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This exhibition of the art of Pablo Picasso is a joint undertaking of the Art Institute of
Chicago and the Museum of Modern Art in New York. As long ago as 1931 the Museum
of Modern Art had begun work on a Picasso exhibition but for various reasons it had
to be postponed. These disappointments however have proved in the end to be fortun.
ate, for in the past eight years Picasso has produced works which greatly enrich a retro-
spective exhibition. Furthermore, the support and influential sponsorship provided by
the Chicago institution have made possible a more complete exhibition than would have
been undertaken by either musewmn alone.

Any retrospective of the work of so fecund and versatile a genius as Picasso can
lay no claims to completeness even with over three hundred items in its catalog. Those
who may use this book as a survey of his art must make allowances for certain omissions
and certain redundancies which are unavoidable in an exhibition. Fortunately a large
proportion of the European loans were brought to this country before the outbreak of
the war; possibly fifteen other loans from England and France may yet be added in spite
of the war, but a few important loans will probably have to be abandoned. Most of the
u‘uh‘bl’f:h" Eﬂrllpi‘-‘m loans are listed and some are illustrated so that the nrl"g.l-rlﬂf sym-
metry of the exhibition can at least be preserved in this catalog. The most serious dis-
appointment caused by the war is the absence of a large and very important group of
Picasso’s recent sculpture some of which was being cast especially for the show. Even
the photographs of these have been delayed. The exhibition is however the most com-
prehensive presentation of Picasso’s work so far assembled and includes almost all of
his eight or ten capital works.

This publication and in large part the exhibition which it records are the work of
the staff of the Museum of Modern Art, though the Art Institute has rendered valuable

service in giving information and supporting requests for loans. It is hoped that in the

uture the tw ¢ be : ; .
f the two museums may be partners in another im portant exhibition for which the
Chicago staff will be primarily responsible,
ALFng -
h""“-" lf' Bann, i, Director, The Museum of Modern Art
ANIEL Catrox Rich, Director of Fine Arts, The Art Institute of Chicag®
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Frank Crowninshield,

STATEMENT BY PICASSO- 1923

Photograph by Man Hay, shout 1932

The following statement was made in Spanish to Marius de Zayas. Picasso approved
de Zayas' manuseript before it was translated into English and published in The Arts.
New York, May, 1923, under the title Picasso Speaks. It is here reprinted with the kind

permission of Forbes Watson, editor of The Arts (see bibl, item 1).

I can hardly understand the importance given to the word research in
connection with modern painting, In my opinion to search means nothing in
painting. To find, is the thing. Nobody is interested in following a man who,
with his eyes fixed on the ground, spends his life looking for the pocketbook
that fortune should put in his path. The one who finds something no matter
what it might be. even if his intention were not to search for it, at least arouses
our curiosity, if not our admiration.

Among the several sins that I have been accused of committing, none is
more false than the one that I have, as the principal objective in my work, the
spirit of research. When I paint my object is to show what I have found and
not what I am looking for. In art intentions are not sufficient and, as we say
in Spanish: love must be proved by facts and not by reasons. What one does

is what counts and not what one had the intention of doing.

Page ?
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emamButih&thmtalLAmnul
infinite energy, his imagination is in-
uompmhly inven and he has
painted in a variety of ways, not one of
which has been untrue to ‘his mereu-

of his “periods” there is something for
everyone to love, no matter what his
taste. He has often been called the
greatest living artist: he may soon be
the most popular. i

This is the most.eompzehmsivohpgk
on Picasso in English. Here are 217
works of art — paintings, drawings,
- sculpture, theater designs, prints —
painstakingly reproduced with the
relevant facts about them. The editor
has chosen not to write lengthily on
esthetics. or to gossip, or to evangelize.
His running commentary in, italics is
brief, unpretentions and unesoteric; it
" is intended not merely to inform but to
q;mcken the pleasure of the art lover.

For Picasso gives great pleasure.
Those who dislike him do so because
* they associate him only with strange
‘innovation or bewildering obscurity,
| and do not realize the great extent of

~ his powers, He has always been his own
‘perfect antithesis, his own wholesome
mﬂﬂote. The eomplenuea of aca-

o |

Photograph by Man Ray, 1935 :.hmm’l, penetrating mmmmts in-
‘cluded in this volume.

haddinontomeuhamme bibliog-
thin book also mnmm info:u

the end. though. nothing is lost: the red I took away from one place turns up
somewhere else.

It would be very interesting to preserve photographically, not the stages,
but the metamorphoses of a picture. Possibly one might then discover the
path followed by the brain in materializing a dream. But there is one very
odd thing — to notice that basically a picture doesn’t change. that the first
*vision” remains almost intact. in spite of :Jppear:mues. I often ponder
on a light and a dark when I have put them into a picture: I try hard to
break them up by interpolating a color that will ereate a different effect. When
the work is photographed. I note that what I put in to correct my first vision
has disappeared. and that. after all. the photographie image corresponds with
my first vision before the transformation I insisted on.

A picture is not thought out and settled beforehand. While it is being done
it changes as one’s thoughts change. And when it is finished. it still goes on
changing. according to the state of mind of whoever is looking at it. A picture
lives a life like a living ereature, undergoing the changes imposed on us by
our life from day to day. This is natural enough. as the picture lives only
through the man who is looking at it.

At the actual time that I am painting a picture I may think of white and
put down white. But I can’t go on working all the time thinking of white and
puinli:lg it. Colors, like features, follow the l'llil'll,‘:f‘:‘ of the emotions. You've
seen the sketch I did for a picture with all the colors indicated on it. What is
left of them? Certainly the white I thought of and the green I thought of are
there in the picture. but not in the places T intended. nor in the same quanti-
ties. Of course. you can paint pictures by matehing up different parts of them

so that they go quite nicely together. but they’ll lack any kind of drama.

I want to et to t]m stage where nnbmi)' can tell how a pit'tur(- of mine is
done. What’s the point of that? Simply that I want nothing but emotion to be

given off by it.

Work is a necessity for man.
A horse does not go between the shafts of its own accord.

Man invented the alarm clock.
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the end, though, nothing is lost: the red I took away from one place turns up
somewhere else.

It would be very interesting to preserve photographically. not the stages.
but the metamorphoses of a picture. Possibly one might then discover the

path followed by the brain in materializing a dream. But there is one very

odd thing — to notice that basically a picture doesn’t change. that the first

“vision” remains almost intact. in spite of appearances. I often ponder
on a light and a dark when I have put them into a picture: I try hard to
break them up by interpolating a color that will ereate a different effect. When
the work is photographed. I note that what I put in to correct my first vision
has disappeared. and that. after all. the photographic image corresponds with
my first vision before the transformation I insisted on.

A picture is not thought out and settled beforehand. While it is being done
it changes as one’s thoughts change. And when it is finished. it still goes on
changing, according to the state of mind of whoever is looking at it. A picture
lives a life like a living creature, undergoing the changes mmposed on us by
our life from day to day. This is natural enough, as the picture lives only
through the man who is looking at it.

At the actual time that I am painting a pieture I may think of white and
put down white. But I can’t go on working all the time thinking of white and
puinling it. Colors. like features. follow the l']ulllf_',e:i of the emotions. You've
seen the sketch I did for a picture with all the colors indicated on it. What is
left of them? Certainly the white I thought of and the green I thought of are
there in the picture, but not in the places I intended. nor in the same quanti-
ties. Of course. you can paint pictures by matching up different parts of them

so that they go quite nicely together. but they’ll lack any kind of drama.

I want to et to the stage where llt)lmd)' can tell how a picture of mine is
done. What’s the point of that? Simply that I want nothing but emotion to be
e -

Photograph by Man Ray, 1935 given off by it.
Work is a necessity for man.
A horse does not go between the shafts of its own accord.

