.G.12

q;_pur!'nll'}’ rame snmaldilﬂl' later, perha,mfin 1901 m_r 1902
ter he had been in Paris. All traces of these experiments
:wm to have disapprared.* . '
During these years Picasso drew incessantly, fl't.l'ﬂl!rlu-rg
otebooks with rapid sketches, some satirical or wicked in
n_;“,mr_ others sentimental or religious—such as the
:mvm‘l drawing opposite. By 1899, when Casas was filling
his new and successful magazine P2 & Ploma with his own
illustrations, Picassa had already accomplished work
which makes the handsome drawings of the older drawghis.
man seem conventional. In Picasso’s girls there was often
more Lautrec and less Gibson: yet on the whole his earls
drawings were not particularly distinguished. The sketch-
book page below, with its bohemian “types,” music hall
profile i la Yvette Guilbert, and its Daumier-like group of
drunkards, was probably done in Paris late in 1900 but it
differs little from many similar notes made earlier in
Barcelona or a little later in Madrid.

Picasso’s ill

were first published not by Casas”

PEl & Ploma but by

Joventutt an impartant catalanista
weekly which unlike the francaphile P

el & Ploma furned
maore toward England and Germany. Its sarly issteen rohich
began in 1900 reproduce Brardsley,

Bisckling, but no

Burne-Jones and
Steinlen. During the summer of 1900 ties
drawings, signed P, Ruiz Picasso, appoar ay lustrations
to poems by Joun Oliva Bridgman entitled The Call of the
Virgins and To be or not 1o be The drawing for the
first is “fleshly,” for the second, trunseondental, Both ware

feeble by comparison with some of his unpublished sketches

It acas only in December thit P2l & Ploma followsd suit

by publishing Picasso's curi

In 1899 Nonell recurned
cusso’s friends were loaring to study in the Froneh ey

e : el
and woere writing him lotters 1 them; ad

during 1900 P2l & Ploms pu

Puaris Exposition and is are. Fin

lised prroemised to s

HEADS Axp Fieunss (Scéne de bar). Paris, 1900. Conté crayon,

515 x 814 inches. Collection Ivan L. Best.
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opposite: La Toierre. Gosol,
1906 (P, 1945); previously
dated 1905, Oil, 591§ = 394
inches. Buffalo  Fine Arts
Academy. Albright Art Gal.
lery. Buffalo.

S e -.—5-7.‘;'3?-‘:

Ferxaxpe Ouvien. Gosol, summer 1906 (K). Oil, 3935 x 3174 inches. Private
collee

GOSOL: summer 1906

During the summer of 1906 Picasso spent several months at Gosol in the Andorra Valley of the Spanish Pyrences. There his
early classic style came to a culmination in such works as La Toilette and the portrait of Fernande Olivier whose statuesque
beauty may well have confirmed the trangquillity of his art at this time.*

The serenity and easy pose of the figures in La Toilette seem directly inspired by Greek art of the classic period. Such
gracious demi-godidesses posing ugainst an abstract hackground are far removed from the stiff, frogile. “Gothic™” noturalism
of The Harlequin's Family in which a woman makes her toilet in a cireas tont while her husband holds their baby (p. 34).

Along with his new classic forms Picasso began to use pinks and tans, occasionally contrasted with achres, olives or pale
blues, but often with such a reddish monochromatic effect thit the latter part of 1905 and much of 1906 have boen called his
" Rose Period.” At Gosol the terra cotta monochrome became almost as pervasire as the blue of the Blue Period. Even late in
1906 the Two Nudes (p.52) is painted entirely in a strong reddish tone.

45



Though the foace of the left-hand nude is o
seulptire of 400 to 200 B :

5
teasso was shartly to abandon such soul,

3. in 1920 (p. 116), 1927
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Two Nupes. Paris, 1906 (Z).
Oil, 5937 x 365§ inches. Ro-
senberg and Helft Lid., Lon-
don,

gvin archaic in style

the squat figures were probably suggested by late Iberian
) i srevk traditions, grew heavy and stiff (bibl. 463, fig. 11).
plural modeling for a flavter, more abstrace style. He revived it again in 1908

- which, as in some other provincial {

7 (p. 150). and 1937 {p. 1940y,

X1.G.12

TOWARD CUBISM: 1906-1908

RETROSPECT

On October 23, 1906 Picasso was tiwenty-five years old.
During the previous five years he had produced over two
hundred paintings and many hundreds of drawings, an
output in quantity and quality such as fewc painters ac-
eomplish in a lifetime. But the Blue Period with its be-
lated fin-de-sitcle desperation, the wistful acrobats and
tranquil classic figures of 1905 and 1906, all this cumu-
lative achievement was, so far as the main highcay of
modern painting was concerned, @ personal and private
bypath.

But during the winter of 1906-07 Picasso changed the
direction of his art and in so doing helped change to a re-
markable extent the character of modern art as a whole.
Cubism, the name subsequently given to this new direction,
was not Picasso's single-handed invention; it was in fuct

hing of a collab

among others contributed importantly; it was nourished,

venture to which Brague

toa, in various ways by Cézanne, Henri Rousseau, Seurat,
Iberian and African Negro sculpture, the critic Apolli-
naire, the dealer Kahnueiler, as well as by popular talk of
time-space mathematics and metaphysics and the gemeral
tendency toward esoteric formalism in art with its concom
itant rejection of the values of imitation and representa-
tion. Yet, above all, it was the quality and power of Picasso’s
art that made cubism the characteristic movement in the art
of the first quarter of our century.

THE AUTUMN SALON OF 1905: LES FAUVES:
CEZANNE

In 1905, a year before, while Picasso was emerging from
his solilogquy with harlequins, two events of great historic
importance occurred at the Autumn Salon. The most con.
spicuous of these was the first exhibition of a group of
young painters whom a critic humorously called les fauves,
the wild beasts. Vlaminck, Friess, Derain were among
them; Matisse was their leader and Rouault exhibited with
them. The fauves seemed revolutionary because they had
set free the bright pure colors of Signac and the Neo-Im-
pressionists and had gone beyond Gauguin and van Gogh

in their use of distorted outlines und bold flat patterns
Back of these violent innovations lay the idea that painting
should be primarily an expression of pure vathetic experi-
ence and that the enjoyment of line and form and color was
a sufficient end in itself. The representation of netural
Jorms therefore seemed less important than before, though
some resemblance to nature as a point of departure was
still saken for granted. This emphatic declaration of art's
independence of nature was an important factor in the
background of cubism. In their departures from nature the
fauves looked to exatic and primitive arts for sanction and
inspiration: they were the "discoverers™ of African Negre
sculpture, the most important of several now-Eurepear
traditions which were to interest Picasso in the course of his
career.

