CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.




ONLY THE ANNOTATED PAGES OF THE FOLLOWING PUBLICATION
HAVE BEEN SCANNED. PLEASE REFER TO THE ORIGINAL FOR THE
REMAINING, UNANNOTATED PAGES.



FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

X.G.9







PICASSO Fifty Years of his Art.




Frontispiece: Guni. pxvonr o Minnow. Paris, March 14, 1932 (dated on back), 0il,
633 x 511 inches, The Museum of Modern Art, New Yock, gift of Mes. Simon
Guggenheim, See page 176.
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horror and rage, not against the Germans, not
specifically against fascism, but, as he said,
against "brutality and darkness,” Guernica was
damned and praised as propaganda. We see

now that it was not so much propaganda as

prophecy.
Like et great prophecy the |
H prof

anguage of

Guernica was allegorical. Those who ask Picasso

his art, to speak simply and

clearly the language of everyman, ask 100 little.

Posters and newspaper cartoons, not Guerniea.
would answer

their purpose more effectively, If
12
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Picassa. Drawing by Ramén Casas
published in Pél & Ploma, Barcelona,
1901 (hibl. 478)

they feel compelled to ask anything of Pwmjn
it ai.mu 1d be not clarity but once again the tragit
courage of the prupllcl. ; :
Now when humanity may be forging its "“h“
doom on a scale which dwarfs the puny I..uﬂt :
of Guernica, Picasso might be moved to Ilm:.:.
an apocalypse. If not, if this slnjulll‘ hlf a[“d
much, and he should continue to paint Juf; still
candles, landscapes and figures, we ::.:ull 1o

i
have excellent works of art to adm i
at ind!

: e
integrity of a great artist—and a gr
vidual—to respect.




above: Maxn 1x & Car. Corunna, 1895 (Z).
x 1934 inches. Owned by the artist.

Roses. Barcelona, 1898 (£). Oil, 141
inches. Bignon Gallery, New York.

14
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SPAIN: 1861-1900

Pablo Ruiz Picasso was born on October 25, laay W
Malaga on the Mediterranean coast ‘_’J' Spain.* His f
Josh Ruiz Blasco, came from northern Spain with B""N;

blood in his ancestry. His mother, Mariu Picasso, o
Malagueiin, The name Picasso is Ttalian, possibly Genpess,
in origin but the artist believes that it was originally Gl
ish and spelt Picazo.} As is customary in Spain, Picasss
woas at liberty to use both his father's and his mother's
family names. He was known at first as Pablo Ruis, by
about the time of his first exhibition in Barcelona in 1597
he added his mother's name to his signature: P. Rujs
Picasso. About 1901 he dropped his father's name en.
tirely—Picasso is a much more urusual and Ji'afingui;ﬁnj
nane than Kuiz.

José Ruiz was an art teacher in Malaga when Pioasse
vas born. In 1891 the fami ved to nearby Corunna

J then, when the boy was fifteen, 1o Barcelona where his

her became professor in the Academy of Fine Arts.y

from a very early age, showed excoptional talent.

s to draw as a child, receiving encouragement and
competent, academic instruction from his futher,

Dan José. At Cornnna, while he was still u boy of fourteen
studving at the School of Fine Arts, he painted some vigar-
ous studies of beggars, such as the Man ina Cap. Though
their idiom is 19th century they are as Spanish in their

sambre realism as @ Zurbaran or early Velasques
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apparently came somewhat later, pechaps in 1901 or 1902
after he had boens in Paris. Al traces of these experiments
seein to have disappeared. *

During these years Picasso drew incessantly, cramming
notebooks with rapid sketches, some satirical or
character, others sentimental or religions—sue
crayon drawing apposite. By 1899, when
his mew and successful magazine Pél & Ploma with his own
illustrations, Picasso had already accomplished work
which makes the handsome drawings of the older draughts-
man seem conventional. In Picasso's girls there was often
more Lautrec and less Gibson; vet on the whole his early
drawings were not particularly distinguished. The sketch-
book page below, with its bohemian “types,” music hall
profile & la Yeette Guilbert, and its Daumier-like group of
drunkards, was probably done in Paris lote in 1900 but it
differs litte from many similar notes made carliee in
Barcelona or a linle later in Maodrid.
i

Picassa’s were first published not by Casas’

Pel & Ploma but by Joventut! an important catalanista
workly swhich wnlike the francaphile P2 & Ploma turned
mare toeard England awd Germany. Its early isues whick
began in 1900 reproduce Beardsley, Burne-Jones and
Bieklin, but no Steinlen. During the summer of 1900 two
drawings, signed P, Ruiz Picasso, appoear ax illustrations
1o poems by Joan (Hiva Bridgman entitled The Call of the
Virgine and To be or pot to be. The drawing for the
first is “fleshly.” for the second, transcondental. Both are
Seeble by comperison with some of his ungrllished sketches,
It was only in Decomber thaet PEI & Ploma follesoed swir
by publishing Picavss's caricature of Rusifiol.$

In 1899 Nenell returned from Poaris but others of Pi-
caxse’s friends were leaving to study in the French capital
and were writing him letters urging him to foin them: and
during 1900 Pel & Ploms published eveited reports of the
Puris Exposition and ity art. Finelly, in the foll of that
vear, Picasso persnaded his parents to leg kim go after he

had promised to return for Christmas

Heans axn Fiounes (Scane de bar), Paris, 1900. Conté crayon, 515 % 81§ inches. Collection Ivan L. Best.




Jacobh swhe teas introduced @-him by Mufach, Jacob wus

for years afterwards one of Picasso’s most intimate and

loval friends. At this time, howerer, Picasso spoke no
French and most of the "bande Picassa™ were young
Spaniards like himself. Besides those already mentioned
ther were Julio Conzalez wha was later to teach Picasso to
work in wronght iron; Pablo Gargallo, also a master of
wrought motal, whose famous hoad of Pieasso is in the
Barcelons museum; Zuloags, for years a far better known
painter than Picasso; und Paco Durio, a friend and en-
thusiastic admirer of Gauguin whose influence Picasso also
Jelt during this period.

The vear following his arvival in Paris was for Picasso
a period of exploration, He learned by imitating many
masters, sometimes with litle diserimination but ofh-;:
with skill. If his art locked a consistont direction he could,
in October 1901 at the age of tiwenty, look back upon a body

of work remarkable for its variety, facilicy and intelli genee,

above: ON e Ureen Drck. Paris, 1901, Oil, 1914 x
2514 inches. Art Institute of Chicago, Mr. and Mrs
L. L. Coburn Collection.

"Janmx Pamis”: design for a poster, Paris, 1901.02,

‘I'nlﬂt‘okﬁt 2 x 193 inches, Collection Wiilter-P.-

thrvaler;
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LvE Roos. Paris, 1901, 0§l 20 x 2414 1 s, |'|l'l“1]|:-‘\'|v i

prescnts Picasso's studio at 130ter, Boulevard Clichy, in 1901. e
louse-Lautree. (Compae Picaseo's own design for a postec, . 2
other works by Picasso at the Galerie Berthe Weill, April, 1902.

THE BLUE PERIOD: late 1901 to carly 1904

Tecard the end of 1901 Picasso began to use a pervasive blue tone in his paintings w hich soon iwf-amr.u:r:u::-:;:::;:’:::;
Just why Picasso came to use so much blus over so long a period has never boon convine J'.Jlgf_.\ --.l'pl'ulthl"d-‘i ; ﬂt _mo mr-“ g
late paintings were saturated with Wue; Matisse had painted several large figure studies in Ihfm‘;ulat et fore g
century though these were probably not known to Picasso; and Carridre, whose work Picasse did admire, used '.l al ; Y e
a-ku»m;x thotigh it sens grey not blue, Same Catalan critics insist upon the influence of Isidre Nonell, whose rfe'j!‘t.‘!t'-r Sfig g
at times closely resemble Picassa's, but Nonell was in Barcelona during 1901 at the very time Picasso's blue '"N'f‘d “a‘mm
turingin Paris,t Whatever itssoures—and it was probably fram scithin Picasso himself—the lugubrious tone was m-irr:mn;-
with the murky and sometimes heavy-handed pathos of his subject matter—poverty-stricken mothers, wan harlats with femne
fatale masks and blind beggars . s
During the Blue Period Picasso abandoned the varied landscapes, street scenes, dance halls, and flower pieces in :g,mn
concentrate almost exclusively on the human figure which he placed, usually alone and still, against @ simple aflmn!l s
background. Before the end of 1901, as a last renunciation, he had ever: given up the rich surfaces which had lingered
the varly blue paintings, such as The Blue Room (abave) and the Mother and Child (p. 25).

idays. The
The Self Portrait opposite was painted early in the winter of 1901 before he returned to Barcelona for the holidays
artist shows us Srankly lﬁr[m

without & lamp, kis meals of rotten sausages,
self portrait no self pity and none of the senti
29

. {5 ront
of a man who has known cold and hunger and disappointment— Picasso recalls his

g in this
even hisburning a pile of his oun drawings to keep warm. But there is 1
mentality which so often appears in other blue pictures.
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The figures are almost unrelated psychologieally and Picassa's romantic sentiment for circus people is restrained, Reti
1o, the muffled color, the subtle drawing and the sensitive placing of the figures.

Ju is not surprising that the haunting poetry of such a painting should have moved the poet Rainer Maria Rilke who knew
Picasso and like him was held by the mystery of the saltimbanques.* For years the canvas hung in the collection of Hertha
\on Koenig in Munich. During the summer of 1915 Ritke liced in her ouse “beside the great Picassa™ which inspired the
fifth of his Duino Elegies. The poem—transated by J. B. Leishman and Steplen Spender! begins—

But tell me, who are they, these acrobats, even a litle

mare flocting than swe ourselves,—so urgonily, ever since childhood,
wrung by an (oh, for the sake of whom?)

never-contented will? That keeps on wringing them,

bending them, slinging them, swinging them,

throwing them and catching them back. . . .

During the course of 1905 Picasso’s moud
changed. Early in the vear the gloom and obvious
tension of his work of 1902 to 1904 had yielded
to the half-light of the Circus Period. A trip to

Holland in the summer of 1905 seems to have

increased his interest in material weight and
substance. He disliked Holland, but one or oo
paintings such as the Dutch Girl have about
them a sensual solidity which served as a tran-
sition 1o the more classic style of the follawing
hwelve months.

The increasing relaxation and calm of
Picassa’s art throughout 1905 may have been a
reflection of his improving circumstances. He
started to have a moderate success. Not only was
he surrounded by brilliant and sympathetic
friends but he began to interest discerning col-
lectors such as the Americans, Leo and Gertrude
Stein and, a little later perhaps, the Russian
merchant Sergei Shehukine, who was to become
by far his greatest patron from this period until
the outhreak of war in 1914.1

[?('1(:“ G Schooredam, summer, 1905
E’;f‘l'|lﬂl\ Stang. Repro. from Zervos, hibl
5
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INFLUENCE OF EL GRECO

Altogether exeeptional Picasse’s wark of this perind ix

the Composition (opp:
al, nothing static. The drawing is froe, cursive, lively-
ane of the fore carly paintings in u hich Picasso both por
tnid the distortions of the

. Here thereisnothing scelpter-

trays and expresses movement.
figures are far more violent than in any previous work of
Picasso, or for that matter of Matisse, at that time leader
The immensely tall, tiny-headed

of the vanguard fauves.
man, the bulging exaggerntions of
leg, the pinched-in, elongated twaist of the girl, the plastic
interplay of figures and drapery, all seom more or luss in-

spired, net by Tberian sculpture but by the pictorial and

his forearms and far

highly saphisticated mannerisms of El Greco.
Since 1904 Picasso had shown little if any interest in
El Groco bat irs 1906 an his way to Gosol, he passed through

Barcelona where in that very year the first Spanish mono-

graph on El Groeo was published by Picosso’s old fric

Miguel Utrilla, Back in Paris Picasso may also haee seen
ane of tiwo illustrated magazine articles on El Greeo pub-
lishod during the fall. Utrille’s book and both French
magazines® roproduced El Greeo's St Joseph with the
Child Jesus which bears o remarkable resemblance to Pi-
oiigsn’'s Composition of the peasant with the little girl,

though in the Fl Greeo the flowers are borne by angels and

there are no cattle.t {The El Greeo is reproduced on pr.

e

Somewhat similar in style and probably Spanish irn sube
ject is the preliminary drawing for the figures in the Com-
position. The drawing (above) suggests that Pricasso origis

nally had in mind, or actually sae, o blind flowsr seller, his

- e e e VS A

eyelids closed, his mouth open singing or calling his wares
while a little girl leads him and offers a bougquet. In the
Composition itself he tiurns the two figures into @ rather
improbable flowercarrying peasant and his dawughter
hurrying along beside two catile. A youth with tuge caftlt
Sirst appears in a gouache (left) done at Gosol in 1906.
The Composition is particularly important Deguust
Sforward (0 Cubism
bt in its free deformation of natural forms and its flicker
ing angulur planes which tend to spread throughou! ne
design 0
a seay doubtless suggested by El Greeo and, probahls
Jater combine

maore than any previous Picasso it looks

whole canvas thereby crvating an all-over unity of

Cézanne.] The Demoiselles dAvignon will
these plastic elements with the archaizing tendency ¢

we take up again on the following puges.
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Cosrosition  (PrAsANTS
ANp Oxgx). Paris, 19067
(1905—Z). Oil, 86%¢ x 51
inches, Barnes Founda-
tion, Merion, Pennsyl-
vania,

upposite:
Prasanes. 10067 (Paris,
1905—Z). Ink und water-

color, Repro. from Zervos,
bibl, 524,

;lm witn Carrie. Gosol
Z, 1906. Gouache, 2314 x
182 inches. Columbus

Galleey of Fine Arts, Co-
lumbus, Olyio,
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GERTRUDE STEIN, Paris, 1906 (2), 05l Gottertion Mizs Gertrude Stein.
A
A

THE "IBERIANT INFLUENCE

Crertrude Stein tells how she sat eighty times for hoe portrait diring the winter of 1906 only to have the dissatisfied artist wipe
out the face just before be left for Gosol carly in the summer.® [ the fall when he returned to Paris he painted in @ new

fuce withour consulting his model again. The new face differing in style from the figure and hands seems mask-like, with @

lang straight nose and severely drawn mouth, eyes, and eyebrows—features which had begun to appoar in Gosol pictures such

ay the Peasanta from Andorra and the W oman with Loaves (pages 46, 47) and which reach their ultimate p_raw'mffm in
the left-hand figures of Les Demaiselles o Ay -

a0
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TOWARD CUBISM: 1906-1908

RETROSPECT

On October 25, 1906 Picasso was twenty-five years old,
During the previons Sfive years he had produced over two
Jundred paintings and many hundreds of drowings, an
output in quantity and quality such as few painters ac-
complish 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, ali this cumu.

lative achisvement swas, so far as the main highway of

modern painting was ¢ {, o pers I and privare
bypath.

But during the winter of 1906-07 Picasso changed the
dirvction of his art and in so doing helped change to @ 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 fact
wmething of a collaborative venture to which Brague
among others contributed importantly: it was nourished,
oo, in various ways by Cézanne, Henri Roussean, Seurat,
Iberian and African Negro sculpture, the critic Apolli-
naire, the dealer Kahnweiler, as well as by popular talk of
time-space mathematics and metaphysics and the general
tendency toward esoteric formalism in art with its concon-
itant rejection of the values of imitation and represents-
tion. Yet, above all, it was the quality and power of Picasso’s
art that made cubism the characteristic morement in the art

of the first quarter aof our century.

THE AUTUMN SALON OF 1905: LES FAUVES;

In 1905, o year before, while Picasso was emerging from
his soliloquy with harlequins, two events of great historie
importancs ecurred at the Autumn Salon. The most con=
Spicuous of these was the first exhibition of a group af
YUUNg painters whom a eritic humaorously called les fanves,
the wild beasts, Viaminck, Friess, Derain were among
thent; Matisse was their leader and Rouault exhibited with
them. The favyes seemed recolutionary because they had
¥t free the bright pure colors of Signac and the Neo-Im-
Pressionists and had gone beyond Gauguin and van Gagh

in their use of distorted ouslines and bold

Back of these violent innorations lay the :Juﬁm:
should be primarily an expression of pure esthetic experi-
ence and that the enjoyment of line and form and color was
a sufficient end in itself. The representation of netural
Jforms therefore seemed less important than before, though
some resemblance io nature ax o point of departure was
still taken for granted. This emphatic declaration of art's
independence of nature we an important factor in the
background of cubism. In their departures from nature the
fauves looked to exotic and primitive arts for sanction and
inspiration; they were the "diseooerers™ of African Negro

! of several Furop

traditions which were to intervat Picasso in the course of his
career.

f the most imp

Probably in the aumumn of 1906° Picosss met Matisse
and, perhaps a little later, Dernin and Vieminek, all of
whom took part in a second fauve demonstration at the
Autumn Salon of thot vear. Matisse was then the central
figure among the most advanced vounger painters. Possibly
Picasso had felt Matisse's liberating influence in his draw-
ing but his own rather restrained and archaistic style of
late 1906 had little in common with the riotous eolor and
swinging arabesques of the fauves. In any czse he did not
enter Matisse's cage of "irild beasts.” Rather, there scems
to have boen from the first a certain. rivalry betuwen them.®
During 1906 Matisse began work on his great caneas the
Joie de Vivee, @ composition of nudes in a landscape,
shich, since its exhibition in 1907, has generally been con-
sidered the masterpiooe of the fauve mopement. Picasso
may well have considered Matisse's ambitions undertaking
a «'}mﬂﬁly 1o be ansuered by some signal effort of his oun.