Man invented the alarm clock.
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suppress the cheaters, to suppress the tricks, to suppress mannerisms, to sup-

i ss 4 hes ings. But com-
press charm, to suppress history, to suppress a heap of other things. By
¢ have a revolution against

BRIEF CHRONOLOGY e ///%'Jﬁ//é(/u

1881: Born Malaga, Spain. The catalog is arranged in approximately

mon sense always gets away with it. Above all, let’

that! The true dictator will always be conquered by the dictatorship of com-

mon sense . . . 31’)(’[ may bi‘, I'I.l)t!

1896 Family moved to Barcelono; studied at Bar- rhmnulogiwl order, E\'L‘r)‘ effort has been

celona and Madreid Academies, :
1896-1901: Early work, Barcelons, Madeid, Paris (1900.  Made to represent the full range and variety

1901). of Picasso’s art but there are certain unavoid-

1901 (late ) -1904 (early ) ¢ “Blue™ period, Paris, Barce- et s .
by fOary) e period, Taris, Bare able omissions, notably among his portraits
lonu. Has lived sinee 1904 in Paris excep

during the summers. and early works, which the artist did not want

1905 “Harlequin”™ period. Seulpture; prints. represented, and in the sculpture of the last

1905 (late )-1906: “Rose™ period, Paris, Gosol.
1907-1908: “Negro™ period.
1909-1912: *Analyt

wded be-

twelve years which could not be in

cause of the European War.

1912:1914: Pasted paper ( papier collé) ; relief construc-
tions in wood.

1913, on: “Synthetic” cubism, a method of composi-
tion which he has vsed with modifications
and together with other styles alinost to the
present time,

1915: Realistie portrait drawings mark first de-
partire from cubist technique. KEY
1917: To Italy for a month with Russian Ballet for Oil pai

1924. other

1gs are on canvas, so far as known, unless

which he made designs unti ise moted,

1918-1925: “Clussic™ style which he continues to use in (dated ) follo

ing a date means that the date appears
print= and drawings almost to the present on the picture,

time. Married (1918); son born (1920 ; In dimensions, height precedes width,

portraits.
I Abbreviations:
1925 1o the present time: Picasso has invented or = e

: hibl.  refers to the numbered bibliography, page 200
adupted a great variety of styles and tech. :

nigues in many media, Much of his work, G refers to the catalogue raisonné of Picasso's

especially sinee 1925, in its [untastic or gro- prints by Bernhard Geiser (hibl 91,

tesque charaeter suggests sympathy with the K. following a date means that the date has been
Surrealists whe have been among his friends given or confirmed by D. H. Kahoweiler.
in recent years. -

¥ P. following a date means that Picasso has con-

1928, on:  Seulpture and constructions, firmed the date.

1937 Guernica mural. ,. refers 1o Pablo Picasso by Christion Zorvos,

(A i'.hmllulugfﬁf i’il‘a:n;:;t_l_:!l:il‘ulli sumner addresses Vol I, cataloging works from 1895 1o 1906

is given on page 197.) (bibl. 231},

page 21
page 20
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Pablo Ruiz Picasso was born on October 25, 1881, in
Malaga on the Mediterranean coast of Spain. His
father, José Ruiz Blasco. was an art teacher who, some
fifteen years after Picasso’s birth, became a professor
at the Barcelona Academy of Fine Arts; his mother
was Maria Picasso. As is customary in Spain Picasso
‘wmm-mwhﬂm—fm dropped Ruiz
entirely from his signature,

Picasso from a very early age showed extraordinary
talent. His father encouraged and guided his studies
until in 1896 he passed the entrance tests for the Bar-
celona Academy, tuking only one day for an examina
tion so difficult that a whole month was ordinarily
allowed for its completion. A few months later he
repeated this prodigious performance at Madrid. But
he soon grew so bored with the sterile atmosphere of
the Madrid Academy that he returned to Barcelona to
set himself up as an independent artist at the age of
sixteen,

At first Picasso painted studies of beggars as Spanish
in their intense sombre realism as a Zurburan or early
Velasquez. His Roses of 1898 (no. 1) is still timid
technically, but the portrait of his sister (no. 2) of the
following year shows a considerable mastery of soft % et
siweeping forms not far removed, except for the silvery ,; o

a9 tone, from the late style of Renoir. Al during this :
i period of rapid development Picasso was drawing

incessuntly, filling sketeh books with notes on the 3. Self Portrait, Madrid, 1900(Z). Conté eravon,

i | street scenes and night life of Barcelona, caricatures 131 x 6 inches. Lent by ). Thannhauser,
and portrait studies, among them the self-portrait in
crayon made during a visit to Madrid (no. 3). It is
significant that among these pre-Paris studies are cer-
tain works which anticipate the concern for human
1. Roses. 1898, Oil, 141} x 163, inches. Lent by the Bignou Gallery. Reproduced Z., pl. 6. suffering and poverty which was to appear so often in

2. The Artist’s Sister. Barcelona, 1899 (P). Oil, 59 x 3914 inches. Lent by the artist. his work during the first five years of the 20th century.

puge 23
page 22
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13. Burial. Paris, 19017 Pencil and i
watercolor, 163 x 1914 inches, Lent
by Walter P. Chrysler, Jr. Appar-
ently related to two sir

in oil, Le Mort, and Evoca

f?im'.li. in Paris in 1901(Z, pl. 24, Toward the end of 1901 Picasso began to use a pervasive blue tone in his paintings — o tone in hurmony with
Pl liey were among Picasso’s the murky and semetimes heavy-handed pathos of his subject matter — poverty-stricken mothers, wan harlots
first efforts at figur : ¥ e
* S fure eomposition in . 3 .

the grand style. This drawing has Aairh: oo e, masic ey bl begeara

also been dated 1901, 15. The Blue Room (Le Tub; Interior with a Bather; Early Morning). Paris, 1901, Oil, 20 x 2415 inches. Lent
1. “Jardin Paris”; design for a post by the Phillips Memorial Gallery, Washington. Represents Picasso’s studio at 130ter, Boulevard 3

Paris, 1901.02 “'I‘m',rf Ilr 4 I,‘:: % rf —_ The poster on the wall is by ToulouseLautree, {Compare Picasso’s own design for a poster, no. 14.) Exhibited

' T R Y A with fourteen other works by Picasso nt the Galerie Berthe Weill, April, 1902, The Blue Room is one of the

199, inches. Lent by Walter I’
Chrysler, Jr.

first Blue Period canvases.

page 19

page 38
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95,

Nude. Cadagues, 19107 04l
dated 1911, but compare «
. 25, state I, dated 1910,

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

AHB

XL

389 x 30

ches, Lent by M

e of the Saint-Matorel etchings,

il e

— e

r. and Mrs, Walter . Arensherg, Also
Mlle. Léonie dans une chaise longue,

page 74

page 75

96, Portrait of Kahnweiler.
Charles B, Goodspeed.
In certain portraits of 1910 Picasso used a more methodical and complex system of

Nude, opposite, or the Figure, no. 94. Henry Kahnweiler was

disintegration than in the
enthusiastic dealer whe from about 1907 to 1914 was one of the chief champions of

cubism. He remains one af its soundest historiuns (see bibl. no. 121 and chronology.

page @L

m'{

Autumn 19100K ). 0il, 3914 x 281 inches. Lent by Mrs.