Probably in the autumn of 1906* Picusse met Motisse
and, perhaps a litle later, Dernin and Vlaminck, all of
whom took part in a second fauve demonstration at the

{tutumn Salon of that year. Matisse was then the central
figure among the most adeanced younger painters. Possibly
Picasso had felt Matisse’s liberating influence in his draw-
ing but his oun rather restrained and archaistic style of
late 1906 had little in common with the riotous color and
swinging arabesques of the fauves. In any case he did not
enter Matisse's cage of “wild beasts.” Rather, there seems.
to have been from the first a certain rivalry botioeen them. ™
During 1906 Muatisse began work on his great canses the
Joie de Vivee, a compaosition of nudes in a landscape,
which, since its exhibition in 1907, has generally beeri cin

sidered the maserpiece of the fauve meovement. Picasso
may well have considered Matisse's ambitious undertaking
a challenge t5 be ansicered by some signal effart of his own.

The other significant event at the Autumn Sulon of 1905
was a special gallery of ten paintings by Cézanne whose
importance had been obscured in the eyes of the young
avant-garde by the more easily digestible innovations of
Gauguin and van Gogh or by the Neo-Impressionists”

plausible science. Ten more Cézannes were shown in 1906,
the year he died, and fifty-six at @ memorial exhibition in
1907, For four or five years, from obout the end of 1906 an,
the profound and difficult art of Cézanne e
portant influence upon Picasse.
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PICASSOS ART: 190506
Net explicitly affected by these events, Piensso's own art
prioe to the end of 1906 had passed, on the plane of senti-
ment, from the near-bathos of the Blue Period through the
gentle molancholy of the saltimbanques and the ingratiat-
ing desochment of the “classic” figures to the compara-
tively impersonal masks of the Gertrude Stein and Self
Portrait; and in figure style this change had been paralleled
sinee mid-1905 by a generally increasing sculptural so-
lidity of form. The Two Nudes, illustrated on page 52,
painted pery late in 1900, is the logical conclusion of these
tiew tendencies, Influenced probably by the heavy propor-
tions of certain late [herian sculpiures, these massive

figures seem an emphatic expression of Picasso’s denial
both of senti and of traditional or I beaty;
positively the Two Nudes is an assertion of his growing
inberest in objective esthetic problems, in this case the crea-
tion of volumes and masses and their composition within
the painted space of the picture. It is instructive to turn

back to earlier two-figure compositions, the Harlequin's
Family (p. 34) and, later, La Toilette (p. 44). The Two
Nudes is the end of the series.

In apparent conflict with the general direction of
Picusso’s art are a few pictures, notably the Composition
(p- 49), shich show kim working on the purely pictorial

(i Iptural) problem of organizing the forms of nature

into an all-over design of angular planes resembling some-

what the paintings of El Greco or the late style of Cézanne.
This conflict was soon, thowugh briefly, to be resolved.

LES DEMOISELLES I’ AVIGNON: 1907

The resolution und culmination of Picasse's labors of 1906

o

is { in one v picture, Les Demai-
selles d'Avignon, which was painted for the most part in
the spring of 1907 after months of development and revi.
sian, Zervos reproduces no less than 17 composition sketches
Jor this canvas,* Of the three studies reproduced on page 56
the earliest suggests that the composition of Les Demoi-
selles was inspired by Cézanne's late bather Jrictures in
which the figures and background are Jused in a kind of
relief without much indication vither of deep space in the

opposite: Les Desorserres n'Avicsos, Paris,
acquired through the Lillic P. Bliss Bequest.
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it is alse possible that memories of El Greco's compace
figure compositions and the angulor highlights of i,
draperies, rocks and clowds may have confirmed the sug.
gestions drawn from Cézanne.}

FEach of the five figures in the final composition was the
subject of considerable study, beginni, g in several cases in
1906 and continuing in " postscripes™ long after the Ppainting
was finished, Although their bodies are Jairly similar jn
style the heads of the tiwo right-hand figures differ so much
Jrom the others that they will be considered separately,

What happened to Picasso’s figure style in the months
between the Two Nudes of late 1906 (p. 52) and the paint.
ing of Les Demoiselles may be summarized by comparing
the left-hand figures in the two canvases—figures which are
quite clearly related in pose and gesture. §

Obviously the painter has lost interest in the squat forms,
the sculpturesque modeling and the naturalistic curves of
the earlier nude. The later figure is drawn mostly with
straight lines which form angular overlapping planes and
there is scarcely any modeling so that the figure seems flat,
almost weightless. The faces of the two figures differ less
than their bodies. The mask-like character of the earlier
face (p. 52) is carried further in the *'demoiselle’s” head
and the eye is drawn in full view although the face is in
pmﬂl’.

This primitive or archaic convention seems more star-
tling when applied to the noses of the central tao figures of
the Demoiselles which are drawn in profile upon frontal
Juces, a device which later became a commanplace of
cubism, The fuces of the central two "'demoiselles" may be
compared with that of the transitional Self Portrait (p. 51)
in which the stylized features of Iberian sculpture are not
yet so exaggerntod,

The right half or, more precisely, two-fifths of Les
Demoiselles d’Avignon differs in character from the rest
of the picture, The light browns, pinks and terra cottas at
the left are related to the colors of late 1906, the so-called
Rose Period. But, toward the right, grey and then blue
predominate with accents of green and orange. The planes
0o are smaller and sharper and much more active.