The other significant event at the Autwma Salon of 1905
was a special gallery of ten paintings by Cézanne whose
importance had been obscured in the eye of the young
avant-garde by the more easily digeatible innorutions of
Gauguin and van Gogh or by the .\'ro-}mpru.u'mu'nn'
plausible science. Ten more Cézannes were shown in 190.0.
tho year he died, and fifty-six ot @ memarial exhibition in
[0(;{. For four or five years, from about the end of 1906 fm.
the profound anel difficult art of Cisanne exerted an im.
portant influence upon Pioasso.

33
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PLEASSOS ART: 190500
e CHONES, Pricasso’s own art

Jicitly affected by th
Not explicitly afft an the plane of sonti-

the ervd of 1906 had passed,

o
156 of the Hine Per jod through the

ment, from the peur-batho
pendle melancholy of the =
ing detachment of the Telas:
tively impersonal masks of
Portraity and in fignre sty e
1905 by @ generully increasing s
) : illeistrated on page 52,

mbanaques and the ingratia-
sic”* figires o the compara-
the Gertende Stein and Sell
this chenge hed bectt parer!-T}
sinee mid- [ptural so-
lidity of form. The Two Nudes
painted very fate in 1906, is the fogical conc fusion of these

treo temdencies. Inflisenced probubly by the hoavy propor

tions of cerwin late Therian senlptures,
jan of Picasso’s denial

these muassice

figitres seem an emphatic express
both of sentiment and of traditional or onventional beauty
positively the Two Nudes is an assertion of his growing
interest in objective esthetic problems, in this case the crev-
tion of volumes and masses and their compostiian wwithin
the painted space of the picture. [t is instructive to furn
buck to earlier two-figare compositions, the Harlequin'e
Family (p. 34) and, luter, La Toilette (p. 44). The Two
Nudes is the end af the series.

In apparent conflict with the general direction of
Picasso’s art are o few pictures, notably the Composition
(p. 49), which show him working on the purely pictoricl
(non-sclptural) 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 soor, though briefly, to be reselved.

LES DEMMISELLES IV AVIGNON: 1907

The resolution and culmination of Picasso's labors of 1906
o

is e trated in one ex y picture, Les Demoi-
selles d"Avignon, shich was painted for the most part in
the spring of 1907 after months of decelopment and rovi-
sion. Zervas reproduces noless than 17 composition sketches
Jor this canvas,* Of the three studios reproduced on prage 56
the earliest suggests that the composition of Les Demoi-
selles was inspired by Cézanne's late bather pictures in
which the figures and background are Jused in a kind of

relief without much indication cither af deep space in the

opposite: Lis Desoskices o'Avicaox, P
sequired theough the Lillie I, Bliss

54

Bequest.

aris, 1907, Oil,
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seene or of weight in the forms.t As the paingiy

it is alse possible that memaries of E1 '\’«\:d«

" . it L]

figure compositions and the angular "l]afri;g;um
i

draperies, rocks and clouds may have confirmeq of hiy
!

he sug.

gestions drawn from Cézanne,
Each of the five figures in the final composigs

subject of considerable study, beginning ;:T::::: ::1 W
1906 and continuing in " postseripts™ long after the W::‘!n
was finished. Although their bodies are Sairly similar 1%
style the heads of the two right-hand figures differ s muek

from the others that they will be considerod separately,
W hat happened o Picasso’s figure style in the ;nrmﬂu
n the Two Nudes of late 1906 (p. 52) and the paint.
Les Demoiselles may be summarized by comparing
wand figures in the two canvases—figures whick gre

sarly related in pose and gesture.§

onsly the painter has lost interest in the squat forms,
puresque modeling and the naturalistic curves of
cariier nude. The later figure is drawn mosly with
nes wehich form angular overlapping planes and
coly any modeling so that the figure sovins flat,
ightless. The faces of the two figures differ less
bodies. The mask-like character of the earlier
52) 15 carried further in the “demoiselle's”™ head

e is drown in full view although the face is in

primitive or archaic conpention seems more sirs

! 1 applied to the noses of the contral tio figures of

e Demuoiselles which are drawn in profile upon frontal

=, a device which later became a commonplace of

cubism. The faces of the central teo demoi * may be

eomprared with thet of the transitional Self Portrait (p. sl

in swhich the stylized features of Iberian seulpture ant pot
vel so exaggerated,

The right half or, more precisely, twoofifths of Les
Demoiselles d"Avignon differs in character from the rest
of the picture, The light browns, pinks and terra cottas af
the left are related to the colors of late 1906, the sao-called
Rose Period. But, toward the right, grey and then blue
predominate with aceents of green and orange- The planst
too are smaller and sharper and much more actire.

The most radical difference between the left and right
sides of the painting lies in the heads of the twe fignres @

96 x 92 inches. The Museum of Modern Arty New York:
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[fotisles but Derain and Matisse found in them

ks wnd : :
hetic values involving the bold distortion

u,,},...-&uo‘mi' ek
and sruetural reorgani
o thut Picasso who had met Matisse by 1906

sation of natural forms,

It is strant
hould have been unasoare of Negro art until the middle of
1907 when, a3 he says, he discovered it for limself almast
accidentally while leaving the galleries of historic seulpture
s the Trocadire.* Howerer the discovery, he affirms, was a
crepelation” 10 him and he began immediately to make wse
of it Whaterer general stimulation the fanves had got
from African art there is little specific trace of it in their
painting. But several of Picasso’s works of 1907-08 in-
corporate Ifrican forms and possibly colors to such an
extent that the title " Negro Period™ has hitherto boen ap.
pliad to his art of this time including Les Demaiselles
d'Avignon, Actually Iberian seulpture continued to inter-
est him often its forms were fused (and by erities
confused) with those of the Congo and the Guinea Coast

1eo the Woman in Yellow (opposite)

fered one of the important paintis

d but it mowe seems elear that this hi
impressice figure is related to Iberian bronzes «
closely than are the three earlier figures of Les De
d'Avignon which it resembles in style. As
pointed out, the face and pose are remarkably similar to
an archaic votive figure from Despefiaperros (repro. bibl
163, fig. 14}, The ochre color and striated par
may have been suggested by Negro art. More African in
form is the Head (right) swhich may have been inspired by
the almand-shaped masks af the Tvory Coast or French
Conga,

In style, if not actually in time, both the pictures here
reproduced soem to fall somewhere betwoen the earfier
Jfiires of Les Demoiselles and the barbaric masks of the
lnter figures at the right of that canvas. Zervos dates the

Woman in Yellow in the summer of 1907.

HENRI ROUSSEAY AND PICASSO

In o
e :- lutumn Salon of 1905, along with the fauves and
o e
i n Cézannes, were exhibited three paintings by Henri
r ; : e
e, including o husge jungle picture, Rousseau had

had a g :
A modest reputation in the 1890°s but it was the Pieasso-

Apollina ;
IP‘ thaire group which Jrom about 1906 on sproad his

;Imf‘_ both a3 a naive cf

o

icassy

IS q”:’."gj” a large portrait of a woman by Roussean
Soulier, the junk dealer, for a fow francst and there-

g
PO honored the douanier
Most el

haracter and as an artist. In 1908

. ith a banguet, possibly the
rated in the history of French art.} Among

Picaggyt
o'y -
Ruests were the writers Apollinaire, Jacob, Sal-

Heap (FEMME Av ¥Ez EX guarr pE Bmej, 1907
dated on stretcher October, 1905, but the style is obvi-
wo vears later. 06l 1374 x 103 inches. Collec-

man, Warnod and Raynal, the peinters Brague and Marie
Laurencin, the collectors Leo and Gertrude Stein.
Rousseau’s influcrice an Pienssa during these years is
not explicit exorpt perhaps in some landscapes done of La
Rue des Bois in the summer of 1908. Roussean’s intuitive
mastery of formal essentials; the directnens of his pictorial
imagination which led him to abstract and invend (even
swhen he supposed himself to be painting realistically); the
resulting revelation that out of o living Parisian might
come pﬂ.lrl!in_:‘ of primitie clarity and naive coniction:
v herse confirmed Picasso in the diroction

these foctors mu;
Thirty vears later

his oun art was taking at the time.
Rousseau’s influence was possibly more direct (pp- 212,
216).

Rousseau onee remarked to Pir
greatest painters aof eur epoch, ycu in the Egyptian m!.p
in the modern stvie.” Perhaps he had in mind Picuu._a )
Demoiselles d" Avignon or his Woman in Yellow which
however is. soarcely mare ~Egyptian” than the rigiadly
frontal figare by Rowssoau that Picasso bought from

Soulier.

s "e are the tiwo
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Dazaen. Paris, 1907 (P), summer (Z). Oil, 39 x 3014 inches. Collection Walter P, Chrysler, Jr.

hin, seemd

The Dancer is of the sume bizarre family as the later “demoiselles.” The aval mask, pointed at Jrunlh!lr‘d o I
n in French Congl
longet

African and the bowe-legged starce was apparently inspired by the metal-covered grave figures of the Gabus
The angular interplay of figure, background and silk curtain are reminiscent of Les Demoiselles but the eolor i 80
the blue and tan of Cézanne. Instcad the uchres, browns and blarks suggest an African origin, with earth groen ¢ J“L_ "
rief barbaric P4

The Dancee, recklessly =
weer, recklessly distorted, dramatic in maovement and decorative in color is the masterpiece of o

6l
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HEAn. 1908, summer (K
x 17 inche,
Walter P, Chrysler, Jr.,

dition—Poussin, perhaps, reduced to rudimentary esson-
tials with Cézanne's guidance. However the form, eolor 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 Cézanne's art that
influenced this picture so much as his famous mesim

written to Emile Bernard and published just the year be-

Tore: " You must see in nature the eylinder, the sphere, the

cone.” The Landecape with Figures is the most rudi-
mentary form of cubism, and one of the carliest.

In fact the word cubism was inspired by some very
similar lundscapes painted about the same time by Georges
Braque near Estague in a more pious discipleship of

Cézanne. They had born rrjectedd at the Autamn Salon of
1908 wehere, the story goes. Matisse, surprised at the nese

of his former disciple. made remarks sbout “les
petits =" The critic Louis Vawxcelles first repevted
Matisses word "enbes™ in his revive of Brague's re-
Jected pictures when they were shown at Kahnweiles's in
November, Gradually the words “cubism™ and “cubis™
guined curreney® and were officially adopted for the move.
ment by Guillawme Apollinaire in 1911, It was through
Apollinaire that Brague had mot Picasso in 1907, .D:uiﬂ‘
1908 they became fast friends, and later worked so closely

i

that ot times their paing are guishable, To-

gether they created enbism and were ity greatest mastors,

63




Hean. Parig, spring 1909 (£). Gouache, 24 x 18 inches
Museum of Modern Art, New York t of Mre. Saidir
A. May

This drastically simplified head of early 1909 is bocked in
with large planes of light and dark much in the style of the
Landscape with Figures (p. 62). The bold elision which
includes the fur side of the nose and cheek in ane plane ex-
eending to the right beyond the receding curve of the brow
is the beginming of the kind of distocation which appears
in a clearer and more developed form in the far choek of the
Giel with a Mandolin (p. 70),

There is something tentative and awkiard about many
of the figure paintings of early 1909, In the Woman with a
Book* the deformations of head and figure are more ad-
vaniced than in the gouache above but they lack style and
conviction, especiolly in the rather amorphous drawing of
the tarso. Actually the lower right-hand Sigure of the
Demoiselles d*Avignon painted tieo years before is more
rudically distorted, the Friendship of « I»rm‘i«-_,f-arr nore
abstract in general effect (p. 61), The tiwo years Jrom his
completion of the Demoiselles d'Ay ignon late in the
spring of 1907 to his depurture for Horta de
the summer of 199 were for Picusso a time af exploration

in which there seas meuch trinl and pechaps some errog.

66
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ANALYTICAL CUBISM: 1900.1912

At Horta Picosso's style seemod suddenly to crystallize
I,f'-r.rh’\' and visually as well as metaphorically (3o p ﬁﬂ}.
The new style, or better, method has been callod "ang.
tytical cubism.” Analytical cubism developed for séveral
years and then changed gradually into “synthetic cuibism,
the watershed between the two occurring about 1912,
Like maost terms applied to the visual arts, “analytical” jy
not very exect yef it does deseribe in a general 1eay the
cubist process of taking apart or breaking down the forms
f nature. " Analytical™ also conveys something of the spirit

f inpestigation and dissection of form carried on by

Picasso and Braque almost as if their studios were laborg.

tories. Not that their analyses were scientific or mathemati.
In spite of its ~ geometrical” style and certain analogies

s space-time physics, cubism, like all painting worthy of

the name of art, was a matter primarily of sensibility, not

Some conversations with their bohemian friend,

ary Princet,t who livad in the same tenement house

asso, possibly encourcged their geometrizing but

s tulk probubly influeaced Apollinaire’s criticism

bism more than it affected cubism itself,

i Picasso calls analogies between muthomatics

sm nonsense, nevertheless they hove often been

drawn or implied and may be briefly summarized. First

there is the mensurational character of most cubist draw-

ing, the precise definition of distances or dimensions whick

Picasso put into words when he remarked to Kahnweiler

“In a painting of Raphael's you can't measure the exadt

distanice from the tip of the nose to the mouth. I want to

paint pictures in which this would be passible." (Bibl
240, p. 20.)

Then there are obrious formal resemblances betwesn
plane geometrical figures—rectangles, or segments of
circles and spirals—and some of the shapes in cubist
pictures (pages 72, 80, 92, 105). Both cubism and the
artistic value of such shapes have often been rather 'Pf“
ciously defended by reference to a passage in Plato's
Philebus in which Socrates praises the intrinsic beauty of
geometrical figires.

Forms which approximate those of solid geometry
appear in Picasso's analytical cubism (pages 68, 70, 80
above). Although Cézanne's exhortation 0 perceise 5%
of natural appeer
Jaster of
prisim

metrical solids beneath the confusion
anices influenced the cubists, it is curious that the }
Aix cites the cylinder, sphere, and cone but not the
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Womax with A Book. Paris, carly summer 1909 (Z). Oil, 3614 x 2814 inches. Collection Walter—P-
/ bttt
o= v

with its edges and angles, or the cube from which cubism

the internal evidence of his work though a sketchbook of
derives its name,

drawings of 1915 shows that he did play with ruler and

compass in certain enbist compositions of that perind. *
Post.Euclidean geometry in the form of popalur expla-

natinns of the time-space continuum and the fourth dimen-

Reports of Picusso's dependence upon some system of
geometrical design such as “dynamic symmetry,” or root

rectangles, ar the “golden section™ are scarcely proven by
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v hecew enevurugrd Pioasso. Lagical explanations

son ma
simuiltaneity of puint

of cubism dften ¢ ol the idea of

"im,umiMc" combination of

of wiewe b ecount for the
sevcrul prifiles and sectivis af i singhe foce or fiagure in the
s picture {pjes 74, 138). 4 cubist hoad, which in
thiis wy suggests the fusian of
might indeed serve ux a crude illustration of el
in, of moverient, i

smpornl ard spatial foctors,
lativity
However, the analysis of time, thse

h noee dlaborately. dewloped by the

painting was muc
913 ineoked the

Futarists, Apollinaire, whe as early as |
fourth dimongiar in his ook an cubism, wuses the term in a
metaphorioal rather than o mathemation] sense (Wb, 20,
p. 15070

Jovichim Weyl has sugaeted that cabism has mare in
common seith earty 17th contury grometry culminating in
Diescartes. In Cortesian space "all points are the possible
locatians for an observer” rather than the single puing of
observation customury in post-medieral-pre-cubist paint

ing.”