97, Pierrot (Seated Man: Accordionist),
Solomon R, Guggenheim Foundation, N

Céret, summer 1911 il. -5 35
(Kb 0l 510 x 3515 inches, Lent by the

At Céret in the Pyrenves Picasso and Braque

spent the summpr of 1911 warking
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together almost in

100

98. Girl and Soldier. Paris, spring 1912(K}. 0il, 47 x 33 inches. Lemt by Pierre Loch. Reproduced bibl
228, p. 213.

99, “Ma Jolie” (Woman with a Guitar). Paris, spring 1912(K ). Oil, 39% x25%; inches. Lent by Mareel

Fleischmann, Reproduced bibl, 38, p. 110,

100, L'Arlésienne. Sorgues, summer 1912(K). Also dated 1910 and 1911, Oil, 268%; x21{ inches, Lent by

Walter P. Chrysler, Jr.
In the head may be seen the cubist device of simultaneity -

sume time, in this case the profile and full face. The parency of overlal
Picasso in many later periods, including the recent “double-jaced”™ portraits

showing two aspects of a single object at the

plunes is also characteristic.

These devices have been nsed by
Compare nos, 165, 175, 189, 208, ‘.’lf' 349, \ 6

101, Head of a Man. 1912 Etching, 5% x4 inches (G. 32b). L
193; x 12 inches (G. 33b). Lent by the Weyhe Gallery. Picasso's

ent by Mrs. John D. Rockefeller, Jr.

102, Siill Life with Bottle, 1912. Drypoint,
maost important cubist print.
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108, Portrait with the words “Jaime Eva” 1012
s i A1H 2idated on back), 0§l, 383 < 25 ¢
bias Gallery of Fine Aris, Pocdiisnd Howad Pl L 3831 x 25 inches. Lent by the Colum-
This painting, the drawing, no. 104, the

pusted paper, no. 107, itlust
synthetic cubism, in which the r s

analysis or fragmentation o
quasi-geometrical forms used in free combination with cer,

1912 is comparatively synthetic or subjeetive

transition from analytical to
| natural forms is supplemented by invented
tain vestiges of the original object. Cubism after

as opposed to analyi;, el ]
in simplor compositions with fewer details. dytical or objective, This resulted on the whole

page 80

‘r

page 81

109

109. The Model, 1912(K) or 1913, Oil, 4515 x 3115 inches. Lent by Walter P. Chrysler, Jr.
The enrichment of cubist technique by a variety of simulated textures, a thicker impasto, and the tentative

beginning of a return to color are all apparent in this painting.

5 M ana
110. Head, 191213, Charcoal, 24 x 18%; inches. Lent anonymously, /030
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Cubist interest in textures increases during 191314 in such complex arvangements as this still life and the
oval composition epposite in which a variety of paper and painted surfaces is combined in compositions
of predominantly rectangular shapes. The result is not merely a surfoce enrichment bt an omphasis apon

the sensuous tuctile reality of the surface itself in contrast to puinting in the past which through more or

less realistic methods took the eve and mind past the surface of the canvus to represented objects such as
figures or lundscapes. Yot though it almost eliminated the realistic form of the symbol, cubism did not
do muay with the symbol entirely. The everrecurring guitars, violins, bottles, playing cards, pipes. cigarettes.
and the fragmentary words referring to newspapers, music and be erages constitute o fuirly consistent
“subject matter”™ or iconography. which may have more thun incidental significance as references to “artifi-

?’m]um. Nature of abstruct art, Marxist Quarterly, v, I, 1937,

cinl objects of private manipulation.”

p. 93,

111, Still Life with a Guitar. Paris, spring 1913 (dated on hack). 0l it
Iney Ja

1 pasted paper, 23%; x 2105 inches.
pag (] n

o with Fruit.  Paris, winter 19130K ) |
m of Living Art, New York University,
, New York Univer 1936, pl. 105,

113, Sill Life. 19132 Oil. Colleetion Mr. and Mrs,

)
usted paper and chareoal, 2314 x 1914 jnel

. Lent by the
Reproduced Museum of Living Art, A, F

. Gallatin Col-

Walter €, Arensherg.

page 82

puge B3
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Lent by Philip L. Goodwin.

1920 (dated ). Tempera on wood, 9% x 1275 inclipe”

150, The Rape.

151, Centaur and Woman. September 12, 1920(dated), 773, % 1004 inches, Lent by Gilbert Seldes. In-

scribed: “12-0.20 Pour le minage Seldes son ami Picazso.” The American, Gilbert Seldes, later translated

into English the Lysistrata of Aristophanes for which Picasso made illustrations (no. 270).

137 s

. Two Women by the Sea. September 4, 1920(dated). Pencil, 2915 x 41'; inches, Lent anonymously,
courtesy the Worcester Art Museum.

. Four Classic Figurcs. 1921(dated). Tempera on wood, 4 x 6 inches. Lent anonymously,

April 29, 1921 (dated). Peneil, 915 x 13 inches. Lent by Mre ( harles J. Liebman,

. Women by the Sea,

page 103
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175. Woman. 1922.23, Eiching on zine, 4% x 3 inches; Znd state (G, 99), Lent by the Weyhe Gallery. Made
for the first filty-=ix copies of a book by Zervos, Picasso, Qeuvre, 1920-1926, Parig, Editions Cahiers d'Art,
1926, This copy is no. 40,

Abour 1918 Picasso began to paint cubist piciures in which the curved line dominated the straight. “Curvi-

linear” cubism is well seen in this etching. Contrast the rectilincar Violinist of 1918, no. 140.

176, The Three Bathers, IIL 1922.23. Erching on zine, 7 x 5% inches (G, 108h). Lent by Mrs. John D. Rocke-
feller, Jr.

177. La Coiffure. 1923, Lithograph, 1015 x 614 inches (G. 234), Lent by Jean Goriany.

178, Head of a Young Man. 19237 Black crayon on pink paper, 23 %1715 inches. Lent by the Brooklyn
Museum, I

page 114

_ The Museum of Modern Art, New York, Lillie I, Bliss

179. Woman in: White. 1923. Oil, 39 x 31'% inches
Coll

Ton,
Picasso’s ability to breathe new life and charm into a style so exhausted by overuse as the neo-classic is dem-

onsteated by the Woman in White.

Fage 115
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200, Guitar, 1926(P), Canvas with string, pasted paper, oil paint, and cloth fixed with'two inch nails, points

3814 x 5114 inches, Lent by the artist.

201, Guitar. 1926(P), Panel with string, bamboo and cloth applicd with tacks: 51% x 3844 inches, Lemt hy

These two compositions recall the radical experimentation with a variety of unconcentional materials in the
cubist collages and relief constructions of 191314 (ne. 115). The year 1926 was in several ways a time of re-
newed experiment.

202. Interior. 1926, Lithograph, 8% x 103 inches (G. 241). Lent by Mrs. John D). Rockefeller, Jr

203. Reading. 1926, Lithograph, 124 x 91} inches (G. 242). Lent by Mrs. John D. Rockefeller, Jr.

204, The Painter and His Model. 1926 (dated ). Ink, 1174 x 143} inches. Lent anonymously. Study for the illus
trations of Balzac's Le Chef-d'Ocuvre Inconnu.

ting. 1927, Eiching, 7% x 113§ inches (G. 126). Hluste n for Balzac, Le
Chefd'Ocuvre Inconnu. Paris, Vollard, 1931, Mustrated with 13 etchings and 121 wood engravings, after -//‘(-

drawings, by Picasso ((;. 123.35), Lent by Mrs, Lloyd Bruce Wescott,The nhsuufﬂvmﬂrrmﬂ?ﬂ/p
ing deseribed-in_Balzac's story-and shown-in-the ctching is noteworthy,

205. Painter with a Model

205a. Wood engravings after ink drawings of 1926, [lustrations for Balzae, Le Chel-d'Ocuvre Inconnu. (See
no, 205.) Picasso filled a sketch book with scores of similar designs of dots and connecting lines, some -
apparently abstract, others representing violing, guitars, tables and figures. *
A
206, The Nude Model. 1927, Etching, 11 x
Chicago.

inches; 2nd state (G, 119, I1). Collection the Art Tnst

am arlit acra omad A awA pae 19 page 134

’
o ' £ ! ’F T
/&u " anlanfon ce A rtannan 4 lews X”v{ﬁ Siags )

\,//
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207. Scated Woman. 1926-27(dated on back ). Oil, 5144 x 3814 inches. Collection the Museum of Modern Art,

New Yoark.

|
¥
208. Woman in an Armchair, Junuary 1927(dated on back). Oil, 513 x 3814 inches. Lent by the artist.