The most radical difference between the left and right
sides of the painting lies in the heads of the two figures at

1907. Oil, 96 x 92 inches. The Museum of Modern Art, New York.
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PICASSOS ART: 190506
Not explicitly affected by these events, Picasso's ewn art
prior t the end of 1906 had passed, on the plane of senti-
ment, from the near-bathos of the Blue Period through the
gentle melancholy of the saltimbanques and the ingrati

ing detachment of the “classic”™ figures to the compara-
timoly impersonal masks of the Gertende Stein and Self
Portrait; and in figure stvle this change had been paralleled
since mid-1905 by a generully increasing sculpiural so-
lidiay of form. The Two Nudes, illustrated on page 52,
painted very late in 1906, is the logical conclusion of these
tuwo tendencies, Influenced probably by the heavy propor-
tions of certain lato Iberian sculptures, these massive
figures seem an emphatic expression of Picasso’s denial
both of sentiment and of traditional or conventional beauty;
positively the Two Nudes is an assertion of his growing
interest in objective esthetic problems, in this case the crea-
tion of volumes and masses and their composition within
the painted space of the picture. It is instructive to turn

back to earlier twofigure compositions, the Harlequin's
Family (p. 34) and, later, La Toilette (p. 44). The Two
Nudes is the end of the series.

In apparent conflict with the general direction of
Picasso’s art are a few pictures, notably the Composition
(p. 49), which show him working on the purely pictorial
{ Iptural) problem of organizing the forms of nature
into an all-over design of angular planes resembling some.
what the paintings of El Greco or the late style of Cézanne.

This conflict was soon, though bricfty, to be resolved,

LES DEMOISELLES D'AVIGNON: 1907
The resolution and culmination of Picasso's labors of 1906

is 1 in one 'y picture, Les Demoi-
selles d'Avignon, which was painted for the mast part in
the spring of 1907 after manths of devolopment and revi-
sion. Zervos reproduces noless than 17 composition sketches
Jor this canvas.® Of the three studics reproduced on page 56
the earliest suggests that the composition of Les Demoi.
selles was inspired by Cézanne's late bather pictures in
sehich the figures and background are Jused in a kind of
relicf without much indication either of deep space in the

opposite: Les Demoissries n’Avicxox, Paris, 1907. 0il, 96 x

sequired through the Lillie P, Rliss Bequest.
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it is also possible that memories of Fl Greco's compact
Sigure comy and the angular highlights of 1,
draperies, rocks and clouds may have confirmed the sug.
gestions drawn from Cézanne.d

Each of the five figures in the final composition was the
subject of considerable study, beginni, g in several cases in
1906 and continuing in " postscripts” long after the Ppainting
was finished, Although their bodies are Sairly similar iy
style the heads of the two right-hand figures differ so much
from the others that they will be considered separately,

What happened to Picasso's figure style in the months
between the Two Nudes of late 1906 (p. 52) and the paint.
ing of Les Demoiselles may be ized by comparing
the left-hand figures in the two canvases—figures which are
quite clearly related in pose and gesture. §

Obuiously the painter has lost interest in the squat forms,
the sculpturesque modeling and the naturalistic curves of
the earlier nude. The later figure is drawn mostly with
straight lines which form angular overlapping planes and
there is scarcely any modeling so that the figure seems flat,
almaost weightless. The faces of the two figures differ less
than their bodies. The mask-like character of the earlier
face (p. 52} is carried further in the "demoiselle’s” head
and the eye is drawn in full view although the face is in
profile.

This primitive or archaic convention seems more star-
tling when applied to the noses of the central two figures of
the Demoiselles which are drawn in profile upen frontal
Jaces, a device which later became a commonplace of
cubism. The faces of the central two "demoiselles’ may be
compared with that of the transitional Self Portrait (p. 51)
in which the stylized fe of Iberian sculf are not
et so exaggerated.

The right half or, more precisely, two-fifths of Les
Demoiselles d'Avignon differs in character from the rest
of the picture. The light browns, pinks and terra cottas at
the left are related to the colors of late 1906, the so-called
Rose Period. But, toward the right, grey and then blue
predominate with accents of green and orange. The planes
too are smaller and sharper and much more active.

The most radical difference between the left and right
sides of the painting lies in the heads of the two figures at

92 inches. The Museum of Modern Art. New York.
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Prasant Wosax. La Rue des Bois, autumn 1908 (Z).
0il, 32) x 25%§ inches. Museum of Modern Western
Art, Moscow.

Laxpscare witn Ficunes, Paris,
1908, s aummer (7).
Oil, 233%¢ x 28%{ inches. Owned by the
artist.
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During the greater part of 1908 the seulptural® e
stronger than the picwrial, and decorative color gives 1qy
to an all-over brownish red, perhaps as a reaction umg‘u;r
the excess of bright color and flat pattern which had char.
acterized the art of Matisse and the fauves as well g5
Picasso’s own painting during much of 1907,

Once before, in 1906, these conflicting interests had pro-
duced on the one hand, the seulptural, monochromatic Two
Nudes (p. 52) and, on the other, the pictorial, Cremmqur
Composition (p. 49). The conflict was resolved, almost by
sheer force, in Les Demoiselles d"Avignon only fto re.
appear again a year later in the active, all-over design of
Friendship (previous page) which was succeeded by the
ponderous, static, sculptural forms of the Peasant Woman
(left) and Head (opposite). A dozen years later in the early
1920's a similar contrast appears again, and to a dramati-
cally exaggerated degree, in the monochromatic giantesses
(p. 116) as against such flat, decorative figure paintings as
the Three Musicians (pages 122, 123).

The Landscape with Figures like many other works of
1908 is a translation of natural forms into blocks of angu-

lar planes. The formal symmetry of this composition, the

relation of figures to landscape is obviously classic in tra-

X1.G.12

Hean, 1908, summer (K ) or autumn
(Z). 0il, 2414 x 17 inches. Collection
Walter P. Chrysler, Jr.

dition—Poussin, perhaps, reduced to rudimentury essen- Chzanne. They had been rgected af the Autumn Salon of
tials with Cézanne's guidance, Hownz\r-tﬁcjurm‘ color and
technique are so simple that they suggest a kind of tinted
low relicf rather than the complex, subtle color-plane
method of Cézanne. Perhaps it was not Cézannes art that
influenced this picture so much as his famous moaxim
written to Emile Bernard and published just the year be-
Jore: " You must see in natare the cylinder, the sphere, the
cone.'! Tha Landscape with Figures is the most rudi-
mentary form of cubism, and one of the earliest.