Though they were the most radical, the cubisis were ot the
first painter analysts. The Impressionists thirty years be
fore had made a haphazard analysis of the sisual world
terms of light and color until they turned the solidy snd
volumes of reality into evanescent, impalpable veils of pig:
ment. Sewrat’s subsequent anelysis of color and form wey
maore scientific and systematic. Cé passing through

impressionism, tried to recover a sen; e ek

ing appearances so that he could paint the essentinl, -
structive planes of eolor. In analytical eubism Pioasse and
Braque abandoned color and began, almost where (ésnne
had left off, to analyse, 1o disintegrate the forms of patire

in order o croate out of the fragments o neie form.

above: Factory ar Howra. Horta
(). Oil, 2075 x 233 inches, Museum of M

ern Art, Moscow.

o P g
Funxano. Horta de Ebro, summer 1909 Ol 244 ¢ f'é& ?‘ = M [/ o ol an da, V\A—' A“‘L
1684 inobés, Museam-of MislerntrsNow IS / i o T h ’ )
tended lopn frm- Hency Lhwrein
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itgy Included in a re ‘.n|..:|”

bl erica (see list
April 1911, the first o icasso show in Am b
of exhilitions of P wark, page and prost il

: is country.
1 . . . c way in thi ]
first time Picasso was exhibited in any

The gradual patient analytical modulutions which
carried forward during 1910 to such o degree s
unless one i familiar with the
bevind the €

began with the Horta landscapes and the Fernande in “”'!'WTT_L;I;::—

of abstraction that the original obifect is scarcely recognizable or even i@ ”m‘ op

preceding evolutionary series, The earlier drawing of a nude at the loft is perhaps gf.-ﬂMr.

siel with a Mandolin, 1o steps beyond the Beaque, three sigial

its lines rediced to straighe edges and simp

madeling in the round
The right-hand

beyond the Fernande. The figre is still fairly

s : Jiieved by s
le curves. There is still o suggestion of the third dimension, achieved b

dratcing was done somew hat Late

circles,
And many of the straight lines, unlike

; gments of
ry in the spring of 1910, In it all lines are straight or segme

P
s ; . There is 1itt
the surlior drawing, are schematically vertical or horizontal.

those in
]
2




The drawing of o guitar (abowe) is o lacid and elegant ex.
ample of the final elassic stage of analytical cubism, The curv-
ing lines of the goitar are abroptly straightened (cubism is
primarily rectilincar in style), but two curves are left as
vestiges; three parnllel check marks av the top indicate the
Srees; beft center iy the sound hole and o suggestion of the verti-

cal strings.

TROMPE L'OEIL AND COLLAGE

The restless Picasse and the intentive Brague were not lang
satisfied with such austerity. Having almase completely abs.
stracted painting from Treality rvice versa) they had begun
as early as 1910—Brague mking the lead—to introduce fae-
similes of reality into their pictures by carcfully puinting in
head-line size letiers or imitation seood grain or pails that
looked real. Finally they brought in “reality™ itself by pasting

adds and ends of paper or other flar surfuces into their COMm -

sitians, These fragments served not only us accents of color ar
light or form bt ax Mmagic accents of common reality in o

painting otherwise highly unrealistic in atvle,

T8
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Gurran, 1912 (P); 1911412 (7). Charconl, 243¢ ¢ 1510
inches. Collection Richard Rosenwald, LES L

betow: Stien Live. 1912, Drypoint, 195§ x 1214 inches

(€3, 33h), Bucihhole-Geters, New York,
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St Live wirst Criame Casine. Paria, winter 1911:12 (Z). Ol and pasted silcloth
simulating chair caning, oval 103§ x 133 inches. Owned by the artist who suggests that
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 painted—and pasted—the reck-
lessly adulterated Stll Life with Chair Caning. The goblet and the slicod lemon are "analyzed” into frogments but the lettors
J O U of Journal are luft, black, bold and intact and the pipestem (over the U) seems to sick right out of the picture, Far
more radical iy the section of chair caning which is neither reul nor painted but is actually a piece of vilcoth facsimile pasted
on the canvas and then partly painted over, Here then, in one picture, Picasso juggles reality and abstraction in two media and
at four different levols or ratios. If we stop to think which is the most “real” we find ourselves moving from esthetic to meta-
physical speeulation. For here what seems most real is most false and what seems most remote from everyday reality is per-
haps the most real since it is least an imit "

Yet however disparnte these two media anid several kinds or dogrees af realism may appear they are hold together, if not
entirely harmonized, by various means, physical, optical, paychological, First, in space: laterally they are compressod within
the oval; in depth they are virtually on the same plane. The optical or apparent depth is stight; some of the forms soeming e
spring in frant of the canvas or picture plane, others to recede a littte behind it, as if it were o plaque seulptured partly in low
relief, partly in intaglio. Apparent space is thus precisely led and comy i though i ! laws of pictorial
perspective are ignored. The silcloth with its sharp-focused. facsimilo detail and its surface apparently so rough yet actually
s smooth, is partly absorbed into both the painted surfoce and the painted forms by letting both overlap it. Similarly the eve-
Jooling pipestem disappears into an abstract cubist passuge; and the word Journal which starts out so securely as pained

letters on painted paper bogins to slip off into space by the time it reaches the U, is partly eclipsed by the pipestem, and dies
obscurely in the shadew of the cubist gobler.

Through psychological intions the | [
actuality: the newspaper, the lemon, the wine glass, the facsimile chair caning (whother thought of as seat or wall covering)
are the natyral ingredients of a café still life.

also guins u certain unity, for the objects in it are all closely associated in

)
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-
it A Tlar. Paris, early 1913 (K). Pasted

above: STict Live. Paris, winter 1912
. ink, 2414 x 1814 inches. Museum of

paper and charcoal, 211{ x 1814 inck lecti ;
t exhibited in America at Gallery lodern t. New York

opposite: STiLL Live. 19137 Paris late 1912 (Z). Oil and pasted paper. Collection Me. and Mrs. Walter C. Avensberg

COLLAGE

Inalytical cubism from 1909 to 1911 was revolutionary in its disregard of nutural appearances so that the sudden intro-
duction of trompe Vocil details such as wood graining after all surfoce roalism had boen abandoned wwas paradoxical, And
this was soon capped in 1912 and "13 by paper pasting or collage which n’--«m_\-u]'_fur :J..-_Iﬁ;_,; time in hundreds of years that
traditional technical integrity of the medivm which had been sacrosanct since the Gothic artists gave up adding gilded plaster
halos to painted suints, Eve-fooling illusionism was disconcerting in a style which had boen notable for its extreme, abstract
austerity; papier collé added insolence to paradox.*

Through collage the eubists not only broke the traditional integrity of the medium, they undermined the virtuosity, the
academic dignity of painting. " Look” said Picasso and Brague arrogantly "we can make works of art out of the contents of
icaste baskets,”

In these tieo elussic colluges paper is used in conjunction with charcoal drawing.t On the following two pages pustod paper

is combined cith oil painting (as oilcloth and oil painting were used together in the carlier Still Life with Chair Caning.

p. i)

20
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STunesT WitH A Piee. Pa
(K] or winter 1913 (Z).

ris, 1914

il and

pasted paper, 2830 x 231 inches.
Collaction MissGertrmde Stemn.

belowe: St Live witn A Carvive

Cann, Pari

1014 (K). Pasted paper

and erayon, 514 x 814 inches. Collec-
tion Mrs, Charles B. Goodspeed.
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dirvction, but that he should i contimued his cubist style

writh such energy and power.

The Vollard drewing was done carlier than the highly
abstroct cubist Guitar on page 93, and much of 1916
Pricasso gave bo culist paintings in the manner af the Harle-
quin (p. 92) though he dre sevvral nudes amid chorocters
from the Talion Comedy in his new style which was soon
associated with the mame of Ingres, whose art Picussy
grovtly edmired.*

The influence of Ingres muy well be prosent in such
drawings as the Vollard portrait: it appears too in some
of the distors amd congonr elisions of his o figure
puintings and drawings of the succeeding decade. Picasso’s
interest in the bulfet and his trip 10 Rome in 1917 also
doubtless contributed to the formation of what is often
called his " Classic Period™ which begins obout 1915 and
ends, excepd for graphic art, about 1925, What might be
culled  Pi s "neo-clussic” style, however, with its
direct, conscions and often mannered references to Grecn-
Roman forms and subjects, does nat begin until about 1920,

Besides Vollard, Picosso drew the portrait of his friend
Max Jacoh in the same meticulous style (bibl, 80, p. 5l
Thist was 1915, the year that Jaeob was baptized 0 Roman

Catholic, Picasso acting as his godfather.t A vear loter

Cuillawme  Apollinaire received quite another kind of
baptism. Though not a French citizen he had voluntecred
for service in the French Army and fhad been wounded in
the head on the Western Frone, He sat for Picasso in unis
form, his bandage showing beneath his cap,

Picasso was e forvigner and did not hawe to fight but
athers of his fricnds boside I pollinaire were in the French
Army, Umrfm'. therain, Salmon, Coetean amang them.
His faithful dealer, Henry Kahnceilor, woas aof German

birth and had 1o clase his gallery, vielding his rile for the

duration to generons Léonce Rosenborg, From the time

Picassa came back from Avignon in August 1914 Paris
Tared Beers a frightenied and comparatively J',,I“l{..‘ capital vet
Picasso staved there thronughout 1915 and 1916, moving in
the latter year from Montparnasse to suburban Montrouge.

Only in 1917 did he loave Paris.

above: Disciiey axn Skrissune, Rome or Florence:
g 1917, Pencil, 2475 x 1874 inches. Owned by the
thurg was the lawyer of Otto Kahn, the

tean pateon of the Russian Ballet.

feft: Picasso and Massine at Pompeii, spring 1917-
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¢ RUSSIAN BALLET, ITALY, 1917

TH
Although some of his culiist figures have theatrical names and costumes, Picasso had shoun fittle petive i ta the
theatre since 1905, and evert then he had been concerned with the marginal thoatre—circuses and traveling showes of popular

medy, and only as a painter not a participant.
ol 5 2

[When Picasso turned again to the theatre in 1917 it was not to paint dejected and impoerished saltimbanques but to
take part himself as a designer for the most megalopolitan and elegant of spectacies—the Russion Hallet,

Diaghilev, the great Russian impresario, had held his company together with difficulty during the War, principally by
souring North and South America. The Ballet left the United States varly in 1917, arriving in Rome in February. From
Spain came Diaghilev himself, and from Paris, Jean Cocteau, the acrobatic writer, bringing with him Picasso to work on
the setings for the ballet Parade. Cocteau with some difficulty had persunded Picusso to lenee Paris, Picasso hated trawling,
especially in fareign countries, and besides, as Cocteaw put it, "the cubist code forbade any other journey than that on the
Nord-Sud subway between the Place des Abbesses and the Boulevard Raspail.™*

In Rome Picasso met not anly Dinghiler but atso Strawinsky, at work on the music for Fea dartifice, und Massine, the
young dancer and choreographer. He drew their portraits in rapid slashing sketches or more deliborately as in the Ingres-like
double portrait of Diaghiler and Selisburg. " We did Parade,” Cocteas writes, "'in o Ramun collar in which the troupe re-
hearsed . . . We walked in the moonlight with the dancers, and e visited Naples and Pompeii.”™*

Tunge Barieminas, 19177 Pencil and
trayon, 2 15 inches. Owned by
the artist. The costumes are those of
Les Sylphides which was included in
bath the 1917 and 1919 seasons of the
Bullets Russes. Picasso states that the
deawing was done in Paris from a
photograph. t




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.
The Museum of Modern Art Archives, NY Co::téon: Series.Folder:
X.G.9

The three drasrings on this and the opposite page, all don in or about 1920,
give same idea of the wariety and pirtunsity of Pionsse’s fignre draicing.

The emariated Beggor, tall as a Greco prophet, is stabbed, hooked and
Motied in with a stacota pen. The Jigare study, below, is ulmost Michel-
angelesque in its faroed, senlpluresque modeling and ponderous torsion.

Far romaoved from both is the deficate, continuans sutline of the Centaur and
Woman. As in the three works of a yoar oc s0 bafore shown on pages 106-107,
the pendulum of Picasso's figre style continues to swing from mannerist
elangation to mannerist gigintisn passing through a kind of notural or

elassic norm (pages 107 and [15).

Becean, 1910212 (), (Formeely dated
1901-047) Ink and peneil, 1 { x 45
inches, Collection Walter P, Chryslers

Ir.

Ficume Srupy, Back. 1920:21 (F):
(Formerly dated 1906.) Char al, 2414

x 1835 inches. Collection Woaltor—
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Lanpscare. 1921 (dated). Pastel, 1914 x 251 inches. Collection Warbier—tchresien-Js.

Hawo, January 20,

1921

(dated).

Pastel, 8% x 124§ inches. Collection

Walter P. Chrysler, Jr.
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wso's greateat cubist pointings of the early 19205 are the twe versinns of the Three Musicians, reproduced on Pages

Pica Spr
122 andd 123, Very close in stvle and period 1o the Three Musicians, though mare brilliant in color, is the Dog and Caidke

reprodiiend opprosise.* The g which lirks like a shadow benvath the gl i the eide rersion of the Threee M usivians has hery
become the principal character, his silbouette bristling with white sawtooth [ringes of heir, his violet fongue yearning toygeg
the sprawling, scarfet-combed fiud. Hoth the cock and the dog reveal Picasso's power vividly to transform and intensify Nty

imeges, acithaut socrificing their identity
Like the e version of the Theee Musicians, the Dog and Cock seems compressed, too narrow for decoratie e

it obavously Picosso wos congerned more with vissal dynamics than with visuol repose in @ composition so full u.l’ai'l'n-‘-mfm,,

angles and sharp color contrists
Throughous 1921 Pirusso continued 10 make his classic line draicings. In Women by the Sea there is somothing of the

burliet, something of Ingres—and behind Ingres stands Raphael,

apposites Doc asp Cock, 1921, 06, 61 x 3035 inches. FtreNTommmm of & t, New YorkeMes-Simon-G

Womes ny vix Sea, April 20, 1921 (dated). Pencil, 915 x 13 inches. Collection Mre. € harles J. Lichman

dFem g
=l
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Trnex Musicias, Fon sinehlean, summ y ! Lgi b
et Sameeat, summer 1921 (dated ). Ol, 8014 x 8814 inches. Privrterotestionyoa-setomdnd Jomm
4a-th Museun of Modern Art, New Yoot * :

During 1921 pie, P . : .
4 ieasso once again gave his hest energies to cubism. In fuct at Fontaineblean in the summer of that year .

painted teo great composiic ¥ i e s
wynithetiy e 7 el Pasttions, both of theny generully called the Thees Musicians, which are perhap the  high rf‘"‘i @
€ cubism, ot least in ity roceil e y :
S oy it rectilinear phase. In boek Paintings three over life. Jigures are seated at a table: a piertoh

I this, the mare spacioa
effect i sombre; thy suly,

OO i e ’
'@ sinister, Mty

122

= eompased version, a doglies on dho flor berieath the table, The color is rich and decorative, Y
et is gy by

the
& W oy wlammn,
18- the strange ma ks and the hieratic array of the trio give the composition @ ¢ e




,
G—‘:"’h W=
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Wosan v Warre. 1923, Oil, 39 x 31 14 inches. Muzeum of Modern Art, New York, Lillie P, Bliss Collection,

129
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AL InsTrumenTs. 1923 (dated), Oil, 38 5 51 inches. Collection Mrs, Patrick C. Hill.

1 feu of Picasso's pictures of this poriod take on the character of fine calligraphy, a wandering line like that in the tso
musicians he drewo for Strawinsky’s Ragtime (p. 110), or a rapid sweeping stroke like that of Girl in a Yellow Hat (p. 121).
In both pictures the curved line docs not clearly define or bind a shape. In the etching (opposite page) curved lines create
curved shupes which are further emphasized by a difforence in tone, Similarly in the "movable scenery” which Picasso de-
signed for th baller Mereure are flat curved shapes radically different in character from the insisont anglos of the “maoring
scenery™ of the managers costumes in Parade seven years before (p, 99, above).

This etching and the Mereure designs are carly examples of what is now ealled by architects and designers the *free form™—
@ form generated neithor by comprass and ruler nor by the direct imitation of natural forms but rather by the freely curving
mooement of the hand wchich ereates half-aceidental shapes like thase of lakes and clouds or like certain organic forms such
95 @ liver or an amoeba, Huns Arp has aspicessad. this form the miost thoroughly—and indeed * Arp shape™ has gained some
furrency as phrase—but Picasso's drawings of 1914 (p. §9) anticipate Arp by yoars and such works of the early 20°s
@ the Mercure soenery and Musical Instruments (ubove) establish the free form mare simply and positively than Arp had
M to that time,
ifes of rich pigment and strong but rather somber

Musica] lostruments is ane of the small group of curvilinear cubist srilfl li
eolor, s

133
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O e Bracin Dinarid, August 19, 1928,
Oil, The = 124 inches. Collestion George
L. K. Morris.

Heap. October 1928, Construction
in painted metal, about 10 inches
high. Owned by the artist
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SEATRS Bazuan. 1929, 04, 6374 x 5114 inches. Collection Mrs. Meric Callery.

Pposite: Stannixng Barusn. May 26, 1929 (dated on hack). Oil, 765§ x 5115 inches. Ovwned by the artist.
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Picassa continued 1o play with the idea of translating his

i""“""‘“p_-'" o monuments in sculpture or architecture
(above), The clouds in the

sky and the tiny figres around
the

buse give scale to the immense fhead of o woman smiling
vertically like o sphinx awry,
At the right the "monument” is conceived in torms of

Bgantic, magically balancing bonelike forms, set high on
& Mo,

Prosker yon A M
.f)‘ I'}‘
Colleeti,

ToxumeNt (Miramoniose). Febru
1930 (dated). Ol on wood, 26 x 191§ inches.
m Mrs. Meric Callery.