! . —
Early in 1927 Picasso was developing the munner first announced by the left hand figure of the Three

{
Dancers, of 1925 (no. 190).

page | 32 page 113
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I 232

232. Acrobat. January 18, 1930(dated on back). 0l §

37 x 513 i
= T - i Y inches. L. > .
Compare the Swimming Woman of November 1929, no, 235 ent by the artist.

page 148

puge 149 r
a f LS G =" T
T i P I N
A frrstan ! Cotinr? =y

" o i rPey

233, Crucifixion. February 7, 1930(dated on back).
= il on wood, 20 x 26 inches. Lent by the artist.
Prabably Picassa's first painting of o biblical subject
since 1904 (compare also no. 13 -’)r’}:ur studies for this
picture see bibl, Jl:. plates 124 r'l. Sce also the related
studies for a crucifixion “after Griiney uld” done in Sep-

tember-October 1932 (bibl, 34, pp. -i“'-*'-’-’efl-

234, Projeet for  Monument (Métmorphose). Feb-
ruary 19, 1930(dated). Oil on wood, 26x 19%
inches, Lent by Walter I Chrysler, Ir.

Kaohnweilor says that Picasso had in mind at this time

colossal monuments in reinforced concrete to be built

on mountains overlooking the Riviera,

5 X i €] A
=il 3

i

-

]

A

A




249, Scated Woman, 1932, 0il o
250. Woman Sleeping. il, 393 x 32

tching, 41§ x3% inches, Le
hed by 5, W, Hayter in |

25).. Figures. 19327 E
various artists p
of cert:
exee
19327 Etching printed in
Lent by the Weyhe Gallery, Design is VETY sir
253. Bathers and Diver. 19327 |y,

Lent by the Weyhe Gallery,
254. Three Women by the Seq,

Compare with the Women by the Sea of |
255, Two Women on the Beach, F

the artist.

thing printed in
Same plate as po

Yaris, January |

Tod, 2014 x 205

= done toward the end of 1932 (hil

November 25, 1932
923, no. 180,

%:C &u%é A’MHZ{/J;Qéa vsk)

N.
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inches. Lent by Lee A, Ault.

inches, Lent by J. Thannhauser,

nt by the Weyhe (

sullery. One of a set of six plates by
937 and sol

; AT . atyle
ld for Spanish relief. The design is in the |l-‘|l:
L. 138, pl. 5, 6). but the etehing may have bee

b

- . % inches.
lack ink on collage of colored papers, 514 x 47 inch
i

2
lar in style 1o the painting, no. 254, of December 1932,
white ink on collage o

f colored papers, 5% x 445 inches.
. 252

{dated on back). 0j], 32 + 393 inches. Lent by the artist.

1, 1933 (dated on back), Oil, 287 x 361, inches. Lent by

Iva 4 / Z 4 e e hlon,

/435

ﬂ..? p—

e

—
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260

260.

261.

263,

pictorial interest. {See nos. 10,

Seulptor and His Statue, Cannes, July 20,
1933 (dated ). Gouache, 15% x 19%% inches,
Lent anonymuously,

On the Beach. Cannes, July 11, 1933
(duted). Watercolor and ink, 15%; x 193
inches. Lent by Dr. and Mrs. Allan Roos,
One of the most surrealist of Picasso’s long
series of 1933 gouaches and drawings (nos.
258, 260, 261).

2. Circus (Acrobats). Paris, February 6, 1933

(dated on back). Oil, 18% x 147 inches.
Lent by the artist.

Bull Fight. Boisgeloup, July 27, 1934
(dated). Oil, 193 x 253 ine
the Phillips Memorial Gallery,

8. Lent by

ashington.

The Bull Fight as a subject for painting had in-
terested Picasso briefly in 1900 and again shortly
after the war of 1914-18, but during the past fou
years he has used it again and again apparontly

for its symbolic significance as well as for its

74, and the

Guernicn mural with its numerous studies, no.

280 and following.) -

C >¢
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268

1934, Oil, about 9x12
ian Zervos,

o
4
:f
g
= 8
e
24
o
L=
=g
= g
g
=
L]

269

39, following

strated in bibl, 3

Drawing. Pa

267. Bull Fight
268. Interior wi
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Page 169

Tllusteation for Aristophanes, L aln, 1 new

tions Club, 1934, Mustrated with 6 etchings and

270, Myrrhina and Kinesins, 1934, Etching, 835 x6 1
des. New York, Limited E

o. Lent by George Macy.,

version by Gilbe
33 drawings by Pic

271. Swdy for Lysistrata illustrations. Paris, January 4, 1934( dated ). Ink and wash, 935 x 131 inches,
Lent by the Museum of Living Art, New York University.

lustration (see no, 2700, 1934, 814 x 53 inches. Collection the Musenm

272. Copper plate for Lysis
of Modern Art, New York, gift of J. B. Neumann,

273, Minotauromachy, 1935, Etching, 19} x 2714 inches, Lent by Henry P. Mellhenny.

Probably Picasso's most important print.

274, Dreams and Lies of Franco (Suefio y Mentira de Franco). January 8, 1937, Etching and aquatint,

27
1214 x 16%; inches: 2nd state. Lent by 1. B, Neumann, Plate contains nine designs.

975. Dreams and Lies of Franco (Suefio y Mentira de Franco). Junuary 9.June 7. 1937, Etching and aqua-
ont by J. B, Neumann, Plate contains nine desi

th during the painting of the Guernica mural, no.

\ B, 9, were etched on 280, See illus-

wn on page 171,

These two plates were published together with a Jucsimile of o prose poem by Picasso, part of which is
together with an
rately in postcurd format andd sold for the bemefit of th

reproduced on the following puge English transation of the whole, The cighteen de-

signs were subsequently printed sepa

Republican Government.

¢ Spanish I .4
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May 9
= = ok Bt . May 11
294 omposition study. Pencil on white paper, 2 i
914 x 1774 inches, L 302 Bull. Peneil an white paper, 915 x 1734 inches
May 13
205. Woman with dead chilil on ladder. Peneil
-+ G Sein, 119 2O tothen eneil on 303, \\ulu.lm with dead child. Color erayon and
. 1 2 8 peneil on white paper, 944 x 173 inches
296, Woman with dead child. Ink on white paper, 4. Hewl. Pencil and color crayon on white
915 x 177 inches paper, 175 x 915 inches d
May 10 05, Hand with broken sword, Peneil on white
20790 Stadies for the horse,  Peneil an white paper, paper, 912 < 1755 inches
x 177 inches
May 20
9. Horse. Pencil and color reayon on white 106, Horse's head. Peneil on gray paper, 9% x 11%
paper, 914 x 1774 inches inelies
300, Bull's hewl.  Pencil on white paper, | x 0! 107, Horse's head, Penell on white paper, 91 x
inve e 111 inehea
] ehilid. Color crayon amd Studies Tor bull's head, Pencll on grav tinted

paper, 5 x| inrhe paper, 914 x 1104 inchies

288
3
| 281340, STUDIES FOR GUERNICA. Some of the 288 Horse's head. Ol st camvs
i later items were done after the completion of the inches
mural and are therefore in the nature of podseripis
| : b & head. Penei "
| May 1 = |
H1BL. Composition studies. Pencil on blue paper,
By x 10%, inches Early May
N 3L Horse and Bull. Penecil on tan paper .
285, Seudy for the horse.  Peneil on blue paper, 0, 1 inches
x 1014 Inches. '
286, Composition study. Pencil on gesso, 210 s Wy
254 inches, ML Lomposition study.  Prneil an white paper, %'
ul s
May 2
. Swidyborthehorve—Pemelt 56 Wlie paper, T 291, Honse snd weman with dead child Pemeil o8

white paper, 91, 1 177, inches



310. Head. Pencil and gouache on white paper,
1134 x 914 inches.

May 24
311-13. Heads. Pencil and gousche on white paper,
1116 x 914 inches.
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May 27

Head. Pencil on gray paper, 914 x 1116 inches.
Man, Pencil and gouache on white paper, 914
x 1134 inches.