E In Jact the 1word cubism was inspired by some very
Similar landscapes painted about the same time by Georges that ;
Braque neqr Estaque in o more pious discipleship of gd‘lrf!hr_\fﬂﬁ:l’dﬂabum and soere its

1008 where, the story goes, Matisse, surprised af the new
style of his former disciple, made remarks obout “les
p;lile Iruln-n." The critic Louis Vawrcelles first repeated
Matisse's word “cubes™ in his review of Braque’s re-
Jjected pictures when they were showen at Kahnuweiler's in
November. Grodually the words " cubism™ and “eulist”™
were officinlly adopted for the move-

gained currency® and
was through

ment by Guillaume tpollinaire in 1911. It
Apeollinaire that Braque had met Picasse in 1907,
1908 they became fast friends, and later worked so closely
at ;:'mm their paintings are indistinguishable.

greatest masiers.

During

To-
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The drawing of o guitar (above) is @ lucid and elegant ex-
ample of the final clussic stage of analvtical cubism, The curv-
ing lines of the guitar are abruptly straightened (cubism is
primarily rectilinear in stvle), but two curees are left ax
vestiges; throe parallel chock marks at the top indicate the
Srets; left center is the sound hole and o suggestion of the verti-
cal strings.

TROMPE L'OEIL AND COLLAGE

The restloss Picasso and the ingentive Braque wers not long
ch austerity. Huving almost completely uh‘.
stracted painting from “reality” (or vice vorsa) :
as early as 1910

sutisfied with suc

they had begun
L Braque taking the lead—to introduce Suae-
similes of reality into their pictures by carefully painting in

head-line size letters or imitation wood grain or nails that

looked real. Finally they brought in **reatiey™ itself by pasting
m.f(-fl rmr._i I-—:rn\l'.n of paper or other flat surfuces into 1 r-';r o i
sitions. These fragments served not only as accents of

: ol
Light or form but as magi i

: € accents of common reality in o
painting othercise highly unrealistic in style .
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). il and pasted oileloth
gesta that

Sriee Live witn Ciamg Canise, Paris, winter 1911-12
simulating chair caning, oval 1084 x 133§ inches, Owned by the artist who sug
this may be dated 1911 and is his first collage.

ANALYTICAL CUBISM ENRICHED—OR ADULTERATED

In the same winter that Picasso drew the guitar with such fastidious purity of style, he paintod—and pasted—the reck-

lessly adulterated Still Life with Chair Caning. The goblet and the sliced lemon are “analyzed” into fragments but the letters
J O U of Journal are left, black, bold and intact and the pipestam (over the U) seems to stick right out af the picture, Far
shich is neither real nor painted but is actually a piece of vilgpth facsimile pasted
Picasso juggles reality and abstraction in lwe media and

ing from esthetic to meta-

more radical is the section af chair caning u
an the canvas and then partly painted over. Here then, in ane picture,
at four different levels or ratios. If we stop to think which is the most "real’” we find ourselces m
physical speculation. For here what scems most real is most false and whit seems most remote from everyday reality is per.

haps the most real since it is least an imitation.

Yot howevor disparate these two media and several kinds or degrees
entirely harmonized, by various means, physical, optical, ps_ﬂ:ﬁﬂﬁ-m'mf. First,
the oval; in depth they are virtually on the same plane. The aptical or apparent depth is sl
spring in front of the canvas or picture plane, others to recede a littte behind it, as if it were a plaque sculpuured f}drlf_\'.l'h lon
relicf, partly in intaglio. Apparent space is thus precisely controlled und compressed though traditionul laiws of pictorial
perspective are ignored. The oileloth with its sharp-focused. facsimile detail and its surface apparenty so rough yot actunlly
so smooth, is partly absorbed into both the painted surfaca and the painted forms by letting both overlap it. Similarly lﬁr.r)r-
Jooling pipestem disappears into an abstract cubist passage; and the word Journal which .;fum out 50 m.—ur--l_\- as punll-ﬂf
latters on painted paper begins to slip off into space by the time it reaches the U, is partly eclipsed by the pipesten, and diex
obscurely in the shadow of the cubist goblet.

Through psychological associations the painting also gains o certain unity,
actuality: the newspaper, the lemon, the wine glass, the faesimile chair caning (e
are the natural ingredients of a café still life.

of realism may appear they are held together, if not
in space: laterully they are compressed within

ght; some of the forms soeming e

Jor the abjects in it are all closely associated in
cther thought of as seat or wall covering)

9




direction, but that he should have continsed his cubist style
with such energy and power.

The Vollurd drawing was done earlier than the highly
abstract cubist Guitar on page 93, and much of 1916
Picassa gave to cubist paintings in the manner of the Harle-
quin (p. 92) though he drew several nudes and characters
Jrom the Ttatian Comedy in his new style which was soon
associated with the name of Ingres, whose art Picasso
greatly admired.*

The influence of Ingres may well be present in such
drawings as the Vollard portrait; it appears oo in some
of the distortions and contour elisions of his {qﬁgnm
paintings and drawings of the succoeding decade, Picasso's
interest in the ballet and his trip to Rome in 1917 also
doubtless contributed to the formation of what is often
called his "' Classic Period”™ which begins about 1915 and
ends, except for graphic art, about 1925, What might be
called Picasso’s “neo-classic” style, however, with its
diroct, conscious and often mannered references to Greco.
Raman forms and subjeets, does not begin until about 1920,

Besides Vollard, Picasso drews the portrait of his friend
Max Jaeob in the same meticulous style (bibl. 80, p. 51).
That was 1915, the vear that Jucob was baptized a Roman

Catholic, Picasso acting as his godfather.t A year later
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Guillaume Apollinaire received quite another kind ./
baptism. Though not @ French citizen he had volunteer

Jor service in the French Army and had been wounded in
the head on the Western Front. He sat for Picasso in uni-
form, his bandage showing beneath his cap.