Progect vor 4 Moxcuest (Wostax's Hean),
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This small clongated figaro is one of half a dozen simila, figreres 1y

out of pieces of frame molding in 1931, though not a.rha'ln'mf_nnﬁj 1936 after

it had boent cast in bronze (bibl. 197, pp. 189-191),
Although the slender figure recalls certain archaie Etruscan

originality of these two picces—the seulpture and the COnstriye

branzes ghe
tion o gl

and fsolgeg
monient in Pleasso’s art. He was shortly to begin, Perhaps had alrendy,

started o much more sustained period of work in scnilpture (peges ;‘—9'”2}

page bofore—is remarkable. Yet each represents a Pussing

Tawo drawings (below) dramatically illustrate on the same sheot °fPﬂpfr
fico of the several stvles in which Picasso worked in 1932, The sketch g the

left is & studdy for the canves, Figure in a Red Chair {opposite),

Searen Wosax axp Beanoen Hean, 1932, Ink and pencil. 114§ x
104 inches, Collection Walter P, Chryaler, Jr,

Fiovme 1931, Bronse, cast from
whittled wood, 2114 inches high, Col.
lection Mes. Meric Callery,
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Puinted entirely in
Woman (lefe) is :‘?"‘;flﬁ;:“‘uu
sphinx-like of Picassa'y images, i
The two pictures of bathers, app.,
site, woere painted a foy months apary,
They show again Pieasso’s rapidly
..-nnrmriug concern with o flu bﬂ”\”.
colored, and a  sombre lm.fpmm&.
style, The three women playing balj
with such abandon may be compared
to the three ball players of Dinard
(p. 157) and the three bathery in By
the Sea painted a decade carlier !;Ir.
130y,

Searen Woman, 1932, 0l an w
2914 x 2054 inches. Collection L
Ault

appasite above: T

Ska. Paris,
(dated on back). Oil, 32 x
inches, Owned by the artist.

opposite belose: Two WoMEN 0
Beacn. Paris, January 11
(dated on back). Oil, 2874
inches. Owned by the artist.

Colar frontispiece: Git wxvons & Muwon, Paris, March 14, 1932 (duted on back), Oil, 6337 x 513{ inchies. THESLL
seum of Modern Art, Now York, gift of Mrs, Simon Guggenheim.

Of all Picasso's paintings of the sarly 19305 this is one of the most elaborutely designed and sumptuously painted. b

cent mhfr. heavy darl lines, and diamond-pattorned background call to mind Gothic stained glass. The intricate metumorp

of the girl's figure—"'simultancously clothed, nude and xerayed—anil its image in the mirror, the paradoxical tension -
I . y ) :

wweert a -\I:rlyn‘.l of quiet contemplation and a composition of maximum activity in color and design, all suggest poetc o
metophysical implications rare in Picassa's art of this period.* I

In th i . ot
1 the stmaner of 1932, at the time of the great retrospective exhibition of his wark, Picasso said he preferred this printivé

to-any of the others in the long series he had completed that spring.

176
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SCULPTURE: 1931-33

After the opening of his first greot resrospective exhibition in June, 1932, Picasso worked more and more at his sculpture.
Perhaps he was tired of painting after the sustained efforts of the spring; and possibly there was something about the Chitean
de Boisgeloup near Gisors, which he had just bought, that may have induced him to concentrate for a while on sculpture.

Mthough must of sb-hus-diever pubiished-from-time to time (WM. 67, p. 376). his sculptures done sinee 1932, numbering
seres of picces, hare never been exhibited except for tico big plaster heads near the Spanish building in the Paris World's Fair
of 1937 and four bronzes shown at the Salon d° Automne of 194, I fuct until recently almost all the pieces have remeined at
Boisgeloup in plaster although Picasso had intended to have many of them east in bronze for the exhibition ot the Museum of
Mudern Art in 1939 hud not the War intervened. Under these circumstances Picasso is rother little known as o sculptor.
Apparently he himself has not encouraged an interest in this comparatively private side of his work, nor has he placed any
but early picces on sule since 1914, :

Gallatin's phetagraph taken in 1933 shows Picasso’s sculpture studio at Boisgeloup. At the left and right are tuo of the
eodssal heads of swomen, perhaps the most charucteristic and striking pieces of the period. In the left foreground is @ smaller
mare abstrct sculptire—possibly o head—which is reminiscent of such paintings as the Project for a Monumeat (p- 165,
betone) and Figure Throwing a Stone (. 169). The litle recvangalar bead on the table in the background is very like the
plaster roproduced on page 186,

Bronzes of the loft-hand bust, and of the Cock (p. 182) were among the four shown in the ** Victory Salon,' the Sulon
d'Automne of 1944 (ser page 246).

The canvas reproduced abore, Plaster Head and Bowl of } ix, in a sense, a compliment from Picasso the painker k*
Picasso the sculptar. The head in the painting is a variant of one of the big plaster hoads shown in the photograph epposite.
178
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right: G Semweiso

back ). (NI, 184y x 219
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MINOTAUROMACHY

W hatever reasons may have catised Picasso to stop painting early in 1935—and they seem (o hae been personal and cir.
cumstantial—his creatioe energies for some tienty months thercafter were to find expression in graphic art and poetry,
though the results swere meager by comparison scith any previows peviod of similar length.

Pioassa’s most remarkable composition of 1935 —and possibly the most important of all his prints—is the Minotaur.
omachy (opposite). This large stching is o rich in Picasso's personal symbolism and so involved with the iconography aof his
previous ard subsequent work that i reguires some ancalysis, howeeer I The bisondeaded Minotaur advances from the
right, hia huge right arm strotched ost toiard the candle held igh by o lile gicl whe stands confronting the monstor foarlessly,
floswers in her other hand. Betieen the tioo staggers a horse with intestines hanging from a rent in his belly, A female mumvf‘w
collapaes across the horse's back, her breases bared, her capadi held so that the hilt seems to touch the left hand of the Minotaur
while the point lies toward the horse’s head and the flower girl. At the loft o bearded man in a loin cloth climbs a ladder o
safety, looking over his shoulder at the monster, In a window behind and bove two girls wateh too doves walk on the sill,
The sea with a distant sail fills the right half of the b s,

The flower: girl appears several times in Picusso's carlier work—in 1903 and 1905 (bibl. 524, 1, plates 61, 113); in the

LYSISTRATA

Mynrmisa axp Ki 5. 1934, Etching.
854 x 6 inches. [llustration for Aristophanes:
Lysistrata, a new version by Gilbert Seldes,
New York, Limited Editions Club, 1934 (sce
P 277). Museum of Modern Art, New York.

Picasso’s most important book illustrations pll*‘
lished in the 1930's were donie for Aristophanes”
Lysistrata. The etchings and reproductions of
drawings are a spirited, racy burlesque of neo-
classic primness; and they come nearer to followe~
ing the text than had any of Picasso’s earlier
book illustrations.
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*T g Mixorarnomacny. 1935, Etching, 1914 x 271 inches. Colloe tion Henrs P Mooy

large Grecoesque Composition of 1906 (p- 49), and it w—hnt never b sueh @ crucial role. The ladder, ussally
o the left-hand side of the composition, oceurs in the 1905 paintings and etki rodrats; in climbed by a monkey in the
curtain for Pavade (p. 98); by a man with o hamnier in, significantly, the Crueifixion of 1930 (p. 167); by an ;um-mm
youth in a gouache of 1933 (p. 185); wan in @ sty for the Gucraica (. 205). 3

Onea of the earliest of the bull ring series of the provious years shoses a fornale mutador falling from a horse swhich is borne,
like Europa, on the back of the bull, though her sicord has boen plunged, inefJectually, ing the bull's mock (bibl: 78, p. 57)
The agonized, disembowclod horse bares his teeth in many of these same bullfights, and in 1937, after dying in The Dream
#and Lie of Franco, revives to becomo the central figure of the Guernica.

..“i'rmmur himself appears as a decarative running figure in 1928 (p. 155) but takes on his true charocter in 1933 when
Picasso designed the cover Jor the first issue of the magazine Minotaure, and made mumerous etchings and drawings in which
the 'I:laﬂ’lr-r holds a dagger like a seeptre (Minotaure, no. 1, 1933, p. 1) or makes love (Wbl 315, p. 75). In a drawing of
April 1935 he struts with hairy nakedness across the bull ring toward a frightened horse (View, Dec, 1933, p. 127),

As a kind of private allegory the Minotauromachy. fempts the interproter. But explanation, whether poctic or pacudo-
Psychoanalytic, would necessarily be subjective. It is clear that the ancient and dresdful myth of the Minotaur which origi-
n_un-d. togother with the bull ring, on the island of Crete, has here boen woven into Picasso’s oun experience of the modeen
Spanish toromachia. To this he hees addid eortain motices associated with his theatre pictures and kia Crocifixion.

:‘*P’Nl‘mlf_\r the scene is @ moral mulodramatic charade of the soul, though probably of so highly intuitice a charucter that
Picasso himaelf could not ar weould not explain it in words. Of three extroordinary allegories it ia the first: it was followed, in

1937, 3 . : .
37, by & nightmare comic strip and a great mural painting.

193
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GUERNICA: PRO AND CON

In May 1937, while Picasso was painting the Guernica,
he declared his feelings in a statement made available tuo
manths lator at the fime of an exhibition of Spanish Re-
puiblican pasters in New York. 1t had previously been
rumared tht he wcax pro-Franco. Picasso wrote in part:

“The Spanish struggle is the fight of reaction against
the people, against freedom. My whole life as an artist hos
been nothing more than o continuous struggle against re-
action and the deth of art. How could anybody think for o
moment that 1 could be in agrecment with reaction and
death® When the rebellion began, the legally clected and
democratic republican governument of Spain appointed me
director of the Frado Museum, a post which I immediately
aceepted. In the panel on which I am working which [
shall call Gueenien, and in oll my recent works of art, 1
elearly expross my obhorrence of the military caste which
has sunk Spain in an coean of pain and death. . . "

That Picasso fele very stromgly there can be lintle doubt
Yot the murel was painted for a public building ut o world's
Jair; it wos a public statement intended to arouse public
Soeling against the horrors of war and implicitly, ot least,
against Franco and his German bombers. Therefore it has
boen asked: does Picasso in fact “clearly express his ab-
horrence™?

In spite of the convulsively distraught humanity in the
Guernica it is the horse and the bull who dominate the
painting and one’s memaory of it. The twe animals, accom -
panied anly by the woman with the lamp, appear in the
wery first sketchs for this mural (p. 201) and in the same ol
of victim and aggressor many times before in earficr
pictures,

In The Dream and Lie of Franco the ball is o bruto
Jurce which defeats and then destroys the dictater, In
Gruernica the bull again appears to be the symbol of im-
placable power, To an American interviewer, Pfe. Jerome
Sechder, Picass recently confirmed this obeious interprota.
tion but swhen asbked if the ball did not represent fascism in
a specific sense he replied " No the bull is not Sascism, but
it is brutality and darkness. . . . the horse represents the
people. . .. the Guernica mural iy wymbolic. . . . allegoric,
That's the reason I wsod the harse, the bull, and so on. The
mairal is for the definite expresatan and solution of a prob.
fem and that i why 1 used symbolism. (Bibd. 435, p, 5)

"Guernica is a groat painting, withour donbt™ serote the
eritic of The Springficld Republican, Etizabeth MeCais.
land. " It spoaks, howerer, within o limited range, to those

202
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whose eurs are attuned by previous experience 1y the lin,
guage it uses—an intellectual, sophisticopd iddinm, 4o
mored by historical eoents from the understandig of the
comman man, What Picasso wanted wag g oy out in
wwards fia one could fail to understand. Instead he spiske,
albeit honestly and poignantly, to those who by istrion)
circumstanion also had come to wse o langunge tenintelligibds
to popular ears,” (Bibl, p. 30)
Vernon Clark believes tho Guernica 1o be “the calming,
tion ad absurdum of all the trends, artistic and Pavehe.
al, that the artist has developed in the pas,” 1,
argues that Picasso has used his art to mute and "de.
einetionalize” the passionate impact of the subject. Ingoad

expressive color he has used black, white and rey;

teaid of a natural union of form and subject such

od in fiis Horrors of War etchings, Picasss hay

15 formal devices such as cubisin and ex.

sbscure the subject; instead of representing

wetly, Picasso has used an elaborate symbol.

his symbols seem contrary to the apowed

f the mural for "the bull, villain of the pisce, is

fighure in th musral that has oy dignity™ iohile his

victims are “searecrow figures” with eves set anry and

“atuffed and clumsy™ hands, "a warrior whose decapita.

tion: receals the hollow body. of n mannequin,” end e

bemattressed, disemboswled horse™ which in the bull ring

is a comic symbol “af the decrepit, the broken down, the

ridiculously outworn.” Clark conelisdes that Picasso iy

maore concerned about the destruction of his own ivery

tower than about the "ruin of a Basque town.” (Bibl. 104}

The Guernica has also been attacked from the conserra:

tive right as well as fram the loft, The Director of the Metro:

politan. Musewm of Art for instance cannot forgive it

banality of averstatement™ and compares it to Tenyson's
Charge of the Light Brigade. !

The Guernica has in general, however, beem greutly ad-

mired§ and to such a degree that hostile eriticism is almast

drowned out. Yet not evenn enthusiasts scould dony that

Picasso has spoken of world catastrophe in @ Jeorsgaveige 1ok
For better:
sefvich i¥
And,

immediately intelligible to the ordinary man.
or for worse Picasso has used his own languoge
neither traditional nor journalistic nor demagogic
if this work of art docs not entirely explain atself, it m‘:;:
defended very casily: le those who find the Guertica
quate, point to « greater painting ptr'd"“" during the pe

terrible decade or, for that matter, during our cenfury:
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Detail o Guernica,




THE BUFFON ETCHINGS

With Ambroise Vollard, the greatest publisher of books
illustrated by modern artists, Picasso collaborated over a
period of years on twe magnificent volumes: Balzac’s Le
chel-d'oeuvre inconrm begun in 1927 and published in
1931 (p. 145); and Buffon’s Histoire naturelle which was
published by Fabiani in 1942, three years afeer Vollard's
death, although Picasso began icork on its 31 etchings in
1937,

The Buffon etchings are surprising in their sensitive
naturalism. The use of aquating gives a variety of soft tones
which enrich drawing of extraordinary delicacy. Some of
the prings have a lacy, decorative effoct; others such as the
Ram are almost monumental in character: but the idio-
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Ras. 1937-38. Aquatint. s
wration for Won, Histoire -
turelle, Paris, Fabiani, 112 (see
p- 278).

syneratic character of the animal and its form are p ented
with mingled poetry and respect for natural appearanics.

Picasso is rarely thought of as an artist interested in
animals, though he has always had them about him— s,
cats and kittens, o monkey, a pigeon,* Of course the fugmern
Signre and still life have served him as subjects in the over
whelming proportion of his works. Yot in recent years
the bull and the horse have been his most important
dramatis personac (in the Guernica humarn beings are
reduced alinost to the rile of chorus); he has done franzes
or paintings af cocks, doves and o cat; and his lively
interest in his etchings for Buffon's bestiary canirasts
markedly with the rather routine neo-classic iflustra:
tions for a sonnet series by Tliazd done during the samé

period.
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I odlard published ot ondy Picnsso's book ilustrarions
bt alve got out editions af his early ctchings and bronom
(pages 38, 39, 40, 69, and gave him his first Puris evhibi.
sion (. 2TH). Picasss made weovral portraits of him; the
fumvosrs cubist painting of 1910, the olaboraiely Jecise
dracing af 1915, and in the 1930's, & number of ctched
portrulis siich as the aguating beee reproduced, done it iy
weisd direvely on the plose.®

e the demisdng boldise the Vinaur finadly con fronts his
wart dyiing grimace in a mirror held by a vea godidess—a
wy gndidear vew s like that of the flower girl holding
o cunelle aguing the threatwaing minster in the Mino.

twrmachy (p 190

Mieam on Voreame. 1957, Aguenion. Wepro, from 5

Tux Exp or & Mowsren. Parks, Dooembwe 6, 1937
duted). Peocil, 1544 & 2254 ioches. Collotion Roland
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Womax iv an Ansciam. Paris, April 20, 1938 (dated).
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Coloe eravon

overink wash, 3015 x 213{ inches. Colloction Mrs. Merie Callery

This lurge crayon draicing, uy eon

. tplicated as a figure of spider webs, is one of @ series begun in Aprils
ruted during the summer ap Matsging, In the

220

Jull aneaf them wwas translated inta the decorative painting W oman it

o3, and e
1 Garde
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Woatax 1% ax Awmcnan, Paris, April 29, 1938 (dated). Color eravon

over ink wash, 30 1§ x 213§ inches, Collection Mrs, Mer

This large: cruyon drawin
rated diring the summer at

220

B, s complicatod ax o figaare of
Mougins, In the

By f
Sall, one of them wus translated into the decorative puainting Woman {

“allery.

. i, b
spider webs, is one of o series began in Aprily 19 (andet
pa ke

-1938/1939-
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Porrrarr oF D, M., Royan, December
30, 1939, OiL. Repro. from Eluard, Lill.
144,

SUMMER AT ANTIBES: THE WAR BEGINS: ROYAN, AUTUMN 1939

Druring the ominows spring of 1939 Picasso moved from his apartment on the rue lo Bodtie to 7 rue des Grands Augasting, the
large 17th century house which he had tuken the year before as o studio. e spont the suwmmer at Antibes. After war broke out
in Saptember he went to Royan near Bordeuns where he lived until the autumn of 1940, returning to Paris brigfly in the spring
of that year, before the German conguest.