May 28

Woman with dead child. Pencil, ink and gou-
ache on gray paper, 934 x 1114 inches.

7. Woman with dead child.  Pencil, color erayon

and oil on white paper, 914 x 1114 inches.

Weeping head. Pencil, color erayon and gou-
ache on white paper, 914 x 1114 inches,
May 31

. Head. Peneil, color crayon and gouache on
white paper, 914 x 113 inches.

June 3
. Weeping heads. Pencil and color erayon on
white paper, 914 x 1114 inches.

. Head and horse’s hoofs. Pencil and gouache

on white paper, 91 x 11%% inches,

June 4 A ’j

. Heads' Pencil and gounache on white paper,
914 x 1114 inches.
June 8

. Heads. Pencil and eolor erayon on white
paper;, 1114 x 914 inches.
June 13

. Head. Pencil and color erayon on white pa-
per, 1114 x 914 inches,
June 15

. Weeping Head. Pencil and oil on canvas, 213§
x 1814 inches.
June 21

. Weeping head. Oil on canvas, 21% x18'§
inches,
June 22

. Woman. Pencil and oil on eanvas, 213 x 1815
inches,

Weeping head. Pencil and gouache on card-
board, 435 314 inches.

July 2

Weeping Woman, Etching and aquatint, 27%4
x 1914 inches, First state, no. 6/15.

- Weeping Woman, Fiching and aquating, 2714
x 1914 inches. Second state, no, 4/15.

poge ITE

July 4
Weeping head. Ink on white paper, 10 x 63
inches.

July 6

336. Weeping head. Ink on 1an paper, x4ty

inches.

September 26

. Composition study. Oil on canvas, 0 x 314

Page IT9

inches,

Oetober 12

5. Head

Pencil anid ink on white paper, 35% x

23 inches.

Octaber 13

Head.
inches.

Ink and oil on canvas, 213 x18';

October 17

340, Head.

(il on canvas, 3614 x 28%; inches.




. BALLETS AND BOOKS
3

Ballets i wheokd Prvasso

Picasso was active as a designer for the ballet
from early in 1917 until 1924. No effort has
been made to bring together all his ballet de-
signs in this exhibition but some half dozen
original picces are included. These are supple-

d by reproductions, posters, programs
illustrated by Picasso, and also by numerous
original drawings of ballet dancers and of
Sergei Diaghilev, the great impresario of the
Russian Ballet (sce nos. 130, 132, 137, 194, 195,
196, 197 ). All the ballets listed were originally
produced by Diaghiley except Mercure. The
following data have been prepared by Paul

Magriel, special librarian in charge of the
American Dance Archives,

PARADE

Ballet in one act. Book: Jean Coctean, Music: Eric
Satie. Choreography: Léonide Massine. Curtain, scen-
ory and eostumes: Pablo Picasso. First produced: Thé-
iitre du Chirelet, Paris, May 18, 1917,

The design for the Chinese Conjurer’s costume, 1worn
by Massine in the original production, is the gouache
in this exhibition, no. 129, illustrated.

LE TRICORNE

Ballot in one act. Book: Martinez Sierra. Music: Man.
uel de Falla, Choreography: Léonide Massine. Scenery
and costumes: Pablo Picasso. First produced: Alham-
bra Theatre, London, July 22, 1919,

An oil study for the curtain is included in this exhibi-
tion, na. 135; the gouaches nos. 134, 136 are possibly
costume studies. A porifolio of color reproductions of
designs for Le Tricorne, Paris. Paul Rosenberg, 1920,
is also ineluded.

PULCINELLA

Ballet in one act. Musie: Tgor Stravinsky (after Per-
golesi). Choreography : Léonide Massine. Curtain, scen-
ery and costumes: Pablo Picasso. First produced: Thé-
fitre National de I'Opéra, Paris, May 15, 1920,
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Costume designs, possibly for Puleinellu, are included
in thix exhibition, nos, 133 and 137,

CUADRO FLAMENCO

Suite of Andalusian dances. Folk music arranged by
Manuel de Falla, Seenery and costumes: Pablo Picasso,
made at the house of Jove, Paris, under the direction
of Mme, Bongard. First produced: Paris, Théitee de ln
Gaité-Lyrique, May 22, 1921,

A section of the scenery representing a theatre box is
included in the exhibition, no. 138, illustrated.

MERCURE

Poses plastiques. Choreography: Léonide Massine. Mu.
sie: Frie Satie, Scenery and Costumes: Pablo Picasso,
First produced: Paris, June 15, 1924: Soirées de Paris,
for Comte Etienne de Beaumont.

LE TRAIN BLEU

Ballet in one act. Book: Jean Coctean. Music: Darius
Milhand. Scenery: H. Laurens. Costumes: Chanel. Cur-
tain: Pablo Picasso, Choreography: Bromia Nijinsky.
First produced: Théitre des Champs-Elysées, Paris,
June 20, 1924,

The curtain was an enlargement of the gouache, The
Race, 1922, reproduced in color in the frontispicce,

na. 167.

PBooks ctbecstvated //;/ i

Strictly speaking, a book should not be called
illustrated unless the artist's contribution has
been made with reference to the literary sub-
jeet matter. In this sense, only a few volumes
in this exhibition are “illustrated” ; but two of
them — Balzac's Le chef-d’oeuvre inconnu and
Ovid's Les métamorphoses — rank among the
finest works in the entire history of book illus-
tration. It will be seen, however, that many of
the volumes here listed comprise verse or
prose by Picasso’s friends to whom he has
obligingly presented a print or drawing.
Many paintings and drawings by Picasso are
reproduced in ballet programs. M. W.
1905 SALMON, André. Poiémes, Paris, Vers et Prose.
10(?) copics on Jupan and Holland paper contain

1 drypoint, G. 6.

W N papels?

1911 JACOB, Max. Saint-Matorel. Paris, Kahnweiler.
Contains 4 etchings. G. 23.26, (Catalog no, 93,)

1913 APOLLINAIRE, Guillaume. Aleoole. Paric, Mer.
cure de France. Contains reproduction of | port.
rait drawing of the author,

JACOB, Max. Le siége de Jerusalem. Paris, Kahn-
weiler. Contains 3 etchings and deypoings. G. 35
37. (Catalog ne, 121.)

1917 JACOB, Max. Le phanérogame. Paris, published
by the suthor, 20 copies on old Japan contain |

zine etching. G, 55,

JACOB, Max. Le cornet i dés. Paris, published by

the author. Contains | burin engraving. . 54,

JACOB, Max. La défense de Tartuffe. Paris, Soci.
éré Littéraire de France. 14 copies contain 1 burin

engraving, G, 54,

1919 SALMON, André. Le manuscrit trouvé dans un
chapeau. Paris, Société Litéraire de France. Con-

tains reproductions of 38 drawings.

VALERY, Paul. La jeune parque. Paris, NRF.
525 copies contain 1 portrait transfer-lithograph

by Picasso. ;. 224,

SALMON, Andeé, Peindre. Paris, La Siréne. Con-
tains reproduction of | portrait drawing of the

author.