Picasso was a Soreigner and did not have to fight but
others of his friends besides Apollinaire were in the French
Army, Braque, Derain, Salmon, Cocteou among them.
His faithful dealer, Henry Kahnweiler, swas of German
birth and had to close his gallery, yielding his réle for the
duration to genorous Léonce Rosenberg. From the time
Picasso came back Jrom Avignon in August 1914 Paris
had been a frightened and comparatively joyless mPi“"?r'
Picasso stayod there throughout 1915 and 1916, moving in
the latter yeur from Montparnasse to suburban Montrouge:
Only in 1917 did he leave Paris.

above: Diacuiiey axp Seussure, Rome or Florences
spring 1917, Pencil, 2474 x 1874 inches. Owned by ‘:'
artist. Selisburg was the lawyer of Otto Kahn, the
American patron of the Russian Ballet.

feft: Picasso and Massine at Pompeii, spring 191 7.

n: Series.Folder:
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THE RUSSIAN BALLET, ITALY, 1917

Although some of his cubist figures have theatrical names and enstuines, Picasso had
W:inﬂ' 1905, and even then he had been concerned with the margingl theatre
e and only as a painter not a pamript‘rm,

When Picasso turned again to the theatre in 1917 it was not to pain dijected amd impoverished saltimbangues bz
wbe part himself as a designer for the most megalopolitan and elogant of spectucles—the Russian Buller.

Diaghilev, the great Russian impresaria, had held his company wgether with difficulty during the 1t
rth and South Ameriea, The Ballet lefi the United States carly in 1

sheowon little actipe interest in the

~circuses and fr weling shows of popular

to

ar, principally by
sring No : 97, arricving in Rome in February, From
X Spﬂ'ﬂ AT Diﬂgﬁ'”fr himself, and from Paris, fean Coctenu, the acrobatic writer, bringing with him Picasso to work an
the settings for the ballet Parade. Coctean with some difficulty had persuaded Picasso to leare Paris. Picasso hatod trareling,
ially in foreign countries, and besides, as Coctean put it, "the cubist code farbude any otlher Journey than that an the
Nord-Sud subway beteen the Place des Abbesses and the Boulevan! Raspail, ™
In Rome Picasso met not only Diaghileo but also Strawinsky. ut work on the music for Feu d"artifior. and Wassine, the
young daneer and choreographer. He drow their portraits in rapid slashing sketehes or more deliberately as in the Ingres-ike
double portrait of Diaghiler and Selisburg. " We did Pacade,” Covtomn werites, "in a Romarn collar in which the troupe e
hearsed . . . IWe walked in the moonlight with the daneers, and we visited Naples and Pompeii ™

Tunkx Barvewinas, 10172 Pencil and
“ayon, 2344 x 1734 inches. Owned by
artist, The costumes are those of
Les Svlphides which was included in
bath the 1917 and 1919 seasons of the
s Russes. Picasso states that the
g was done in Paris from a
Photograph, §
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Turer Musicians, Fontaineblean, sums 2

8 aineblean, s ner 1921 (dated), Oil, 801 Bt ‘hes, P

T e o dated). Oil, 8025 x 8815 inches, Private collection, on extended Joan

|
During 1921 Picasso e 1

e :‘- I" usso once again gave his best energies to cubism. In fact at Fontainebleaw in the summer of that year he

sainited thoo 6 . ;

I 3 “8"‘"“ ;"'f‘““"““ﬁ‘ both of them generally called the Three Musicians, which are perhaps the high point of

synlfwetic cubism, al least in its rectilinear phase. In b ;

s It . In both paintings three oper life-size figures are seated at a table: a pierrot, @

In this, the more spacio orafine, ¥e
. 0 L rd pes o decs
the effect is somlb ri‘ ) -‘F" 4 rmp,"; d version, a dog lies on the floor beneath the table, The color is rich and d ive, yet
oct 13 sombre; the subject is gay but the stran 3 © : o :
£ o strange masks and the hierati ; o gi oSt sol
evn @ sinister, majesty.* hierati array of the trio give the composition o e

122

ke Musicians. Fontainebleau, summer 1921 (dated). Oil, 80 x 74 inches Philadelphia Muscum of Art

A. E. Gallatin Collection.

This other version is mare complex in pattern, gayer in color. Lacking the space af the sides and the sense of depth gioen

L perspective lings of the floor it seems a little cramped by comparison, bt geins perhaps in r--||-1—n1;:.ilu}.u o

' : ; Thei ! ins of the
There is nothing particularly new about these two great paintings. Their sty ubist :r: :'an _‘,. o

Three Banjo I 8 by the Pl

pierrot at the loft of the wider version. m

The Three Musicians are, rather,

L drscends from the cu
Nayers exhibited in 191

Previous six years; their composition is remarkably similar to the large "
” pary be found

fuh“' Henri Hayden:* and even the most bizarre "Iﬂlf’- the arm of the
" @ more extrome form in Picasso's own drawing done at Avignon in 1914 (p. 89).

the authoritative and magnificent summing up of a style and a period.
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Tug Sicn. 1923 (dated), Oil and charcoal, 23%; x 1934 inches, Collection James Thrall Soby.

Hy 1923 Picasso had virally abandoned his colussal classic nudes for a style more in keeping with the grace and elogance
of traditional nea-classicism. Defving the chronic modern prejudice against prettiness and sentiment he made a series of
sweet figures of women in classic draperies, mothers dandling babies, @ pair of ineffable lovers, harlequins. Among these are
| The Sigh, which seems inspired by the ballet, and the Woman in White, which demonstrates Picassa’s abl'ﬁl’yWI"mff-" new

life and charm into so exhausted a style as the peo-classic. The Woman in White is one of the most serene and least man-

nmered paintings of the period,

128

W ' . .
l| OMAN 15 Warre, 1923, Oil, 39 x 3134 inches. Museum of Modern Art, New York, Lillic P. Bliss Collostian,

129
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Seaten Womay 1926.27 (date o
L #f (dated on back). 011 51 *o % 384 inches. Museum of Modern Art, New York.

el

Woman % AN Arscnam, January 1927 (dated on back), Oil, 515 x 381§, Owned by the artist

These two paintings of seated womon carry into fliid arabesques the doformations announced in the left hand figure of the
Three Dancers (p. 142) but without the kinetic effect of the Three Dancers.