In August, the last month of peace, Picosse painted Night Fishing at Antibes, probably his lorgest conras since Guornica.
(Reproduction page 309.) At the right a couple of giels swith a bicyele stand on o stone jetty seatching oo fishermen in a boat.
I the background at the loft are the durk houses and towers of the own. The mauve und ronin tores of the night are disturbed
by w wvellowe moon, lanterna, bright fish and the bluc-and-white jersey of the fishormen with the foursined spear. Hoth in

composition and mood this nocturne soemy altogether exceptional in Picasso’s art.*

Throughout 1939 Picasso continued his variations on the theme of women's heads. For the most part they lack the frighten-
ing intensity of the Giel with Dark Hair. In spite of their ecen more juggled foatures and square-ended probosces they seem
as decorative in spir the frequently elaborate hats with which Picasso adorns thern. The series is relieved by occaional
maturalistic stll Uifes with animal skalls (roproduced, p. 260Y andd, toseard the end af the yoar, by o renvwed interest in neo-
cubist geometrizing such as appears in the full-length Portrait of . M. Hore the lincar elaborations of the 1938 “hasketry™
(pages 218, 220) decorate forms which recall facet cubism of 1909,

This distraught figure and some of the macabiee still lifes with skulls were painted in Royan after the "-'m?l-lm .’"'J nf«lh‘
into Polard, Passibly they express some aunreness of the War; but econ after the Grermans had f“““‘ Parix, ’“'""."‘" ¢ "'I"
during the war years developed without any obrions reference o the catastrophe, "I have not painted the IIIII! " Picasso is
quoted as saying in 1944, “bocause § am nof the kind of pointer sudhis goes out like o p-'lrmaprqrhr.!ﬁu' sommething to depict. Hus
1 have no doubt that the war is in these paintings 1 have done. Later pechaps the historians will . . . show that my style has
changed under the war's influence. Myself, [ do not Jnone”” (b 503.) z
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ROYAN; 1940

In the most serious aned choractoristic puintings of fagn

Picasso olimi the lincar elal

of the fignre o
the previous page and, for the first time since [937 (5. 1ogy

produces simple, soulpturesque, sharp.edged volumies by

The grometricgt
clarity of the Head (foft) and the powerful furm, of the

vigorous modelling ond cast shadows,

Nunde Divessing Her Hair (opposite) contrast wigh the flag
arabesque of the Still Life with Ecls (be This still e
like that shown on page 269, reprosents the casual, gy,
rulistic style o which Pieasso returns from time b time
perhaps for rofreshment and relaxation, i

1l thiree of these cunvases were painted in the litle s,
port of Royan in March, 1940, The lnorge head of a may
shown in the photagraph of Picasse on page 244 s ap.

parently of about the sume period,

Husn, Rovan, March 3, 1940 ( ). Ol an paper,
1514 x 1815 inches. Collectinn Pieree

: Ston Lare wrrn Eets. Rovan, March 27, 1940
(hl, 2015 x 37 inches, Louise Léiris Gallery,
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Nuk Dugssine Hin Ham, Royan, March 5, 1940 (dated on back)
Cahiers d' Art, bibl. 80,

. (il 5145 x 3814 inches, Hepro. from
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SeaTen Woman,
tember 1941, 04l 51 14x 383,

inches, Osmped—towthe-nrint

Repro, from bibl. 135.

Picassu soon gave up the strong threesdimensional effect of
such works as the Nude Combing her Hair dose at Rayan
:':;::‘:;:'”'”'hh. the sculptural character of somie of his

Sovan paintings had served as u substitute for sculp-
fure itself which may have been impracticable in his tem-
PT“’.." quarters in the little town. Onee back in Parisin the
{::“:’i :3‘:?:';“'“! ufJf.!' to work at his seulpture in the lorge

1 e set aside for that purpose (p. 239).

n":;: 'I_':I': .‘-'""‘ .Pl'.‘\unn returned to a flat, teo-dimensional

.k painting during the wintr of 1940-41 and has
Wntinued down to the present to keep his pictures fairly

near the surface of the canvas with the exception of a foe
ruther conventionally modeled portraits.

It appears that the pointings of 1940 and carly "41 are
fuirty subdued in tone but as the year wore an Pieasse
printed o number of figures and still lifes uf exceptional
gaiety both in color and pattert. The circle-dosied blae dress
afthe Seated Woman is spreed uguinsg ungular quarterings
of the brightest green, red, white and blge-vieder. The in.
sister angles of this and many ether comoeses of Picasso’s
past five years recall synthetic culism, though the images
are never 30 abstrart oy the burlaguiny of 1915 {p. 92).

27
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Ponmnarr oF D.M. Paris, October 9, 1942 (dated on back). Oil, 36}4 x 283

inches. Louis Careé Gallery, Paris.

The simplifications and slight distscations in this Portrait of D, M. heighten the vivid intentness of the image withont
obwiously departing from natural appearances.

The impact of Picasso's obsessive coneern with distortion and dislecation is perhaps strongest or, at least, purest when the
sulijeet in actuality might be concentionally pretty, a young woman's head for instanco, When he turns loose the dynamics of
hiis recent style on o subjoct such us the First Steps (opposite) the effect is ambiguous for the distortions then seem to enhanee
the original subject ruther than destroy it. In a sense the act of the child taking its first steps is funny or touching; but for the

child himself it is o moment of crisis in which eagerness, determination, insecurity and triumph are mingled. Through

his drawing, composition and magnified scale, Picasso suggests the momentous drama of the scene, not its charm. I this
large canvas the child is well over life size so that his raised foot, his face puckered with effort, and the over-arching fignre of
the mother take on something of the monumental character as well as the intensity of a Romanesque mural. The humar and
Sormal relationship between the tiwo heads is kable, and so is the i flat shape formed by the mother's face and
nape. In design and feeling this is one of Picasse’s most notable recent paintings,
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Finsr Stere. Paris, May 21, 1943 (dated on back). Oil, 511§ x 381§ inches.
bibl. 80, :

Repro. from Cohiers & Art,
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Wosxax wiin mue Sturen Booice. Paris, September 20, 1943 (dated on back). Oil, 40 x 3214 inches,

The face of the Woman with the Striped Bodice resembles an almost flattened three-planed slab in iwhich eyes, "“”"_"ﬂ
mouth are rendered by intaglio, and then revealsd by an uncanny light which does nat shine upon hair or clothing. f-’ll.l 5
the canvas opposite are among the most memarable in the scores of half-length paintings of women Picasso has F"""h"mr e

past decade,
234
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WoMaN 1% 4 Wicker Cuam. Paris, September 24, 1943 (dated on back). O, #0 x 321§ inches,

In the W - . 2
mmm; Woman in a Wicker Chair Picasso uses the insistent eyes o establish a rigidly frontal axis from which he unhinges
oy profiles, complicating the result by contradictory cast shadows, The bodice borrouws ity {reimboldo-like texture

“nd pag, :
frtern from the wicker chair: chair and bodice morge at the shoulders. (Seo note to p. 219.)

235




These four canvases suggest the variety and strength of
Picasso's still-life composition during the last tiwo years of
the Occupation period. All show some vestiges of cubism in
the angular cutting of shapes and shadoses, the free handling
of perspective and the extensivn of profiles into space [ for
example, the curve of the back of the chair in the piceure
reproduced above). However, ay in most of his recent still
lifes the characteristic shapes of objects are not disinte-
gruted as in cubism, but are fortified by the use of heavy
dark eontours.

SkuLL axp Juc. August 15, 1943 (dated), Oil, 20 x 2414
inches. Louise Léiris Gal lery, Paris.
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(dated on back), Oil, 58l9x
46 inches. Owned by the
artist.
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Srt Lore witt Caxorg. Paris, April 4, 1944 (dated on back),
Léiris Gallery, Paris.

Tosato Prast. Paris, August




Proenen axo Cannue. Paris, Febroary 16, 1945 (duted on back ).
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hil, 3344 x 43 inches. Louis Careé Gallery, Paris.

opposite above: Panis. Paris, Febrnary 26, 1945 (dated on back ), { KL, 32 x 48 inches, Louis Carrd Gallery, Paris
e 2 3

eppasite bedow: STiLL Livk wirn 4 Skuts. Paris, March 18, 1945 (dated). Ol Owised by the artist.

How weould it be possible to foel no intorest in other poople
and by virtue of an ivory indifference 1o detach yourself
Jrom the life swhich they s copiously bring you? No, paint.
ing is not done to decorate apartments. It is un instr tarmeid
of war for attack and defonse against the enveny,'*
Picasso has been true to his words. Sineo the Liberation
his studio has been no ivory tower but a congor of continuons
activity, For a while he cordially welcomed visitors and
Journalisis, even opening his studio onee a week to crowdy
aof bewildered G.F.x and other allied Froops on sightsering
tours, He served on committees 1o choose Freneh war
artists, o help his refugee countrymen, g organize Fronch
intelloctunls for the suppors of Republican Spain. He ac.

248

cepted his rile as a public figire, though not without ons:
ireg his friends some misgivings.
And he continued to paint.

PICASS0'S PAINTING: 1945

Early in the summer of 1945 an exhibition of thirty %
vases painted by Picasso since 1940 srw.ﬂf“"‘_""’_"‘ bt
larger Salon show of the previous fall. The painting! ‘:J;
1945 suggest no dissipation of his energies as an 1:1':{‘..
though, with one important excoption, they muark 10

" bl
cally now departures. The Still Lifo with a Skull f"”’; 'M

was ene of two paintings Picasso exhibited of i
d'Automne of 1945,




Notes to pages 56-59

have beent |:||'b|.i1'|.\' exhibived
at the Petit Paluis doring
t was after the death of
who years before had
¥ wall of the

The painting secms 101
for the first time in 1937
the Paris Workl's Fair- Tha
the collector Jacques llmfﬂ-ll v
had it sct like a mural painting into the
stairwell of his house.
al comparison of Les Demuviselles d" Avig-

Iy tie: .
M aamass re woulil be rewarding

non with Matisse's Jole de Viv i
Both were completed in the year 1907,
probably later than the Matisse, Both are very large
componitions of human figures in more of Tess abstract
settings, the Picasso a draped interior, the Matisse a
tree-borderedl meadow. In both, color is freely used
with & broad change of tone from left o right. The
Picasso is compact, rigid, angular and auste en
frightex in offect; the Matisse open, s
i in fowing hes

Picasso was the beg
was the culmination of fauvism. The
8 “private life” for thirty years; the Matisse made ¢
sensation at the Salon des Indépendants in 1907 and
has been famous ever since. Both canvases were
epoch-making

PAGE 57

* For earlier compositions of nudes which point toward
Les Demviselles o Avignon see Zervos, bibl. 524, 1,
plates 147, 160, 165. As already noted Zervos illus-
trates altogether fourteen composition studics besides

the Picasso

the three reproduced on page 55.

t According 1o Zervos, Picasso re
Salmen gave Les Demoiselles d
(£ervos, bibl. 524, L1, p. 10). Kahnw
of 1940, writes that the title was given the picture
shartly after the war of 1914-1918, possibly by Louis
Aragon: who was at the time advising the collector
Jacques Doucet 10 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 titlo, am
?m.iuiun which confirms his opinion that the name
is post-World War 1. Fernande Olivier writing of
the pfriml. 1904-1914 does not mention the picture
I..u_\'. oame in !u-r memoirs first published in 1931
;ﬁhll;;:f‘ai:iji:; painlirlg__u'al. rn-.pmlinml for the
Bk o presant title in La Révolution Sur-
i i lm}..nu, 4, July 15, 1925, André Broton,
the editor of this magazine, says that it was he who.
around 1921, persuaded Doucet 1o buy the p'lrlurr‘
but he cannot recall who inyented the title, ’

1 "Postscripts of this fig
bibl. 524, I1, noe, 44, b
PAGE 58

* Fora general accou,
7 “tal account of the "diseavery" i
Negro art in Paris see Goldwater, bibl, 1’93_“ Aloaa

258

ure are reproduced in Zorvos,

45,47, 619, 621, 623, 66 4, 671-76.
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PAGE 59
* For Picasso's account of his |
note to page 56, g dm}r“ e fmy
Kahnweiler, who began to buy from
and hecame his dealer in l‘.N)R.. ke
kept photographic and chronnlogical
of his work, Kahnweiler describes
Picasso’s development during 1907.0¢
Demoiselles, but does not mention ez
he comes to carly 1908 (hikl, 240, pp- 1?.33;’1&1
other hand, Kahnweiler does not mentiog £1 “.‘
interest in Iberian sculpture at all, not, .iw"ﬂm
does any other historian or artist, including I:m :
himself, until 1939, i
Warnod quotes Henri Matisse in a discasiog of

Picass i, 19
W him well ..i
recordy of i, ek
in- some al
B, "‘ﬂildiu; I

Montmartre the days of the "l'ﬂl"du-hmq":
“"Warnod—C'est vous qui aves apporté lihug
Part négre?

"Matisse—Je passais allors souvent roe de Renneg,
devant la boutique du pére Sauvage. D""’Wﬂi‘llh‘g
il vait des statucttes négres. Jetais frappé de lesr
caractére, de la pureté de leur lignes. Cletait begy
comme de l'art égyptien. Alors j'en ai acheté une e
la montrai & Gertrude v chez qui fallais e
jour-i. Voili que survient Picasso. Toute de site
il en a été enthousinsmé. Tous se sont mis alon &
chercher des statuettes négres. On en découvit
alors assez aisément.”

André Warnod, "Matisse est de retow,”
Arts (Paris), no. 26, July 27, M5, p L

Gertrude Stein confirms Matisscs story aml imdi-
[ the date, although her chronology s oftes
uncertain. J pon’ his return from .. .
Guosol, he be > mequainted with Matisse theoath
whom he came to know African soulpture.” (Bibl
158, English edition, p. 22) That would have Theen the
fall of 1906,

Picasso’s aceount of the purchase of this painting #
reported in Florent Fels, Propos " Areistes, Parin, La
Rensissance du Livre, 1925, p. 1k .
"Rousscau . . . represents perfoction o 8 RSN
The first work of the dlomet
od me from
the Rue ds
pvases

category of thought.
w I chaneed to purchase obsesse
moment [ saw it. 1 was walk ang
Martyrs. A second-hand dealer had piles of ot i

«d along the whole storesfront. A head #
s fuard ook, [@ work]

™ 4
ad eloarness The cant
*Five frant

out, a woman's face with a
i t, of decision ar ;

G se. 1 asked the price of it-
said the shop-keeper, 'you can luanl\ oV
"It is one of the most revealing Frend

il

s pey chalog*

cal portraits.”

the
Jlete accounts of 3

vLe Banguet M;:
a0, Janust?

t One of the earliest and most co
banquet is Maurice Raynal's
des de Paris, 111, no-




Notes to pages o6-51
have bioen affected by these ideas without
being awaro of it, but was inlrll.ecllufllv aml. k'{ -
amentally averse to & mnlhemnl_ml l‘mm -:r
art. Durlm;tp is inclined to be lkt‘.jilll"ﬂl t]- rlr|-ur s
that Picasso ever uscd mathematical caleulations
or formulas in his pui;;l\'m,:-
december 1944
D‘::s.::i[‘l‘r:tmﬂ:emsmnrinm! that t!ar r.‘nl.li‘lu used
mathematics thongh he does not .unhmle w I_..n
method. He writes: Recently | saw |'|1'3feﬂ studying
one of his unfinished works of 1911 or "12. Iliv had
aleeady filled several pages with Illnllll‘l'mhi'lli cal-
culations, and he confided to me that in order to
clarify this painting for himsell he was obli
embark on a whole series of measurrme
sroubles me, bowever, is not this imme
of secrecy on a work of art, even when it turns
aginst il.a author, but that the nature of these calou-
lations, no doubt very simple, should be so well con-
craled that it is impossible for anyone to reconstruct
them. Who would date to undertake this task among
all those who discourse so knowingly about Cubizm?”
(Bibl. 308, p. 15)

chudes, may

(Conversation with

What

te seal

Plato's words are:
#Socrates: What 1 am saying is not indeed directly
obvions. I must therefore try to make it clear. [ will
try to speak of the beauty of shapes, and 1 do not
the shapes of living
figguires, or their imitations in paintings, but [ mean
straight lines and curves and the shapes made from
them, flat or solid, by the lathe, ruler and square,
if you see what I mean. These are not beautiful for
any particolar reason or purpose, as other things
are, but are always by their very nature beautiful,
and give pleasure of their own quite fres from the
itch of desire; and colors of this kind are beautiful,
1o, and give a similar pleasure."— Philebus,

A valuable examination of this passage in relation
o modern esthetics i to be found in A. Philip
McMabon, "Would Plato find artistic beauty in
machines?" Parnassus, VIL, 6-8, February 1935, PP
68, Prof. MeMahon questions the use of Plato's
words 1o sanetion cubism or machine esthetic,

PAGE 67
* See Zorvos, bibl. 524, 11, no. 865,

PAGE 68
* Joachim Weyl, "Science and Abst Wl
Art Journal, Vol. T1, no, 3 hnm:;};;;::.ls{»"""k"‘
PAGE 9
= =R
ml ;‘umh that Picasso stayed not ar Horta de
e .‘k“ Horta d(: San Jusn (bibl, 293, P 61},
b -: Lb:d Lhoul this I['immn confirmed Horta de
b place (qun'l.wnnum‘ October 1945),
ok Ph"nnyzlrl {questionnaire, 1945) says there is no
a8 Horta de Ebro but mentions several
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other Hortas including Horta de

Juan in Spanish). Saing Joan

PAGE 70
“anny Tellier, Picasso savs was the n,

3 ) ame g
el for the Girl with a Mandofiy (0o by
, October 1945). The fact that [".-..‘Mq
model explaing the portrait-like character ang A
it to the ecarlier Braque, and the contem, ity
Kahnweiler and Vollard portraits. The mnmpo:;.:
figures of 1911 lose any sense of a personalj s
their “geometry.” ity being

PAGE 71

* Uhde, bibl. 477, p. 56.

t Under the name Daniel Henry, Kahnweiler wrolke
Der Weg zum Kubismus, Munich, 1920, the ot
authoritative, first-hand account of the cublsm of
Picasso and Braque during the years 1907 o 1914

PAGE T4
Mondrian, at least during his early years in Pay
1010-1914), had no interest in practical design sithér,
nd even after his association with the Stjl group is
the Netherlands in 1916 he ned almost enclys
sively concerned with pm'nling. Yot bis art served 2sa
kind of laboratory of pure desizn from which kis
Dutch eollecagues, who included architects and furni-
ture designers, could draw instr
tion, which later they spread thr
While Picasso’s most important
of design passed through the art of such painters &
Mondrian and the Russian Malevich, his modt
obvious influence lay in the direct effect of synthetie
enbism upon the decorative arts of the period 1920
1930.