1922 REVERDY, Pierre. Cravates de chanvre. Paris,
Nord-Sud. 132 copies on Japan and Holland paper

contain 3 etchings. G, 63:65.

BRETON, André. Clair de terre. Paris, published
by the author. 40 large-paper copies contain an
original drypoint portrait etching of the author,

the others a reproduction, G, 110,

BOOKS AND PRINTS

1925 RADIGUET, Raymond, Les joues en few. Paris.

Contains reproduction of 1 portrait drawing of
the author, G, 223.

1926 GEORGE, Waldemar. Picasso dessins. Paris, Qua-

tre Chemins, 100 copies on Arches contain 1 lith
ograph. (. 240,

1930 STEIN, Gertrude, Dix portraits. Paris, La Mon-
taigne. 100 copies on large-paper contain repro-
ductions of drawings by Pieasso (3) : Tehelitehew

(1) 2 Bérard (215 Tonny (2); Berman (2],

1931 OVID. Les métamorphoses, Lansunne, Skira, Con
tains 30 eichings, G. 143-72. (See no. 226 for re-
production. )

1931 BALZAC,

Paris, Vollard. Contains 13 etehings and 124 wood-

Honoré. Le chel-d'ocuvre inconnu.
engravings by Aubert, alter drawings by Picasso.
(5, 12335, (See nos. 205 and 206 for reproduc-

tions, )

1934 LEVINSON, André, Serge Lifar. Paris, Grusset

Contains 1 drawing.

1934 ARISTOPHANES. Lysistrata, a new version by
Gilbert Seldes. New York, Limited Editions Club.
Contains 6 etchings and reproductions of 33 draw-

ings by Pirawo. (See no, 270 for reproduction.)

436 ELUARD, Paul, Les yeux lertiles. Paric, G.LM
Contains 5 drawings, including a portrait of the
author. 10 copies on Imperial Japan contain |

etehing.

. 75’4!4 J/'y . W/}-,,«_,_,;
v e ¢ r/F’/X/Z'; 7

Catalog nos: 26, 33, 34, 35, 36, 37, 38, 39, 40, 41, 42, 43,
b, 45, 46, 75,
177, 198

239, 251, 2
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A mumber in parenthesss following an item indicates that it is inctuded in this exhibition, and a star * that
it is illustrated in this catalog. The list may not be complete, Prints are not included, D. M.
Burraro, New York. Busearo Fise Aurs Acaoemy, Avaeicur Ant G

La Toilette, 1905, Oil, 53914 x 3914 inches (no.

Cammminey, Massacuuserrs, Fose Anr Mussum, Hanvano UNiveRsiTy
Standing Nude Man. 1904, Ink (on hack of next i
Mother and Child. 1904, Crayon, 13% x 1044 inches (no. *23)
Buthers, 1918, Peneil, 915 x 121} inches (no. *142)
Philosopher. 19187 Pencil, 133 x 104 inches (no. 143)
Picrrot. Pencil, 34 x 2215 inches
Reclining Bather. 1923, Drawing, 101} x 133} inches

Cricaco, Anr Institute oF CHicaco
On the Upper Deck. 1901, Oil, 1514 x 241{ inches (no. *9)
The 01d Guitarist. 1903, Oil on panel, 473 x 32%% inches (no. *20)
Au Cabaret. Crayon, 475 x 814 inches
Girl and Man,  Ink, 95 x 125§ inches
Nude Man. Pencil, 12 <8 inches
19067 Ink, 227; x 13}4 inches (no. *63)

1916, Gouneche, 535 x 45 inches

Peasants from Andorra.

Musical Instruments,

Cricaco, Ants Cuun oF GHICAGD

Heat of Woman, 1923, Red chalk, 2314 x 1714 inches

Creverano, Omto, CLeverans MuUsers oF ART

Standing Nude. 1905, Gouache, 2514 x 1914 inches (no. *61)

Covvamaus, Omo. Coumsus Gatteny ofF FiNe Arrs

The Appetizer. 1901, Watercolor, 17 x 1314 inches
1903-04. Gounche, 2314 x 1814 inches
Portrait with words “Jaime Eva.” 1912, Oil, 38 x 25 inches (no, * ]I.'If:’l
Still Life. 1915, Oil, 25 x 314 inches /
Abstraction. 1916, Watercolor, 1734 x 131 inches

Boy with Canle.

Divwors, MicHican. Dernoir Instirure oF Fise Anrs
Portrait of E. Forert. Charcoul

Hawreonn, Coxxecriovr. WAoswontH ATHENEUM
Standing Nude. 1922, 0il on wood, 70 x 515 inches (no. *169)

Two Bullet Dancers Resting. 1925, Ink, 1314 x 93, inches (no. 196)

Hoxorury, Hawan, Acapemy oF Axrs

Pierror. 1927, Oil, 22 x 18 inches

Los Awcrues, Cavirornia, Los Anceres Museum
Figure. 1912413, Charcoal and ink?
Womun at Mirror. 1934, Watercolor

puge 19

WORKS IN AMERICA

Merton, PENNSYLYANIA, Banses Fousnation
Girl with Cigarette.
The Baby. 1901, 0il
Peasants (Composition). 1905, 0il
Acrobats, 1905, 0jl
Sill Life. 19157 0il

1901. 01

New Yore, Muskusr or Livine Awr, New Yok Usivensiry

Self Portrait. 1906, Oil, 36 x 28 inches (no. "661
Composition study for Les Dep
(no, *70)

lles d' Avignon. 1907 Waterrolor, 6% x 8%, inches

Bowls and Jug. 1908, 0il, 32 x 2514 inches (no. *79)
1911, 0il, 2214 x I8 inches
Drawing. 1912, Charcoal, 18 x 23 inches

Sull Life with Frui,

Guitar and Bottle,

Pipe and Violin,

1913, Pasted paper and charcoal, 253 x 1914 inches (no, 112)
1913, Peneil, 12 x 153 inches

Composition. 1914, Watercolor and peneil, 12 x 114 inches

Sull Life. 1914, 0il, 12x 1614 inches

Glass of Absinthe,
Open Window.

1914, Painted bronze, 82} inches high (no. *119)
1919, Watercolor, 1314 x 83, inches
1921, Oil, 80 x 74 inches (no. *165)

1922, Oil, 614 x 814 inches

1923, Oil, 32 x 2914
1924, Gomté eruyon with oill wash, 914 % 63{ inches (no. 183)
1926, Ink and pastel, 121} x 182
1928, Oil, 914 x 614

Three Musicians.
Composition,
Still Life.
Still Life.

Composition.

inches

inches
Dinard. inehes

Study for Lysistratu illustrations. 1934, Tnk, 914 x

New Yok, Museum or Mooeny Akt
La Coiffure.

Hereules. 19057 Ink, 67 x 414 inches

1905, Oil, 6874 x 391, inches (no. 51)
Les Demoiselles d"Avignon. 190607, Oil, 96 x 92 inches (no. *71)
_|'|_1'ﬂl]. 1909, Go e, 24 % 18 inches (no
Man with a Hat.
Green Still Life.
Seated Woman. 19185,
.\\ oman in Wh 1923, Oil, 39 x 3105 i
Four Ballet Ds

Guitar and Fruit.

1913. Papier collé, charcoal, ink, 2415 x 1815 inches (no
1914. Oil, 234 x 311, inches (no. 1200
Gouache, 515 x 414
s (oo, *139)
e, | Ink, 1314 x 10 inches (no. "195)

1924% O
1926-27. Oil, 51% x 3814 i

28. 0il, 59 x 91 inches (no. *212}

511 x 38V, inches
Seated Woman. es (no. *208
The Swudio. 192

Girl before a Mirror, 1932, 0il, 633 x51'4 inches (no. *246)

New Yons. Brookuys Museum

Head of a Young Man, 19232 Crayon, 241s x 184, inches (no. 178}

New Youk. Soromon R. Guecenaein Fouspation
1008, Oil, 253; x 2814 inches

d Man). 1911, 0il, 5114 x 35} inches (no. *97)
Landscape, Céret. 1914, Oil, 2

1914, Oil, 25 x 1915 inches

Fruit Bowl.