In subject the Woman in an Armchair anticipates the long series of sleeping women which prevecupiod Picasse in 1932;
in canception it is one of the earliest of Picasso’s grotesque post-cubist metamorphases. [t is also remarkable for its sugsestion
aof a spotlight falling on the figure, comparable to the effect of light in the lithograph of the previows year (p. 181): in both the
beam makes a field of light and dark against which Picasso weaves his linoar design.
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SwimminG Wostax, No.
vember 1920 (dated g,
back), Ojl, 5114 5335
inches,  Owned by the
artist,

Picasso has comp used the Sw imming Woman so that it may be hung with any edge up. The head is alse o cistal pun for a
pointing hand.

The Object with a Glove ras done by the sea during the summer. The hand, made from o glove, the head of bent Selt, the
hair of raveled cloth are all coated with sand. The head resting on the hand often appears in Pi

casso’s art after the peasant
drawing of 1919 (p. 106) but here in one composition abstract hoad and realistic hand

are piqwnn.'f_\'ju.unmmf, =

ietor 2 Tected” rhythm of olf
; pa.n.-._" Y.
At the right the “monument™ is concvived in terms of

gigantic, magically balancing bone-like forms, set high on

Onsectr wrrn & Grove (By Thng el Y 4 . i | A hound
Sea). Juan les Pins, August 22, bl < : . :
1930 (dated on back). Various ma.

. el - | et (Mirasonenose). Febru
teriale covered with sand, [10%¢ x ol Prosecr ron a M.o"l.lllIL\T ( " 1% inches.
133 inches. Owned by the nrl?ac, \ ary 19, 1930 (dated). Oil on wood, 26 x 191{ inch

Collection Mrs. Meric Callery.
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L;rt: The Modern

o
0 its alr, immense col-
lection of the works of Bablo
Picasso, the Museum of Mod-
ern Art has idde:
item that, altho
si

17 he surrealist
movement with which he was
allied. This is the

tem,

collage, composed of a pencil
ﬂ.ﬂwﬁk paper doilies, tin
foil, corrugated cardboard
wig tacked on 1

and a t

i

%zg ggg% "

h‘ " (1952). “View of
C&m’ Igoks t)l.l if itneeds

~ permanent collection.

°

Other exhibitions this week
Include the following:

W Kahn (Borgenicht,
1018 Madison Avenue at 79th
Street) In this giup of
futumn landscape paintings,
the hot color and dramatic
light of October foliage are

:

" uptown Ingber Gallery

structions and boxes at th;
an
larger paintings at the down-
town Green Mountain Gal-
lery. All the work derives
:]:;om ﬁ.rhnt pl:;;‘llg}}tdbe called

e collage cipal: lmxu.
whether drawn or painted or
represented by actual ob-
ects, are composed by the
oining together of disparate
motifs, some of which sug-
gest a literary symbolism and
some a purely pictorial lyri-
cal impulse.

The water-colors are, for
this observer, by far the
stmn?cst work on view, and
especially those that remain
most rlose[}): tied to still-life
subjects. The thin washes of
color, the impulsive delinea-
tion of the contours of ob-
jects and the spaces they
occupy, the general aura of
poetic fantasv — all this
somehow remains more pers
suasive In the ‘yuickness of
the water-coler medium than
In the more studied, “cor-

's Picasso Collage

il | Hl

seoBESE
ks ¢E§3§ :

mast outstanding is pai;
ed plaster called “Darjeeling"
(1962), in which the materials
of a cubist still-life seem to
;Je combined :Wi?} those ofTan
maginary landscape. L]
painted surface is less
a strict articulation of the
sculptural form than an en-
gaging visual counterpoint, in
places joining to affirm a
shape or a gesture, in other
places boldly striking out on
its own. In another Painwd
plaster, “Out There” (also
1862), the painted forms di-
rect the eye to a gestural
scenario that the sculptural
form only partly supports.
Elsewhere in the exhibition,
the surfaces of the sculptures
(whether painted or carved)
serve a more traditional fune-
tion, and thus leave the eye a
little hungry for these chro-
matic inflections and inven-
tions.
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Owned by the artist

Construcrioy. e. 1931, Wrought iron, 8234 inches high-

Julio Gonzales Picnsso made several wrought iron con-
* Julio (ron= =

i 3 1!

m is the one illustrated abeve. It com ! :

= orites of Picasso's great

ron, Gonsales
so shaie of 1932 a bronze

stor ""blacksmith’
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* After it was exhibited

With the help of his old friend the sculptor and ma e kbt

structions in 1930 and *31. The largest and most comp

head with wirelike geometrical forms and the nafurd
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This small elongated figure is one of half a dozen similar figures whittled "
ouit of pieces of frame molding in 1931, though not exhibited uneil 1936 after
it hud beon cast in bronze (bibl. 197, pp. 189-191).

Hehough the slender figire recalls certain archaic Etruscan bronzes the
originality of these two pieces—the sculpture and the construction on the
page before—is remarkable. Yet cach represents a passing and isolated b
mament in Pieasso's art, He was shortly to begin, perhaps had u!rmd'_,—
sturted @ much more sustained period of work in seulprure (pages 179.182),

Freo drmwings (below) dramatically illustrate on the same sheet of paper
twe of the several styles in which Picasso worked in 1932, The sketeh ar the I

left is a stivddy for the canvas, Figure in o Red Chair (apposite).

SEATED Womas asn Beanwoen Heao. 1932, Ink and pencil. 1115
1025 inches. Collection Walter P. Chryvsler, Jr.

Ficune. 1931, Bronze, cast from
whitthed wood, 211 inches high. Col-
leetion Mra, Meric Callery.

Fioune 15 4 Reo Cuam. 1932, 0il, 5115 x 3814 inches. Owned by the artist.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

AHB X.G.12

SCULPTURE: 1933-34

Pricassa's soulpture of 1933-34 more or less brings to an
end the period which began with the Cannes drawings of
1927 and came to a climax with the large picces of 1932,
These later picces are for the most part smaller in scals
and pictorial, even picturesque, in character as if his inter-
est in seulpture as a solid, three-dimensional art had
dwindled. The Man with a Bouquet is ingeniously de-
vised with the use of corrugated paper and real leaves but
the result, however charming, borders on the precious. The
little oblong head below may be an unconscious reminis-
cence of the square pierced relicf he had seen at Pompeii
in 1917 (p. 96).