PAGE 80

* Purists prefer to res
cubist compositions, usin
collage for the later fantastic pastings of the dadaiit
and surrealists. However, the collage which Picass
believes to be his ecarliest is not a papier collé l"f'

Q) and many others of his

etes; l!iﬂ"_‘”'

for compositiont

ve the term papier collé for
g the more general wonl

pasted oilcloth (page 7
collages involve cloth, wood, ting
collage is used here as a generic term
made by pasting or gluing.

t Those who would belittle colla,
Braque originally employed this techniq
hiand method of laying out a composition
later to be executed in oils. When anked w! 5
was in fact the way papiers colliés came 10 be
Picasso replied that they were ahways 'mI!:ﬂfq"“’w
what they are: pictures in their ows righ
naire, October 1945).

;«*‘ any that Hﬂ""wj_
hinieque 48 2
which ¥

PAGE 84 S
* Cf. Meyer Schapiro, "Nature of AbstZé

o O
Marxist Quarterly, 1, no. 1, January 1937,
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PAGE 86

* Picasso had mudde three cubist scalpiurcs:

Head of 1909 (p. 69), another somewhat r but
more abstract Head in teren cotta, and o plaster
{pple carly in 1910 (Zecvos, bibl. 524, 1, 4

718}, Al three were conceived as solid mass with
the surface cut into facets or ridges a¢ if translated
from the beads and sull life in the [aintings of
the same period,

f Jacques chitz recalls Tatlin's enthus after his
visits Lo asso's studio about 1913.14 (conversation
with the hor ).

AGE 83

* Picas=o’s name often appears in the comprehensive
bibliographical commentary by Anne Anustasi and
John P. Foley, Jr.: A Survey of the Literature o

Irtistic Behacior in the Abnormal, 1] 1 pproach

Interrelationships. New York, 1941, (Annal

New York Academy of Sciences, XLIT, Art 1. pp
For the most part the editors ed in
# the fact that many pavehintrists are {=noe-

int or prejudiced about art,

ed Head,

Georgo L. K. Morris, the ownee of
: snid champion

& a les American abstract pain

if abstract art.

Holand Pearose, the awnee of the collaze Hoad, is nne
f the best-known English surres
poets.

'AGE 94

* When asked if there were some re
0o suddenly have realistic porteait deawings

about 1915, Picasso replied thers

personal reason for the change in style (questionnaire,

October 1945).

So far as the author knows th rarliest dated porteait
drawing the new “rea
Man, reproduced on thi
even more, the
Ingres. (Cf. enturi, ¢, 11, no. 688; compare
also no. 696, Cézanne's portrait of Vollard, with Pi-
Cass0’s,) Picasso’s otcl iz Apples, 1914 (Geiser 38)
also recalls Glzanne,

manner is the Seated
ze. The technique and,
Céranne more than

1. 1. Sweeney calls attention to a fairly realistic
sketeh by Pic of Alfred Jarry published by Apol-
linaire jn Sairdes de Paris, no. 21, Feb. 1914,
P-87. Possibly the sketch was done from memory
At that time but it seems more probable that Picasso
muile it before Jarry’s death in 1907. The drawing
decompanies Jarry's letters of 1906,

PAGE 0

Fernando Oliyier is not always an accurate ropoarter,

but 4 sentence in her Picasso ot ses amis is worth

uoting Aprapos of Picasso's interest in Ingre
Poinilure, goq goiits d'alors le portwient vers le (

Notes to pages 8698

-

Picasso: Seaten Max. Avignon, summer 19] t. Pencil

123 x 9% inchrs. Private colleotion.

Gova, lex primitifs, ot surtous vers Trgre

plaisit & aller faudier au Louere.” (Bibl p- 172}
This statement occurs in her ¢ hapter on the yvears
1910-14, the period just before Picasso began his
"Ingres-like” deawing

Coctean, however, insists that Pieas

of 1916-17 have
or none at all. (

resemblance to the

stean, bkl 107a, p. 2

{ Mention of Picasso's acting as sodfather 1o Jacob is
made in Lemaitre, bibl. 255, p, 120,

PAGE 97

* Coctean, bibl 107a, p 2

wer Lo questionn ber 1945,

PAGE 98

* Some of this account of Parade is taken from Coctean,
bibl. 107a, pp. and 236-23%; and the original
Ballets Russes program for the Paris season of 1917,
which includes  Apollinaire’s essay “Parade™ e
[ Esprit nourean. A detailed desceiption of the chore-
ography of Parade is given in Cyril W. Beaumont,
Complete Book of Bailets, London, 1937, p. 851.856,

t Fernande Olivier was impressed by Satle’s wader-
of cubism (bibl 325, p. 220).
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§ Herbert Read hos analyzed and ¢

+ Like several other critics Clark (bibL 104) ealls upon
Goya's Disasters of War to discredit Guernica. How-
ever inadequate Picasso may appear in the eves of
those who wish him to be a propagandist or a social
commentator, he at least spoke out in & moment of
crigis in 1937 and later beld his ground in the midst
of the encmy during 190-H. Goya's Disasters of
War, however, never reached the publio at all wll
long after the conclusion of the Spanish War of Liliera-
tion, that is, after the time when they might have
been effective; and Goya himselfl was so compromised

edl in protest against a Turkish slaughter of
Greek patriots is a closer analogy to the Cuerniea than
is any work of Goya.

. . . But what we cannot forgive is the banali
overstatement, or the projection of irrelevanci
the foreground with the stamp of creative origin
The romantically Victorian mural of tho Spanish
Civil War, Guernica by Picasso, is a case in point
Sitting before it, one seema to hear a faint ref
Tennyson's Balaklava: "Forward the L
‘Rode the Six Hundred." A cont
poem, "Glorions. But is it war?

g may be, Picasso, too, has failed 10

of Guernica itself. He

rirude Stein for Florence
Heury Taylor, Babel's Tower, Now York, 1

Mr. Taylo

literary history—at least.

fuses events in British military and

pently defended
Guernica (bibl, 396). He calls it ©
disillusion, 1o despair, to destruction” and expls

"It was inevitable that the greatest artist of our

monuwment o

time should be driven to this conclusion. Frusteated
in his creative affi tions, limited in scope and scale
by the timidities and customs of the age, he ean at
best make a monument to the vast forces of evil
which seek to control our lives: a monument of pro-
testation. W those forces invade his native land,
and destroy with calculated brutality a shrine pecu-
liarly invested with the sense of glocy, then the
impulse w protest takes on a
He then rejects the eri
obscure and concludes: *'Tt is not sufficient to com-
pare the |
the Desast, Goya, too, was a great art
a great hu t; but his reactions were ind
istic—his instruments irony, satice, ridicule. Picasso
is more universal: his svmbols are banal, like the
symbals of Homer, Dante, Cervantes. For it is only
place is infused with the
ntensest passion that a geeat work of art, transcend-
L)

al grandour."
t the mural is

50 of this painting with the (

when the widest comn

Notes to pages 202-217

ing all schools and categories, is born; and being boen,
lives immortally.™

PAGE 210

* Many writers, Fernande Olivier especially, have ob-
served Picasso's love of animals (biblL 325, pp- 98-
9). His dog Kasbiek takes an important eile in one
of Pieasso’s conversations with Jaime Sabartés (bibl.
B8, p. 34). And very recently Picasso appeared in a
series of photographs with a pet pigeon (bibl 340a,
pp- 1, 4).

PAGE 211
* Una Johnson, bibl. 236, pp. 46, 111.

PAGE 212
* The American sculptress, Mary [Meric] Callery, a
friend of Picasso and the owner of the Gird with &
‘ock, recalls that either Picasso or Zervos explain
t this painting symbolized the d ;
humanity by the forces of evil. She points

that the picture was painted during the Spanish
Civil War and adds that Picasso esteemed the pictare
highly and reloctantly sold it to ber only because be
wanted to raise money for Spanish relief. Picasso was
later reported to have insisted that none of his paint-
ings was symbolic except the Guarnics (p. 200), but
almost in the same breath be stated that the bull's
biead in the still life reproduced on p. 217 did in fact
symbolize "brutality.”

Meyer Schapiro suggests that the bead of the girl
resembles no other female head by Picasso so much as
it does his own bead scen in left profile, with the lock
of hair combed down over the temple.

PAGE 214

* From a typescript in the Library of the Museum of
Modern Art. Gonzales published some of his recollec-
tions of Picasso in the New Musses (bibL 196),

The resemblance between the cock bere illustrated
and American weather vanes is much less strong than
in the pastel drawn on the same day and now in the
Waltee P'. Cheysler Collection (bibl. 405, no. 186,
illustrated ).

PAGE 217

* Butterfly Hunter a self portrait: see Seeklec’s inter-
view with Picasso, page 247 and notef

Besides the Boyon Rocks by Rousseau illustrated
p- 266, Rousseau's Child with a Doll (bibl. 313, p. 27)
may be compared with Picasso’s two child portraits
of 1938. Of conrse Rousscau’s influence upon Picasso,
il any, is probably quite unconscious in these paint-
ings as well as in the Woman ina Garden (p, 221) which
may be compared with several of Roussean’s full-
length portraits of women and his portrait of Joseph
Brummer (repro. in D. C. Rich, Henri Roussean,
Museum of Modern Art, 1942, p. 59).




Notes to page 247

i, frai conscience ' avoir toujm‘r;-_hfm‘ par:ma
peinture, en véritable récolutionnaire. Mais j i compris
maintenant que oela méme ne suffit pas; ces anndes
d'oppression terrible m'ont démontrd que fe devais corn-
battre non seulement par mon art, mais de foul mois
méme, -

*Et alors, je suis allé vers le Parti Communisie sans
la moindre hésitation, car au fond j#ais avec lui depuis
toujours. Aragon, Eluard, Cassou, Fougeron, tous mes
amix le savent bien; si je w'arais pas encore adhéré
afficiellement, 'était par i " en quelque sorte,
parce que je croyais que mon oeurre, mon adhéaion de
coenr dtaivnt suffisantes, mais o'dait déjd mon Parti.
Nestce pas lui qui travaille le plus & connaitre et d
construire lo monde, & rendre les hommes darjound i
et de demain plus lucides, plus libres, plus heureus?
Nest-ce pas les communistes qui ont & les plus
couragous aussi bien en Frunce qu'en ULR.5.5. ou
dans mon Espagne® Comment aurais-fe pu ter?
La peur de m'engager? Mais e ne me suis jamais senti
plus libre au contraire, plus complet! It puis, 'avais
tellement hire de retrouver une patrie: jai toujours été
wun exilé, muintenant je ne le suis plus; en attendant gue
U'Espugne puisse enfin m'accueillir, le Parti Com
muniste Frangais m'a ouvert les bras, [y ai troue
ooux gue festima le plus, les plus grands savants, les
plus grands podtes, of tous ces visages dinsurg's pari-
siens si beaux que j"oi vus pendant les journées d'ooit,
‘e suis de mouvean parmi mes frives”"

t In civilian life, Pfc. Jerome Seckler worked in the
lumber business and is an amateur painter of talent.
His first interview with Picasso took pl on No-
vember 18, 1944, At the second intervie January
6th, Picasso approved Seckler's notes on the first.
Picasso had no opportunity to approve the account
of the second talk, but both interviews appear to be
conscientiously reported, with the repetiti and
false starts which characterize actual conversation.
Picasso seems to have been both friendly and extraor-
dinarily patient throughout, as if he as well as
Seckler wanted to reach the precise truth. A copy of
Secklet's complete typeseript is in the archives of the
Museum of Modern Art. The New Masses publica-
tion (bibl. 3a) is somewhat condense A very brief
summary, with some excerpts, follows:

First Seckler gave his interpretation of the Buster-
Sy Hunter (p. 216): it was a “self-portrait—the sailor's
suit, the net, the red butterfly showing Picasso a5 a
person secking a solution to the probik of the
times, . . . the sailor's garb bei
active participation in this effory,”
o I:‘;.::-:E!::id: “‘[I'l"h I'l'al me, but I did not mean

, ) political significance ar all,” and
:“""'E copens his shirt, went on to explain that he
ad painted himself as o sailor because he always

wore a sai striped j . : .
photo, p. 10) ped Jersey as an undershirt, (See
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Seckler cross-questioned him abouy
terfly: "Dida’t you delibeeately make i
of it political significance?”
"Not particularly. If it has any,
conscious!”

After some discussion of the Guerning (
which Picosso agreed was deliberately .y' m'
Seckler turned to the Still Life with o 'nw:ﬂ;h‘
(p- 217). The bull, Seckler proposed, is o ;wﬂ
fascism/ the lamp, the palette and the book LS o
sented culture and freedom—the things wa'ee b -
ing for—the painting showing the fierce At t

the el gy,
5 ¢ red bﬂﬁm
l-fll:ﬂ&ln LT E—
16 was in my g

going on between the two,” Picasso denied this, say.
ing that the bull was not a symbol of Faseisn but
simply of "beatality and darkness.” Wihen Seckler
suggested that we might now look forward in Picasso's
art to a “changed and more simple and elearly under.
nbolism" the p

I'hen Seckler pointed to the ude with a My.
sician (p. 230) and told Pi vuld not under.
stand it. "Why,™ he asked, "do you paint i sich s
" that y ur expression is. so difficalt for people to

CNCOUraging,

stand

ass0 explained that it had taken many vears o
develop his art and he could not now take a backward
stop. He could not "use an ordinary manner just to
have the satisfaction of being understood.” He did
not "want to go down to a lower level . . .” and eon.
fessed: “You're a painter and you understand it’s
quite impossible to explain why you do this or that.
I express myself through painting and [ can't explain
through worda.” "Now is the time" P, y went o8,
“in this period of cha and revolution to use a
revolutionary manner of painting and not to paint
like before . . . the proof that my painti
lutionary is how the students rise up
I'hey would strip me naked and lynch me. "Picasso &

Picasso an poteau!

Throughout these interviews Picasso beld his ground

to admit

againat Seckler's persistent effort to get bi

that lin paintings carried conscions political implica:

tions. Picasso admitted the possibility of unconscios

symbolism and the interest and value of some sym*
bolic interpretation by others: “embroidery olllliﬂ
subject—it's stimalating.” But he refused to comsider
the idea of changing his style or subject m.dlltf ;"
cal obligations. in

m any possible social or politi
a4 & connee:

the end, however, he agreed that there W
tion between art and politics.

" . " et
he controversy over Picasso was nowhere ko
than in the New Masses where, according 108
more discussion d b
- av r pus
controversy than any other article we have ﬂ;,'rluaﬂ
lished.” Rockwell Kent led in the attack I"ﬂ,lih lide
picking out for his particular scorn the big

“my
reproduced on page 217 of this bﬂzk;"h:‘ well™s the

1o the wdi-

tor, Seckler's interview "created

candle,

little granddaughter of six coul




[llustrations by Picasso

ing is baed on the list _.-n-pumf?il;:-_ .‘h_n:um'
cusao: Forty Years of his Art. Lhirty iems
:.,f’f:.{ﬁ:: ::i :..:, designs and magazine illustra-
fians ave included, Many of the books h'l;!nl n.nrrr-.f_\' cofi~
tain prints or reproduce dro ings which I"u-lmsn _!m;
obligingly contributed. Volumes such as the Ohied Méta-
aco. the Balme Chel Foeuvre inconnu, the
Aristophanes Lysistrata and the Buffon Histoire natu-
celle are, howeer, illustrated books in o stricter sense.
Many paintings and drawings by Picasso are repro-
duced in ballet programs not listed here.
{ iteris thus marked have been taken from- Powtermarn,
bibl. 375, and have not been soen by the present compiler.