Pierrot (5
x 193] inches

Musiciun.




1926
1927
1928
1929
1930
1931
1932
1933
1934

1935
1936
1937
1938

1939

but lives at 23 rue In Béétie . . . . .

23 rue la Biétie
" u “ |
takes studio, 7

rue de

WHERE PICASSO HAS
PARIS ADDRESSES

Grands Augusting,
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LIVED
SUMMER VACATIONS AND OTHER EX

URSIONS
Juan les Pins,

Cannes,

Dinard,

“

Juan les Pins.
buys Chiteau du Boisgeloup at Gisors (Eure),
Cannes, Barcelona

Boisgeloup, San Sebastion, Madrid, Toledo, Escorial,

Barcelona,

Boisgeloup.
Mougins (AM.).

Antibes. October, near Bordeaux.

—p———

Getictooni r/ Dreocvssos word

Reprinted from Bazin (bibl 24), with additions und
corrections
1897 Bancerona, Reviewed by Cadalo, bibl 37

1901 Pams, Ambroise Vollard Gallery, With Tturri

Reviewed by Fagus, bibl 78

1902 Pams, B. Weill Gallery. Catalog preface by Farge,
bibl 79

1902 Pamis, Ambroise Vollard Gallery
1909 Pamis, Ambroise Vollard Gallery

1911 New Yonk, Photo-Secession Gallery.
face by De Zayus, bibl 67

1912 Ban

1912 Corocxe, special room in the Sonderbund exhibi-

atalog pre-

oA, Dalmau Gal

tion
1912 Loxoon, Stafford Gallery
1913 Beruix, e Galerie

1913 Benrtan, 5
1913 Covroc?
1913 Muxici, Moderne Galerie Thannhauser
1914 Bexux, Neue Galerie

1914 1) N,
1914 Municu, Caspari Gallery
1914-15 New Youx, Photo-5
1919 Pants, Galerie de 'Effort Moderne (Léone:

Rosenberg)
1919 Pams, Paul Rosenberg Gallery
1920 Pams, Puul Rosenberg Gallery

1920 Rome, Valorl Plastici Gallery

ion Galerie

Rheinische Kunstsalon

Richter Gallery

ssion Gallery

1921 Lonvos, Leivester Galleries, Catalog, bibl 125
1921 Pans, Paul Rosenberg Gallery

1922 Musics, Moderne Galerie Thannhauser

1923 C: Arts Drawings. Catalog, bibl 17

1923 Pracue; Art Society
1924 Paws, Paul Rosenberg Gallery
1926 Pamis, Paul Rosenberg Gallery

1927 Alfred Flechtheim, Catalog, hibl

Braan, Gale

84

1927 Paus, Paul Rosenberg Gallery

1928 Cuicaco, Arts Club. Drawings. Catalog, bibl 16

1928 Pams, Galerie Pierre

1930 Cricaco, Arts Club, Catalog, bibl 18

1930 New York, John Becker Gallery. Drawings and
gouaches, Catalog, hibl 25

1930 New York, Reinhardt Gallery. W ith
log, bibl 177

1930 Pams, M. G. Aron Gallery

1931 Campmioce, Mass. Harvard Society for Contem:

porary Art. Catalog, bibl 111

poge 159

Derain. Cata- {\

EXHIBITIONS
1931 Lonoon, Alex. Reid & Lefevre, Ltd. Catalog, hibl

176
1931 New Youk, Demorte, Ine.
1931 New Yok, Marie Harriman Gallery, Ovid illus-

Trations
1931 New Youk, Valentine Gallery. Catalog, bibl 211

1931 Pams, Percier Gallery

1931 Pams, Paul Rosenberg Gallery
1931 Campmnce, Massacuuserrs, Harvard Society for
Contemporary Art. Catalog, bibl 111

1932 Cammm MassaoHUSE Harvard Society for

Contemporary  Art. Ovid illustrations, Catalog,
bibl 110
1932 Haxxover, Kestner-Gesellschaft,. With Schlem-

mer. Catalog, bibl 10

1932 Municu, Das Graphische Kabinett. Ovid illustra-
tions

1932 Pamts, Georges Petit Gallery. Catalog, bibl 154

1932 Zumicn, Kunsthaus. Catalog, bibl
1933 New Youk, Valentine Gallery. Camlog, hibl 212

1934 Hanrronn,

Coxx., Wadsworth Atheneum. Catalog,

bibl 109
1935 Pams, [ r Gallery, Papicrs collés 1912-1914.
Catalog, bibl 160
1936 Lospox, Zwemmer Gall
Nuevis, Cat bibl 9
giann & Co., Cat bibl 197
1936 Pams, Cabiders d"Art Gallery. Sculprure
1936 Panis, Renou & Colle Gallery
P , Paul Rosenberg Gallery. Catalog 1

1937 Cuncaco, Arts Club

1937 Lonoox, Zwemmer Gallery. Catalog, bibl 238
1937 New Yoak, Jacques Seligmann & Co, Cat bibl 198
1937 New Yorg, Valentine Gallery. Catslog, bibl 213
Catalog, bibl 153

With

1937 Pams, Kate Perls Gallery
1938 Bostox, Museum of Modern Art Matisse
Catalog, bibl 33

and colluges

1938 Loxpox, London Gallery. Drawing

1938 Lonpon, New Burlington Calleries, Guernica

1938 New Youk, Valentine Gallery. Catalog, bibl 214

1939 Chrcaco, Arts Club, Drawings

1939 Loxpos, Rosenberg & Helft Gallery. Catalog, bibl
183

1939 Losvox, London Gallery. Catalog in bibl 129

endnhl Art Galleries. Guernica

1939 Los ANGELES,
( 930 New Youk, Valentine Gallery, Guernica

New Youk, Westermann Gallery, Prints

7 193
1939 New Yonk, Perls Galleries. Catalog, bibl 152

| 1939 Pams, Paul Rosenberg Gallery. Catalog, bibl 184

| 1939 New Yourk, Museum of Modern Art

1940 Cuicaco, Art Institute




Byt

This bibliography is based on those of Bazin (24),
‘Grohmann (104), Torre (87) and Scheiwiller (232).
The work of these bibliographers has been edited to
limi ies due to the dupli entry of
translations snd reprints, and many minor references
listed by them have been omitted. A great deal of new
materinl has been added, and the bibliography has been
braught up to date, Every refecence, with the exception
of the six marked t, has boen checked with the original.

The g is alphabetical, under the author’s
name wherever possible, Catalogs of exhibitions in pub-
lie museums are listed under the name of the city where
the museum is located, while private exhibition gal:

leries are listed under the name of the gallery.

The bibli hical form is modelled upon that used
by the Art Index. Special thanks are due to Miss Sarah
St John, Editor of the Art Index, for criticizing and
proofreading the ipt.

Ansneviarions, Ap April, Ag August, eol color(ed),

B December, ed editor, -ion, F February, il illustro-
tion(s), Ja January, Je June, JI July, Mr March, My
May. N November, no number, ns new series, O Octo-
ber, p pagels), pseud pseudonym, 5 September. * in
the Museum of Modern Art Library. t not seen by the

but listed | of its inclusion in a relin-

ble bibliography.

Samree Extny for magazine article. Guanam, 1. D.
Primitive art and Picasso. 8il Magazine of Art 30:236.9
Ap 1937,

Exrranamion. An article by J. D. Graham, entitled
“Primitive Art and Picasso,” containing 8 illustrations,
will be found in the Magazine of Art, volume 30, pages
236 ro 239 inclusive, the April, 1937 issue.