Perhaps the almost incredible quantity and richness of
his work done in 1932 caused a certain lassitude in Picasso
during 1933 for in that year with very few exceptions he
produced works small in size and minor in key—and this

held true for his pointing as well as for his sculpture.

above: Max witn o Bouguer. Boisgeloup,
1934 (Z). Plaster. Owned by the artist.

right: Heav. Boisgeloup, 19347 Plaster.
Owned by the artist.

BULLFIGHTS

During the summer at Cannes he had visited Barcelona where he went o the bull ring. In September he began the long series

of more or less fantastic bullfight pictures which after many strange

Guemniea (p. 200). Tiwo of the 1934 canvases are shown. He

were to cull

four years later in the
mice had painted or drawn the bull ring before: with picturesque im-
pressionism in 1901, as a decoration for the Tricorne curtain in 1919, and as a coldly classic composition in 1923. With
these earlier pictures his bullfights of the mid 30s have littlo in common. fnstead :

) - they are of an unsurpassed violence, compli-
cated at times by an element of nightmare allegory in which a dying female matalior plays an important role. To evoke the

; : expressionist distortion with almost intolerable insistence. In the small
canvas, above, the agony of the picudor's horse and the Jeroity of the

rises from the spiraling dust to the snapping pennants

186

stuck bull (opposite) Picasso uses his mastery of

bull are almost lost in the whirling linear fury which
far above,

Burryicut. Boisgeloup, September 9, 1934 (dated). Oil, 13 x 162§ inches. Collection Heary P. Mcllbenny.

Tue Burt. Boisgeloup, July 16, 1934 (dated). Oil, 1314 x 21%{ inches. Collection Keith




Weertye ngap. June 3, 1937 (dated).
Pencil and color cravon on white paper.

94 x 11 inches. Owned by the artist
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In June the Guernica was installid in the Spanish
Building at the Puris World's Fair of 1937, In the
Joreground of the photograph (opposite) is the foun.
tain for displuying mercury by the American, Ales.
ander Calder. Outside, near the steps, were placed
two colossal plaster sculptures by Picasso (p. 246,
left side, and bibl. 79, pp. 155, 156). Joan Miro alse
painted a mural for the pavilion, ealled variously
the Catalan Peasant in Revolt or The Rc.'\pr;.
The architects, Luis Lacasa and José Luis Sert,
were highly sympathetic toward the 1oork of the
three artists,

GUERNICA "POSTSCRIPTS”

Though dated June 3rd, before the Guernica was
finished, the head below is not a study directly for
the mural, but one of half a dozen variations on the
theme of the shricking woman, The eyes, eyelids,
hair and tears are stylized almost into a decorative
diagram.

The otching Weeping Woman is one of a long
serics beginning about June 20th and ending with
several paintings done in October. These Guernica
postseripts demonstrate powerfully that “taste for
paroxysm which Paul Haesaerts finds so essential
in Picasso and in Spain (bibl. 207).

left: WEEPING WoOMAN. July 2, 1937 (dated).
Etching and aquatint, first state, 273 x 1915
inches. Owned by the artist.

; issamment
et . du Cubisme, ot qui influenta s po
GUERNICA, Le grand peintre espagnol Pablo Picasso, eréatear du Cub o podla o Tt de'la

régation du mon

Fart Plastique contemporain, a voulu exprimer dans cette ocuvre la désag Sicon Gomrassons
S : . the Spanish Republican Gox J
gletre. —Jrom a souvenir posteard of the mural published by the Spanish Reph

207




Notos to pages 56-59

The painting scems 10 have been publicly exhibited
for the first time in 1937 at the Petit Palais during
the Paris World's Fair. That was after the death of
the eollector Jacques Doucot whe years beforo had
had it set like a mural painting into the wall of the
stairwell of his house.

An analytical ¥ of Les Demoiselles o’ Avig-
non with Matisse's Joie de Vivre would be rewarding.
Both were completed in the year 1907, the Picasso
probably later than the Matisse. Both are very large
compositions of human figures in more or less abstract
settings, the Picasso a draped interior, the Matisse a
tree-bordered meadow. In both, color is freely used
with a broad change of tone from left 1o right. The
Picasso is compact, rigid, angular and anstere, even
frightening in effect; the Matisse open, spacious,
camposed in flowing arabesques, gay in spirit. The
Picasso was the beginning of cubism; the Matisse
was the culmination of fauvism. The Picasso lived
a “private life" for thirty years; the Matisse made a
sensation at the Salon des Indépendants in 190f and
has been famous ever since. Both canvases were
epoch-making.

PAGE 57

* For earlier compositions of nudes which point toward
Les Demoiselles d Avignon see Zervos, bibl. 524, 1,
plates 147, 160, 165. As already noted Zervos illus-
trates altogether fourteen composition studies besides
the three reproduced on page 56,

t According to Zervos, Picasso recalls that André
Sal gave Les Demoiselles o’ Avignon s title
(Zervos, bibl 524, 11, p. 10). Kahnweiler, in a letter
of 1940, writes that the title was given the picture
shortly after the war of 1914-1918, posaibly by Louis
Aragon who was at the time advising the collector
Jacques Doucet to whom Picasso sold the painting.

In his Der Weg sum Kubismus, 1920, Kahnweiler
calls the painting simply "a large painting with
women, fruit and curtains,” but gives it no title, an
omission which confirms his opinion that the name
is post-World War I. Fernande Olivier writing of
the period 1904-1914 does not mention the picture
by name in her memoirs first published in 1931
(bibl. 325). The painting was reproduced for the
first time with its present title in La Kévolution Sur-
réaliste (Paris), no. 4, July 15, 1925, André Breton,
the editor of this magazine, says that it was he who,
around 1921, persuaded Doucet to buy the picture,
but he cannot recall who invented the title.

1 "Postscripts™ of this figure are reproduced in Zervos,
hibl. 524, I1, nos. 44, 45, 47, 619, 621, 623, 664, 671-76.