Winraam 5. Ligngrsax

1900 Orava Bupesax, Joax. "El clam de las Verges,”
Jovertut (Bareelona), vol. 1, no, 22, July 12, 1900,
pp- 3456, Mustrated with reproduction of 1 draw -
ing,

1900 Ourva Brmemas, Joux. “Ser 6 no ser,” Joventut
(Barcelona). vol. I, no. 2116, 1900, p. 424,
THustrated with reprod { 1 drawing. (see
p- 2531

1905 Savmon, Axong. Polmes. Paris, Vers et Prosc,
About 10 copies cantain 1 drypoint (G.6).

1911 Jacom, Max. Saint Matorel. Paris, Henry Kahn.
weiler. Mustrated with § etehings ((-.23-26),

1913 Aroruavame, Guisioue. Afroofs, Paris, Mer-
eure de France. Contains reproduction of | -
trait drawing of the author.

1914 Jacom, Mux, [+ sidge de Sérusalem. Paris, Heney
Eahnweiler. Illustrated with 3 etchi

and dry-

)i (see p. 89)
1917 Jacon, Max. Le cornet & dés. Patis, published by
the author, 14 copics contain | :
(G.54).

burin engraving

1918 »‘\lmu,:s.unx. Gy
I‘w:::mddr [:‘ranrr. Containg reproduction of |
it drawing of the author, Copies of the de.

Tuxe ediig i
B contain in addition 1 eiehing by
S il on L ¢iching by R.

Calligrammes. Paris,

by Picasso,

1918 Cocreay g

ﬁ‘mm‘.n.t.l-: LJI;». Le cog ot Parleguin, Pigis, Edi-

. e, Containg pe & ol
product

Portrait dey ng of the author and zla:u:::‘ r»fl I
1918 Jucon, \ i . ;

o .:”1:;! Le p-'lun.rnlgnm--.
(€.55).

Par;; s
20 Copies eanta, Sy Dslisted b"-

n 1 zine stehing
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1919

1919

Jacom, Max. La défense de Trm‘u;‘p
Littéraire de France. 25 ;
engraving (G.52).

: Parig, 5,0
coples contajy | bk

Satmon, ANDRE. Le manuserip trongg
chapean. Paris, Société Littéraire d

-
; : e Fran,
tains reproductions of 38 drawin, o

gs.
STRAWINSKY, IcoR. Ragtime. Paris, E
Sirtne. Cover design. (see p. 110)

ditions g, I
ArAGoN, Lovis. Feu de joie, Paris, Au Sang Pareil
Containg reproduction of 1 drawing.

Humonro, VINCENT. Saisons choistes, Pariy, 14

Cible. Contains reproduction of | POTTEait drawing
of the author. S

I Satsmon, Anoai. Peindre. Paris, Editioosds ly

1923

1924

Siréne. Contains reproduction of 1 porteait deas.
ing of the author.

Vavery, Pavi. La jeune parque. Paris, Noovele
Revoe Francaise. Ce I teansfer-lithagraph,
1 portrait of the author {

Pansar, Vaventin. Karabkaetsfa akrobat, Paris
Editions Frankorusskaja Pecatj. Contains repe
duetion of | portrait drawing of the auther.

Revenny, Presge. Cravates de chanue, Fars
Nord-Sud. ies illustrated with 3 eine etche
ings including a portrait of the author {6265,

Biuvy, Axoni. Apollinaire vivant, Paris, Editios
de la Siréne. Contains reproductions of 2 pertrait

drawings of Apollinaire.

Brevox, Axpui. Clair do terre. Paris, I’UI‘H‘JH‘"I:
the author. 40 ¢ atain 1 drypoint poct
of the author (G.110), the others,  reproductes

GrorcEs-Micn Micuet. Les _\.'mulP"::
IJ-lrJ.bi, \rll]l"il JII cover I'r b |
p. 101, right)

edition reproduces unche, (see

fés (revised “_"""'"

. h Le cornet i o
Jacon, « etion of

Stack. Contains reprod
portrait drawing of the author.
[ran%
Cocrrav, Jean. Le secrol .f"”,r"‘-‘r””mli'.
= “gion o
Librairie Stock. Contains reproducti
trait drawing of the author.
. W
- Paris, 14 ¥
Revenny, Prenn. Pablo Picasso. P4 o ais Now
velle Revue se, Les ]'ri:\lfrte I'r;"r;m‘
ef
veaux, no. 16. Cont 1 woo . .}I‘ra"'“’""
= 1l
Georges Aubert after 2 self-portrd

Picagso,

sy Lok g
Fa ]
O o ]

;//V'-v ;_' \I,’I'

—

%
o PSS

-
1

4

. b

.
s 41, d*;l




IHiustrations by Picasso (cont'd)

%, Pienne. Le miroir de merwvillenx.

1940 Ma 1 etching.

Paris, Sagi Haire, 19 copies contain
1042 Cowre bk Bupros (Georges Louis LeClere). :’h .

wire naturelle, Paris, Fabiani. Ulstrated Mi(:l 3

quatints commissioned by Ambroise Vollard
{see p- 200)

1428 Hucwer, Gronces. Non wouloir, Paris, Jeanne

Bucher, Contains 4 wood engravings,

1943 Grdee of mourement, Edited with an in_lm[m tion
by Louis Grosclande, Zurich, !_,un # Grosclaude.
14 pocms by Sappho accompanied by 14 engrav-
ings after drawings by Picasso.

1943 Hucwer, Gronces, La chérre-feuille. Paris, Godi
Comtains 6 wood engravings. 25 copies contain

Exhibitions of Picasso’s Work

1897 Bancerona. Reviewed by Rodriguez Codold, bibl
407a

1901 Panrs, Ambroise Vollard Gallery. With Tturrine,
Reviewed by Fagus, Libl 136

1902 Pamis, B, Weill ¢ Gallery. Catalog preface by Farge,
bibl 157

1902 Ambiroise Vollard Gallery

1909 mbraise Vollard Gallery

1909 Musicw, Thannhauser G allery

1911 New Yonk, Photo- ~Secession Gallery, Catalog pref-
aee by De Zayas, bibl 136

1911 Musich, Thannhauser Gallery

1912 Banceroxa, Dalmay Gallery ]

1912 t:oL( peeial room in Sonderbynd exhibition

Stafford Gallery
]9!3 \1! xicit, Thanohauser Gallery, Bibl 460
1913 Pu :
saleria
Sezeasion Galerie

1913 Corocxe, R beinische Kunstsalon

1914 Bruvix, Neus Galerie

1914 Dngsnex, E. Rig hiter Gallery

1914 Musien, Caspari Gallery

191415 Ngw Youk, Phoo. -Secession Gallery

1919 Papys, (-nirnf de I'Effory Madern,
st b

e (Léonce
1919 Paugs, l’dnl liruuhrr- Gallery
1920 Pans, Paol Roseaberg Gallery
1920 Ko, \u]un Plastici (;
192] Loxnox,
1921 Pams, l'aul Ihhmbr:»« lu!h Ty
1922 My Now, |!lannlmmt Gallery
]I‘;K“_: t\:::r. :‘Ml. Arts Club, [y, wings, Bihl 29

W
1928 e :n‘n’ i::i:-::-: sallerics, Bib) 507
1924 Pungs, Paul ;
1926 Pas, Payl R-mul
1927 Beni, Flechthimg Gal
1927 Pamys, l'aulﬂuunl-rrg (

278
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Exhibitions of Picasso’s Work

the & engravings in three Ilfi(ni“g‘ and {

{|
tion 1 etehing. n adyj,
1944 Preasso, Panto, “Le dé attrapé
in Messages, no. 2. Paris, Riscguies,
Maodes, Hlustrated with reproductions

PO la quen, »
|muu: "
O 4 drgy
226 ang 200y
“voits allemany, l.rnr"
. Containg L
of the author,

ings including a self portrait, (see Pp. 4

|m|<|ur~|,.,n

N.D. Jamny, Aveneo. Podmes. Paris. i“"'l""‘]’\hlllﬂ]
at the expense of an amateur, Conaj tepm.
duction of 1 portrait drawing of the author,

NI Svanis, Axoré. Héldne ches Trefiimide, Pari,
Ambroise Vollard (unpublished), [ustrated wigy
1 etching and reproductions of )rl-irn\mu,

New Yonk, Wildenstein Gallesies. Dirawings
Atieaco, Arts Club. Drawings, Bib) 30
i’\nh Pierre Gallery

Yous, Wildenstein Galleries Dieawings.

1930 Cmicaco, Arts Club, Bibl 31
1930 \| w Youx, John Becker Galle ey Dirawings and
ouaches. Bibl 40

1930 \; W Yous, Reinhardt Gallery, With Derain, Bibl
10D

1930 Pamis, M. G. Aron Gallery

1931 Casmmioecr, Mass., Harvard Society for Contem-
porary Art. Bibl 213

1931 Loxpox, Alex. Reid & Lefevre. Bibl 309

1931 Nuw York, Demotte le Bibl 133

1931 New Yomnk, Marie Harrin Gallery. Ovid ilhus-
trations

1931 New Yonx, Valentine Gallery. Bibl 479

1931 Pamis, Percier Gallery

1931 Pamis, Paul Rosen rrg Gallery

1932 C Harvard S r for Contemt*
>

] 212
scllschaft. With Schlent
mer. Hilil
2 Municn, Graphische Kabinete. Ovid illustrations
Panis, Georges Potit Gallery. Bibl 346
Zumicn, Kunsthans. Bibl 530
1933 New Youk, Valentine Gullery. Bibl 480
1934 Buexos Ames )
1934 Hanrronn, Cox..Wadswarth Atlencum. Bibt 21}
1935 Pants, Pierre Gallery, Papiers collés. Bibl?
1936 Loxpon, #wemn er Gallery bl 15
1936 Manin, Amigos de las Artes Nuevas. B I
1936 New Youx, igmann & Co. Bibl
1936 New Youx, Valentine . Bibl 134
1936 s, Cabiers d" alle ulpture
1936 Pamis, Renou & Collo Gallery. Drawings
1936 Pants, Paul Rose nlu rrg Gallery. Bibl i
1937 Cmcaco, Arts Club Bibl 32
1937 Lonvon, Zwemmer Galle ry. Drawings.
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follores each item illustrated in this book. The list may not be complote. The it At fprivrrbm o

; e ! 2L
© ineluded. This lst was prepared by Dorothy C. Miller (1939) and Williny 5. pror

Works by Picasso in Ame

A page number in purentheses
sed by the ouners. Prists are n
(1945).

Baroionk, MagyLano. Barrviore Musgus oF ART
Toco Nudes. 19057 Watercolor, 1334 x 17 ; . g
e tion with'a Table and Blue Scroen. 1921, Pencil and pastel, 1235 x 034
’ 1024, Oil, 143 x 1714". Extended loan from Mre. Saidie A. May

Abstruetion. nd
‘\hom:‘hren drawings, extended loan from Philip Perlman

Burrato, New York. Burparo Fine ARTS ACADEMY, ALBRIGHT ART GALLERY
Famille au Souper. 1903-04. Watercolor, 1214 x 17
La Toilette. 1905, Oil, 5914 x 3912° (p. H4)
Arfequin (Project for a Monument). 1935, Oil, 2415 x 20° (p. 191)
Casmmince, Massacnvserrs, Foce Museus oF Anr, Harvarn UNIVERSITY
%  Portrait of Fonte. 1900 or before. Crayon and wash, 2014 x 127%
%  Portruit of Rocarol. 1900 or before. Crayon and wat or, 19 x 137
¥  Mother and Child. 1904, Crayon, 1312 x 10 X
¥ Standing Nude Man, 1904, Ink (reverse
£ Woman Having Her Hair Combed,
« Bathers. 1918, Peneil 914 x 1214
¥ A Philssopher. 19187 Pencil, 1354 x 1034
A Cloun.  Pencil, 1334 x 934"
A A Reclining Nude, 1923, Pencil, 10} x 133"
Weeping Woman (Guernica “postseript™). 1937, Ink and watercolor, 1634 x 108"

Cuicaco. Ant INsTrroTe oF Ciicaco

O the Upper Deck. 1901. Oil, 1524 x 2434° (

Woman with Cats.  1901. 0il on cardboard, 1

The Old Guitarist. 1903. Ol on wood, 473 x 321 " (p. 28)

Au Cabaret.  Crayon, 475 x 834~

Girl and Man, Ink, .

Nude Man. Pencil, 12 x 8

Peasants from Andorra. 1906, Tnk, 2274 x 1314" (p. 46)

Theo Nudes, 1906, Charcoal, 2414 x 171 5"

Still Life, 190708, Ink and watercolor, 13 x 207

Head of & Woman. 1909, Gouache, 2514 x 19°

Woman with Mirror. 1909, Oil, 2374 x 204"

Mausical Instruments. 1916, Gouache, 534 x 4547

Large Standing Nude, 1023, Ink and watercolor, 42 5% x 284
Exvenvkn Loas Frost Tig C ester DL CoLLecTion
::r Gourmet, 1901, 041, 36 x 27

e Tragedy, 1903, 0 5 i x 27l
Sauds o the Juggr, 1058 Dewnse i vy
Juggler with Sull Life, 1005, Goake o 18 S ey anisr - e
Tl'ue Vauthe, 1906, 01l 49 P: : ;:T- :e ou cardboard, 383§ x 2714
i“f""’.‘ of Saltimbunuas, |']‘1]5| ‘(;-J‘M ggLce
\._nrr Life, Mandulin 1918, 01l 33- %)
Ppal Hood. 1922, 0, 24 5 1937
uf ! A
Thor. ﬂ{ ."!T;_'?mfwi 1923. Oil, 3914 x 32+
.+ Oil, 50 x 38°

x5114°
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Warlks by Picasyo in Americay Muserms (et
i

’
co. Ants CLun or Cuicaco
CACO- 4

Head of a Woman. 1923, Red chalk, 2314 5 1740

(Wi}

CiNCINNATE Omro. CivcissaTt Anr Museoy
INCINNATLL

Head of a Woman. 1922, 0il, 39 ¢ 311"

CreverANp, Omo. Creverann Museum or Anr

Standing Nude. 1905, Gouache, 251 ¢ 1915
La Vie. 1903, Oil, 7735 x 5074 (p. 27)

Corumnis, 0o, CoLusnus Gatceny or Fixe Ants
The Appetizer. 1901, Watereolor, 17 x 1
Boy with Cattle. 1905, Gouache ; g 18
Figuere with words ™ 'ain 21912, 0il, 383 x
Seill Life. 1915. Oil, 25 x 3114
{bstraction. 1916, Watercolor, 1704 x 134"

5

Demorr. Micmican, Derrorr INstrrore or Five Anrs

Portrait of E. Forert. Charcoal, 193 x 7"

Hanrvonn, CoxngcTicur. WapsworTit ATHENKUM
Sketch for setting of Le Tricorne. 1919, Ink,5x 714" (p. 108)
Standing Nude. 1922, (il on T4 x 534" (p. 125)
Two Ballet Dancers Resting. Ink, 1314 x 93

Honovuey, Hawan. Acapemy oF AnTs

Pierrot. 1927, 0il, 22 x 18"

Los Avcrres, Cavronnia. Los ANCELES Cousty Museust

Figure. 1908-11, Watercolor and pencil, 18 x 111"
Woman at Mirror. 1934. Watercolor and crayom, 133§ x 9%¢°

Memiox, l';,s-s,;-._”»q,\, Barxes Fouspation
Girl with Cigarette. 1901, Oil, 283{ x 19%4*
Baliy Seated on Chair. 1901, Oil, 2514 x 214"
Man Seated at Table, 1903. Oil, 463 x 313"
Acrobat.  "Blue™ period
Harlequins. 1903, 0il, 75 x 4214°
Figures and Goar. 1905, 0il, 543 x 40° ;
Composition (Oxen and peasants). 19067 Oil, 863§ x 51° (p- 49)
Nude Standing in Red Arch, 1905. Oil, 1034 x TH*
Standing Figure. 190306
Three Nudes. 1906, 0i), 934 x 1134*
Punch, *Negro” period
Judy. Negro" period
Still Life (Cubist)
Still Life (Cubist)
Fiolin and Bottle (Cubist)
Music, 1914.15. 041, 1934 x 16"
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Warks by Picasso in American Museums (eont’d)

and the following works the dates of which are not at present available:
Basket of Vegetables with Jugs. il with gouache
Seill Life. Ol

Nude Seated on Bed,  Oil

The Loge. Ol

Seill Life. 0il

Woman Seated.  Oil

Jar and Three Pieces of Fruit, Gonache

Throe Figures, Oil, 33 x 4*

Group of Men, Oil

Tuw Figures. Oil, 4 x 57

Man Seated, il

Glass and Lemon.  Oil with gouache

Still Life. il

“ " ank
and sixteen drawings. mostly of the “acrobat period, about 1905

New Yore. Ant oF Tis CexTuRy

The Pore.