BeaumonT NEwnaLL

STATEMENTS BY PICASSO
* 1 Picasso seeaks, The Arts 3:315-26 My 1923

Farbes Watsan, former edltar of The Arts states (1909) that
s Do Zay
museript belare its tran
s reprinied n Ples
tatemienty, New York, Los Angeles, Armitage, 1934, p
A French versisn, with additional puragraphs dealing

Flarenl Fels, Propes d'setistes, Paris, Renaivance du Livre,
1925, p 135-85. Cerman tramslstions see ts be (sund in Wali
Kunat ne 16 1930, snd in Paul Westhnim, Kinstlerhakentnisye,
Beslin, Propslies-Verlag, 1925, p 1487, A Coech wersion is
In Valué Smiry 24 1025.28.

Reprinted in this volume, page 9
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2 [Lermen ox anr] Ogoniok (Moscow) no20 My 16
1926

Published without Gndiestion of souree. Pieasso says (1939)
that the letter . It ha
x Tollawin, che Kunst und Dekor.
. ation 5827700 1926 Creative Art 6:383-3 Jo 19301 Plesuns,
2 stmtements, New York, Los Angeles, Armitage, 1936,

. p23-49; Ewrope, an American Monthly F 1936,

* 3 Convensation avec Proasso. Cahiers d'Art 10:173-
8 1935
L English vramslation in M. Evans, ed, The puintec’s objeet,
Londan, Hewe, 1037, pll-i. Spanish translstisn in Gacets
de Arte (Teuerife) ne 0037 10:13 Mr 1936,
Reprinted in this volume, page 13

POETRY BY PICASSO

* 4 Casenes p'Anrr 10:185.91, 225-38 1935
Cemmentary by André Breton and J. Sabariés. Twe of these
peemy are veprinted in Gacela de Arte (Tenerife) ns o
19 1906,

4a Cantens D'ART 13n03-10:156-7 1938

Facsimile af & mamuseripl.

ib Contesporary Poerry axp Prose (Loxpoxn) Ine
45 Ag-S 1936
“Picasss Posmns Niniber.' 6 poams tr d by George
Reavy.
* 5 Loxvoxy Buiieriy no 15-16 My 15 1939
With Eglish tramlation.
1y ¥ MENTIRA pE Fraxco. [Paris] 1937
Faedimils of manuseript, Spanish transeription, French

Lation, Publishad in feliv with proofs of the stehings. English
tramslation inseried

LITERATURE ON PICASSO

* 7 Ansorr, Jenk. An absteact painting by Picasso [La
tabile, 1920] 5il Bulletin of the Smith College
Musewm of Art no 14:1.6 My 1933

ov, Ivax Avegsaxorovics, Picasso i okrest-
il Moscow, Tzentrifuga, 1917
Text dated June 1914.

AMmicos pE Las Antes Nuevas, Mapum, Picasso.
16p 7il 1936

Exhibition estalog.

AroLuaNaimg, Guitaume, 11y a. p 199-200 Paris,
Messein, 1925
Pasm, "*Pablo Phe

— Les peintres bistes, O¢ éd. p3l9 Paris,
inglish translation of the pages on Picavo in Little Revies
Fibl-6 Autumu 1922,

—— Picasso et les papiers collés. Montjoie
(Paris) p6 Mr 14 1913
Reprinted In Cablers d'Art Tnod-5:017 1932,

Ansgon, Lous, La peinture wu défi. p 11-12 3il
Paris, Corti, 1930
Introduetion te wn exhibition of collages at the Galerie Gee
mans, Paris.

Aur, Hans ann Nerrzer, L. H, Neue franzosische

malerei. p9-10 4il Leipzig, Verlag der Weissen
Biicher, 1913

-f e

Page 200

ar. col il Time 33n07:44-6 F 13 1939
Un cover: colar photagraph of Pieasss by Dara Masr,

Arrs Crue of Chieaco, Catalogue of an exhibi-
tion of original drawings by Picasso, loaned by
Wildenstein & Co, 1928

—— Catalogue of an exhibition of original draw.
ings by Picasso. 6p il 1923

—— Paintings by Picacso, catalog of an exhibi-
tion. 2p il 1930

Bannes, Avsenr C. The art in painting. 2d ed.
Pp389-93, 537-9 4il New York, Harcourt, Brace, 1928

Bann, Avemeo H, Ju. Cubism and abstract art.
p2942, 78.92, 96110 26il New York, Muscum of
Modern Art, 1936

Bascen, Avovene, Finfzehn jahre ligen, 3il Kunst
und Kiinstler 26:143-7 1928

—— Pablo Picazso und der kubismus. 3il Der
Cicerone 13:237-44 1921

Reprinted in Jahrbuck der Junges Kumet 2:155.40 1921

B, G. Un bilan: l'exposition Picasso [& la galerie
Georges Petit] 4il Amour de I'Art 13:246.7 1932

Bazix, Gexsan, Pablo Picasso, In R, Huyghe, ed
Histoire de 'art contemporain; lu peinture. p221-6
Paris, Alean, 1935

Bibliography.

Becker, Jous [ant peaven | New Yorg, Drawings
and gounches by Pablo I o, il [1930]
Exhibition eatalog. Foreward by Frank Crowninshield.

250 Becken, Jou
oeuvres de Pic

vnLisuen, Dix reproductions [des
o] 10 col il New York, 1933

26 Bewy, Crve, Picasso: aesthetic truth and futuris
nonsense. Outlook 137:20.3 My 7 1924
— Picasso’s mind, New Statesman and Nation
11:857.6 My 30 1936

Heprinted in Living Age 35005324 Ag 1936,

Matisse and Picasso, The Athenacum

in Arts and Decoration

Since Céaunne pid.50

Bener, Raragn, Picasso i Barcelona. 24il Art
(Barcelona) pd-13 0 1933

Bewriam, Axtioxy. Pable Picasso. 9p 24il New
York, Studie, 1934

Beuvcier, A. Sur le précubisme de Picasso. 6il
Formes no 14:59-61 1931

Bassigne. L'exposition Picasso [ii la galerie Rosen-
berg] 4il Amour de I'Art 2:209-12 1921

page 201

BIBLIOGRAPHY
32a Brust, Axtiosy, Picasso unfrocked. Spectator
159:584 O 8 1937
Disewssinn by Herbert Bead, Williom Colduteasn, Reland
Penrese and Dits Birtles in same 159 636, 657, 7
015N 5 197
Boston Muskum of Moosux Ant. Picasso ; Henri.
Matisse. 4p 1938

Eshihition catalag

Baevon, Asori. Picasso dans son element. 591l
Minotaure no 1:938 1933

Le surréalisme et la peinture. p 1620 15il
Paris, Editions de la Nouvelle Revue frangaise,
1928

Buiax, Dows. The Picasso annual, 1938, 2il Art
News 37:8, 19.20 N 12 1938

7 Caparo, Roomicuez. Exposicion Ruiz Picasso, La
Vanguardia { Bareelona) 1897

80 1938

isstratians,

anew, Kate. Interviewing a eubist [Picasso] il
Literary Digest 46:890-2 Ap 19 1913

sy, Canco, Picasso. Valori Plastici (Rome)

jom ju Ls N dans 'set eon

P49 Rome, Vals
Canren, Huntoy, The Plato-Picasso idea. il New
Age ns 10:88 N 23 1911

Cassou, Jeax. Derniers dessing de Picasso, il
Cahiers d'Art 2:49.54 1927

Paysages de Picasso. 11 il Prométhée nod:35
42 Mr 1939
Picasso, tdp 62il Paris, Braun, 1937
Test in French, English and Germas
_ Les solitudes de Picasso, 28il Renaissance de

I'Art frangais 21:2:-14, 49 Ja 1939
With English summary.