PAGE 58

* For a general account of the "discovery” of African
Negro art in Paris sce Goldwater, bibl 193,
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PAGE 59 ’ ’
* Yor Picasso’s account of his own discovery sece first
note to page 56.
Kahnweiler, who began to buy from Picasso in 1907
and became bis dealer in 1908, know him well and

kept photographic and cb | records of much
of his work. Kahnweiler describes in some detail
Picasso’s development during 1907-08, including Les
Demoiselles, but does not mention Negro art until
he comes to early 1908 (bibl 240, pp. 17-23). On the
other hand, Kahnweiler does not mention Picasso's
i t in Iberi Ip at all, nor, apparently,
does any other historian or artist, including Picasso
himself, until 1939,

Warnod quotes Henri Matisse in a discussion of
Montmartre in the days of the "bateau-lavoir™:

"Warnod—C'est vous qui avez apporté li-haut

I'art négre?

“Matisse—Je passais allors souvent rue de Rennes,
devant la boutique du pére Sauvage. Dans son étalage
il y avait des statucttes négres. J'etais frappé de leur
caractére, de la pureté de leur lignes. Cletait beau
comme de U'art égyptien. Alors j'en ai acheté une et
la montrai & Gertrude Stein, chez qui j'allais ce
jour-li. Voili que survient Picasso. Toute de suite
il en a été enthousiasmé. Tous se sont mis alors &
chercher des statuettes négres. On en découvrait
alors assex aistment."”

André Warnod, "Matisse est de retour,”
Arts (Paris), no. 26, July 27, 1945, p. 1.

Gertrude Stein confirms Matisse's story and indi-
cates the date, although her chironology is often
uncertain. She writes: “Upon his return from . . .
Gosol, he became acquainted with Matisse through
whom he came to know African sculpture.” (Bibl
458, English edition, p. 22) That would have been the
fall of 1906.

-

Picasso’s account of the purchase of this painting is
reported in Florent Fels, Propos d' Artistes, Paris, La
Renaissance du Livre, 1925, p. 1#4:

"Rousseau . . . represents perfection in a certain
eategory of thought. The first work of the douanier
which T ¢l 1 to purch ! 1 me from the
moment I saw it. I was walking along the Rue des
Martyrs. A second-hand dealer had piles of canvases
arranged along the whole store-front. A head stuck
out, a woman’s face with a hard look, [a work] of
French insight, of decision and clearness. The canvas
was immense, I asked the price of it. 'Five francs,’
said the shop-keeper, "you can paint over it.”

“It is one of the most revealing French psychologi-
cal portraits.”

One of the earliest and most complete accounts of the
banguet is Maurice Raynal's "Le Banquet Rous-
scaw,” Les Soirées de Paris, 111, no. 20, January 15,
1913, pp. 69.72,
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AxcestraL Ficure. Gabun, BaKotas. Copper over wood,
2234 inches high.

PAGE 60

* 1. J. Sweeney (bibL 464, p. 17) was probably the first
to point out the relation between the Dancer and
Gabun grave figures such as that reproduced above.
Zervos reproduces a study for the Dancer which is
even closer in certain ways to the Gabun figures (bibl.
524, 11, no. 666).

PAGE 62
* Years later in 1931 Picasso told his friend, the
ght iron sculy G lez, that in 1908 he
has been | larly int l in sculptural values

in his paintings. "Ces peintures, me disait Picasso, il
su firait de les découper—Iles couleurs n'étant somme
toute, que des indications de perspectives différentes,
des plans inclinés d'un cété ou de l'autre,—puis les

bler selon des indicati lonnées par la eou-
leur, pour se trouver en présence d'une 'Sculpture’.
La peinture disparue n'y manquerait point. Il en

Erntd 1

Notes to pages 60-66

Recalling this period of his work Picasso aaid, "1
have never boen so happy.” (1. Gonzales, bibl. 197,
p. 189)

PAGE 63

* The word "cabism™ probably first appeared in print
in the spring of 1909 when Vauxcelles used the phrase
"Peruvian Cubism™ in discussing two paintings of
Braque in his review of the Salon des [ndépendants
in Gil Blas. Vauxcelles had also first published the
epithet forves in deseribing the paintings of Matisse,
Derain, Rouvault and the others when reviewing the
Autumn Salon of 1905 (kibl. 210, pp. 15-16). .

PAGE 66
* The fact that the Woman with a Book was painted
before the summer in Horta de Ebro is confirmed by

Picasso (questionnaire, October 1945). The painting
has been dated late 1% by some authorities.

t Princet lived in the "bateau-lavoir™ (p. 31) and is
often mentioned as a source of mathemutical influsnee
upon cubism (Lemaitre, for instance, in bibl. 255,
p. 80). André Lhote goes so far as to quote a "famons
and legendary question” addressed by Princet 1o
Picasso and Brague:

"Vous représentez i l'aide d'un trapize une table
telle que vous la voyesz, déformée par la perspec-
tive, mais qu'arriverait-il s'il vous prenait funtaisie
d'exprimer la table type? Il vous faudrait la redeesser
sur le plan de la toile, et, du trapéze, revenir au ree-
tangle véridique. Si cette table est recouverte d'chjets
également déformés par la perspective, le méme
mouvement de redressement devra s'opérer pour
chacan d'eux. Clest ainsi que l'ovale d'un verre
deviendra le cercle exact. Mais ce n'est pas tout: ce
verre et cette tablo considérés sous un autre angle ne
sont plus, la table qu'un plateau horizontal, de
quelques centimdtres d'épaisseur, le verre, qu'un
profil dont la base et le faite sont horizontaux. D'od
nécessité d'un autre déplacement . . . ™ (bibl. 224,
p. 216).

The question though imaginary is suggestive, but
Picasso when asked if he had discussed mathematics
or the fourth dimension with Princet replied that he
had not (questionnaire, October 1945). Concerning
the somewhat mysterious Princet, Picasso said that
he was an actuary; Lemaitre states that be was an

Marcel Duchamp recalls thar Princet
was a school teacher and could scarcely be considered
an expert in higher mathematics. Duchamp remem.-
bers that Metzinger, influenced by Princet, was par-
ticularly interested in the fourth dimension, Braque
rather little and Picasso scarcely at all. Princet, be
thinks, certainly influenced Braque by proposing the
elementary idea of painting the face and profile simul-

ly on a flat surface—the principal idea pre-

Gtait si ineu qu'il a quelq) p
parfaitement réussies.”

sented by Lhote (above). Picasso, Duchamp con-
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