" Lacerba.”™

L’ Atelier. Oil, 64 x

Cirls with'a Toy Boat. 1937. Oil and charcoal, 5114 x 7 32" (p. 199}

New Yonk.

New Yonx.

o
+

MemroroLTay Museuy oF Art

Woman's Head. "Blue" period (1901-03). Oil, 157 x 147, Extended loan from Miss

de Groot

Musevn o Mopesy At

La Coiffure, 1905, 04, 687¢ x 3914" (p. 43)

Boy Lewding a Horse. 1905, Oil, 8616 x 5114". Extended loan from William 5. Paley
opp. p-42)

Hercules, 19057 Ink, 634 x 414"

Les Dimoiselles & Avignon.  1906-07. Oil, 96 x 927 (color plate opp. p. 54) (p. 53)

Fornande.  1909% Oil, 241§ x 1631 ", Extended loan from Henry Church (p. 68)

Fruit Bigh, 1909, Oil, 2014 x 247 (p. 65

Woman's Head. 1909, Bronze, 16147 high (p. 69)

Head, 1909, Gounach

“"Ma Jolie,” 1911-12. (

. Sty for a Construction.

Cubist Stdy.  19127-13, In
Man with a Har. 1913, Colls
Card Player. 1914, Oil,
Green Seill Life. 1914, O
Seated Woman. 1918,

Dog and Cock. 1921, Oil, 61 x 3015 (eolor plate opp. p. 120)
Woman in White. 1923, 0i, 39 x 3114° (p. 129)

Still Life with a Cake, 1924, Qil, 3814 x 5
Four Ballet Dancers Ink, 131 g
Seated Woman. 19

The Swdio. 192728, 05, 50 x 01° (p. 12
ir'xlll‘f !n-ifnrru Mirror, 1932, OGL, 6334 x 51 14" (color frontispicce)
Tuwo Figures on the Boach, 1933, Tuk, 1534 x 1954" (p. 184)
Head of o Woman, 1941, Ink, 1054 x 814" (p. 228)

L, ink, 2414 x 181" (p. 80)
3 (p. 83)

(p. 146)

Nidelaide M.

color plate
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Warks by Picasxg i American Moygy, ,
o YORK. Musgus oF Nox-OnJecnive Prainrings ms (cont'd)
i Fruit Bowel.

Avceordionist.

Landscape, Céret.

Musician. 1914, (il,

tbstraction. 1916, Collage, 1855 x 24147
(bstraction. 1918, Oil, 14 x 117
Composition, 1918, Oil, 1315 x 1014"
Lemon. 1927. Oil, 7x 534°

NorriowTon, MASSACHUSETTS, Surrin CoLrece Musers o Anr
: The Table. 1919-20. Oil, 51 x 2954" (p. 113)

osereiy, (o, Tue DooLey Perer Auces Mesonr Any Museiy
Woman with Peplum, 1923, Gouache, 8 ¢ 634"

Prapereiia, Prapecemn Museus oF Ant
Woman with Loaves. 1905, Oil, 39 x 27

% GaLLaTiN CoLLECTION
Self Portraie. 1906, Oil, 36 x 28* )
Composition study for Les Dema 1907. Watercolor, 63{ x #3¢" (. 56)
Bowls and Jug., 1908, Oil, 32 x 2514° i
Pipe and Vialin. 1911, Oil,
Dirawing. 1912, Chareoal, 2
Stifl Life with Fruir. 1913, Col ind charcoal, 2514 x 1914*
Cuitar and Bottle, acil, 12'x 158"
Composition. 1914, Wa r and pencil, 715 x 113
Stilf Life. 1914, Oi
Class of Absinthe. 1914, Painted hronee, 83{* high (p. 90)
Open Windowe, 1919 Wate
Three Musicians. 1921, 0il,
Composition, 1922, Oil, 614 x !4
Still Life, 1923, O 2014
Stifl Life. 19 nté erayon with oil wash, 914 x 634"
Composition. 1926, Tnk and pastel, 121 x 1834
Dinard, 1928, 01, 91 g x 6147
Study for Lysistrata illustrations, 1934, Ink, 914 x 1334"

Provinexce, Ruops Istann. Musgum or Awrr, Toe Ruoog Tstasn Scaoot o Desies
* Standing Nude, 1905 Pencil, 24
* Tuo Nudes. 1923, Ink, 81g x T

] . -
PUMESTER, Nuw Youx, Mesonriar Anr Garceny
Flowers in a Blue Vase. 19047 Gouache, 24 M ox 181"
SaX Frane .
Imu.:hm‘ CALIFORNIA, Sax Fraxcisco MusgEus oF ARt
'\_""'h"" and Child, "Blue™ period. Oil, 35%§ x 25} §". Extended loan
Stll Life with Jug, 1937. Oil, 1974 x 24

S |
ATIS, Mgz B City At Musgom
The Mother, 1901 041, 2914 x 204"
Nude, 1907, Ol on panel, 1415 x 8147 -
Mandolin and Vase of Fiwers, 1934 Oil, 32 x 3924
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by Picasso in Amarican Museums (cont’d)——Where Picasso has lived
Works by Picasse i ‘

O, Tovepo Musgus oF ART -
i Woman with a Crow, 1904, Gouache and pastel, 258 x 1914" (p. 30)
nal "

Head of @ Woman, 1905, Gouache, 2514 x 197

Wasmneron, DL G, Puiars Mesonial Gatieny
The Blue Room, 1901, 41, 20 x 2414* (p. 22)
Jester, 1905, Bronge, 161{" high (p. 38)
Woman. 1918, Oil, 13% x 104" 2
Swdio Corner. 1921, Watercolor, 8 x 1014

Bull Fight. 1934, Oil, 193{ x 253

Woncesren, Massicuuserrs. Woncesten Anr Musgus, Anonymous Extended Loan
Mother and Child, 1901. Oil, 16 x ]2!{'_
The Watering Place. 1905. Gouache, 1474 x 237 (p. 42)
Also twelve drawings

Where Picasso has lived: a chronology

Far the years 18811906 Christian Zervas’ introduction to Voluwme [ of his can lague raisonné of Picasso’s work (bild, 524)
i the principal authority, For subsequent yoars o list expecially prepared by Hemry Kahnweilor has proved indispenshle
A 1. B, In

1881 October 25th. Born in Malaga, Spain,

Maves with pareats to Cornnna.

Moves with parents to Barcelona; visits Madrid i Barcelona studio no. 8 calle Conide del Asalta,

1899-1900 (see note Y, p. 252)

Leaves Barcelona for visit to Paris (October-November ), 49 rue Gabriells .

Madrid (January-May); Malaga; Barcelona: Puaris (June-December?), 130ter Boulevard de Clichy;

Barcelona,

Barcelona (until August?); Paria (autumn), Hotel Champollion, rue ¢ hampollion; Hotel du Maroc, rue

de Seine; Hotel Voltaire, Boulevard Voltaire; 33 Boulevard Barbés

Barcelona.

1904 Barcelona; Paris faprin,-;!. 13 rue Ravignan, now 13 Place Emile.G sadeau, where he lived until 190%

Paris Addresses Summer Vacations and Other Excursions

1905 13 eue Ravignan Holland (summer, & fow weeks),

e S . S

Gosol (summer).

Le
La Rue des Bois (Oise), near Amiens, (a fow wee

= p - autumn ),
om 13 rue de Ravignan 1o s 5
1 Boulevard de Clichy o4 b, S

Cadaquits Spain.

“
From 11 Boul o Céret, French Pyrenees.
ulevard de () . A
242 Bouleward Il‘n[:airl : "t = . Sorgues sur I'Ouvaze (Vaucluse),
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ven to Jerume Seckler, the first of which way
ved by Picasso before pullication. Frenc

£ o) #0562 5 20 1945, M.

v of both interviews, in the

PAS OFFICIEN  DANS L'ARMiEg

A interviow given to Simone Téry, inchd tatensent
written by Picassa, Written statement reprinted in Pleers
Conrthiosn, Bonnard. pl66 Lavsanne, Marguerat, 19435; and

Reprinted in this volume, pages 247, 248 ( English),
page 269 (French).

fa EX PEINTURE TOUT N'EST QUE SIGNE. NOUS DIT
*aris) no22: 1.4 Je 20 145
exviow given ta Andeé W

aterd in this volume, puge 241,

* 5 Camess p’Anrt 10:185.91, 225.38 1935
(¥ ntary by Andeé Beeton and Jaime Sa
{ sems appeared in Gacota de Arte (Tenerife
19 1936,

* 6 Camues p'Arr 13n03-10:156-7 1938

Fa le of & manuscript.
Conresromary Powtny anp Prose (Losvox)

hee.™ 6 pooma translated by Georgs

Dniay axn Lig oF Fraxco. See 10, 353

Loxnox Bureemiy no 15-16 My 15 1939
With English translation,

Picasso, poguas ¥ DECLARACIONES. 45p il
México, Darro ¥ Genil, 1944

SUERO ¥ Nt ne Franco, [Paris] 1937
Facsimile of mamuse 3 transeription, French
¥ folio with peoofs of the etchings.
Erwchings reprodoced  in
1 1 noll-] D 145, and in 355,

English teanslation reprinted

Reprinted in this voliume, proge 196

Play by s
ay hy Picasso

10n Ly ¥

Gallimugg
Xxny

_'I' | published in Messages 11, [p1.20] 4il Paris, Risques,
AY8ux & Modes, 1044, Text dated Jan. 1941,

ATTHAPE PaR LA QUEUE. 62p Paris,
+ IM5. (Collection  Métamorphoses

Bc'&ﬂu;mphy (cont’d)
Literature gy Pieasso
I l!:awrn Jene. Ap abstract painting by Pieg
4 table. 1920) 5il Smith Collrge Mg ek
Bulletin nolb:1-6 My 1933 s

" lla Amnm, Maspwr De ls nataralers
i » nal iri
PI53-6 1l Madrid, Espasa.Calpe, 1985, g
Activibaoes pr e
600134:35 N 24 1944

¥y

#%0. Tiempo  (Mexica)

ADLAN. Ser 15

ACAMEMNON, JEAN, Sec 260

*12a Anpens-Hestumw oy, Frieowicn.  Pablo P
cassos Modellierender Manm, [il Freude (Lagen.
#tein) 1:154-5 1920

*13 Axsewov, Ivax  Arexsavomovio Picass §

okrestnosti. 63p 12i] Moseow, Teentrifuga, 1917

Text dated June 1914,

* 132 Aveenmi, Ravaer. Picasso. Sur (Buenos Aires)
14nol30:40-4 Ag 1945
A poem. Reprinted fn the suthor's A ls pistors, contats de
1a linea v del color. p303 Hosmss Aires, [mprenta Lipe,
1945,

AMBLER, Jw:'uJ:L! 1934 Picasso “5till Life.”
1il St. Louis City Art Muscumn Bulletin 20n01-2:
59 Ap 1945

Auicos pe Las Artes Neevas, Maoun, Pieaso,
16p 7il 1936
Eihibition eatalog. Text by Guillrmo de Tocre.

Antosiornonies. Picasso, el estilo y la chime-
nea. por Jueves de Excelior (Mexico) Az 24
1944

Aroruxame, Guoravme Iy s, pl99-200 Paris,
Messein, 1925
Poerm, “Pablo Picassa™

—— Les jeunes: Picasso, peintre. 5il La Plume
(Paris) 17:478-83 My 15 1905

Palilo Picasso. Sie (Paris) nol T:(5] My 1917

Les printres cubistes. Qe &), p3l9 Pasa,
Figuiee, 1913 :
Fia Listhe Heview

English ulnhlul-ﬂu'lbt::p‘::‘l‘".n;l . o

E— Y 3
Gkl Awtumn 1720 6l New York, Winenbora.

The cubist paimters. |
194
— Picasso et les papicrs collés. Montjoie
i 14 1913
(Paris) pth Mr 37> o
Regeluted in Cahiers *Art Tood-5 H |

_ See also 76, 88
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141a

152 By ADA, G
61

___ The Picasso exhibition [at Alex. Reid &
Lefevre Galleries, London] 2il Apolle 14:40.2
1931

van. Picasso. 6il Maandblad voor

ek, G-
o Kunsten (Amsterdam) 12:210.17

Reellende
1935

Fony, Anrauie Jenome. Cubists and post-im-
[.ru‘inm'nl“- p67-8,98-101,123  4il
MeClurg, 1919, c1914

Chicago,

Enk, H. S. Sce 76

EmsTiiN, C . Die Kunst des 20, Jahchun.
derts. [2d ed.] p68-87 41il Berlin, Propylien-
Verlag, 1926

—— Pablo Picasso: quelques tableanx de 1923,
13il Documents (Paris) 1:35-47 Ap 1929

—— Picasso. Nene Schweizer Rundschan
(Zurich) 21no4:266-73 1928

Picasso, anlisslich der Ausstellung
Galerie Georgea Petit. 6il Weltkunst
7:1.2 Je 19 1932

— See also 76, 137
Ervann, Pave. A Pablo Picasso. 168p 99il (8

re-Paris, E
1944. (Collection Les grandes peintres par lears

por) Gen tions dea Trois Collines,
amis)
Postry and prose.

—— Donner & voir. p209-13 Paris, Gallimard,
1939
“A Pablo Picasso,” poem,
—— Thorns of thunder; selocted poems. p20
London, Europa Presa & Stanley Nott [n.d.]
"Pablo Pieasso,” poem translated by George Reavy.

= See also 77-9, 88, 171, 535

Extins, Anena. Picasso and John Marin (notes
l'tom my journal) Twice a Year 5-6:288-94
Fall 1940-Summer 1941

I‘E"""'“N- Jacon. The sculptor speaks. pl03-5

E::lvn City, New York, Doubleday, Doran,

ﬁh—“m" ANGEL. Picasso en Barcelona! 3il La
Hoche (Bareelona) 13n0319:16-17 Ja 17 1936

ENARO, Genio y figura de Picasso.
P por México, Imprenta Mundial, 1936

el Bibliography (cong d)
153 Evaxs, Mrraswy, Beginning with pie il
dhay,

Axis no2:3.5 1935
—— Sevalss 2

* 154 Exmmmox AT 291"

64 1911 10 Comers Wouk 3629,

155  Exeosicadn Proasso, Socrenun b
Movervo, 2l Arge Pla m’
s 4 ta (Mexicn)

156 Facus, Finscies. Linvasion eapagnole; Picassa,
Revoe Blanche (Paris) 25:464-5 1901 .
Teprinted in Cablers 4'Art T4 1003

—— Seealso 88

157 Farce, Aoams. [Preface 1o catalog of Picasso
exhibition at B. Weill gallery, Paris) 1902

% Meprinted in Calsiers £'Ary 796 1922

*158] Favnie, Bk Les dessing de Piessso, il
Fenillets d'Art (Paris) no6:267.70 § 1922

* 158a —— Peintore d'sujourd’hui. 5il Cahiers d'Are
1:24-7 1926

159 Fay, Benxann, Portrait de Picasso, 6il Trans-
stlantic Review (Pans) Inot:489.91 11 1924

Feis, FLonesT. See 1

. ]m; Frnxivoez, Jesmino. Prometeo; ensayo sobre
pintura contemporines. 219 il México, Edi
torial Porrus, 1945
“Pieasso y Braque™ p2i-8. “Fieasss™ pT7-108 15

Frryixoez, Lours, See 77

1602 Frenexs, Pavn. Influence de Picasso sur Je décor

moderne. %l Art et Décoration 61:269.78 1932
——— Notes sur Picasso. Le Flambeau (Brussels)
12:288-305 1929

+162 —— Picasso and the human Bgure. 2] XXe
Sidele no5-6:39-40 1939

R. M. Cézanne, Roussean, Picasso.

163 Frsakis, Institute Bulletin 20:624

lil Chicago Art
My 1926

o164 Fraxsem, JANET. One-man group. New Yorker
15:32-7 D 9 1939
Garsnix, Bunuy, Pablo
*165 FrLecimuen, ALMED,
i Picasso; Zeichoungesly ;\qvartlk.i‘mlh. 1902-
= o 1097
ID";hh.-. 1::- I::hl:-'l'h—ﬂhaudld- oSl

203
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___ Yon Monet zu Picasso. [3d ed.] pll0-18

ot gil Miinchen, Delphin-Verlag, 1919
uwast, REcine. Picasso au Salon d'Automne
* 3848 Il‘;'“' 7il Formes et Couleurs (Lausanne)

fro5:185-7 1944

o335 Bat, Maxn. Picasso photographe. 9il Cahiers
d'Art 12n06-7:168-T8 1937
——— See also 77

+ 356 RATNAL, Mavnick. Anthologie de la peinture
en France. p265.74 3il Paris, Editions Mon-

taigne, 1927
English translation: Modern French painters. p138-45 3l
New York, Prentano's, 1928,
—__ Pablo Picasso. 14p 48il Paris, Editions de
I'Effort Moderne [1921]
Also published in a de Juze tfolio edition. The text is
repeinted in Bulletin do st Moderne nol0is-11;
nall nol2:6-7 D 1924-F 1925

—— Les papiers collés de Picasso. 12 il Arts et
Méticrs Graphiques (Paris) nod6:20-33 1935
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