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FOREWORD

E feel it is mecessary to point out why and how this new work on

Picasso differs from all others. Our aim has been to offer the public
a complete acconnt ar well as, wherever possibie, an explanation of the work,
the life and the man abost whom so much has already been writien. An
excamination of the numerons books devoted to this artist maker it clear that
they all deal with some aspects of bis temperament, some parficular part
of bis owitput, one or several phaser of bis career. But it is the entire Picasso,
sixcty years of bis creafive activity, that is presented in this volume, by means
of a texct whose lucidity we hope will be apparent 1o all, and a large number
of illustrations that could not bave been more carefully selected.

Frank Elgar bas undertaken the task of describing and interpreting the
artist's works, and Robert Maillard that of writing a biography, beth
working side by side and using the same chronological wethod, which is the
only one capable of clearly revealing the extremely complex nature of such
a fertile and many-sided artist. In order to give this study the scope if deserves
we bave made a point of reproducing all the works analysed or mentioned in the
texct. Besides the large number of six-colowr or black-and-white illustrations
which accompany the text as closely as possible, we bave added an ilfustrated
catalogue of the artist's principal pictures, set out in chronological order. The
reader will also find, at the end of the book, a check-list of paintings,
drawings, sculptures and ceramics by Picasso 1o be found in the varions
misisesms in Enrope, which is now compiled for the first time.
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Pable Raiz Pieasso wer born at
Maluga, Andalusia, on the- 25th of
October 1831, It ir sometimes said,
but without evidence, that his motber,
Maria Pirasso, was descended from
an old Majorcan family of goldsmiths.
His father, José Rawy Blascs, ir wow
kmown fo be of New Castilian and
moi Basgue descent, When the eriticr
waticed a few yearr age that Piarra's
surname bas an ltalian ring about ir,
and that there is mo dowblt s in
Spanish, the rumour spread that his
ancestors an bis mother's side were
perbaps of Italian origin, Colowr war
Ziven to this legend, and it became all
the more acceptable, when it war found
that in the mineteenth century there was
a fairly well-Enowy Dpainter in Genoa,
called Matteo Picasse. But it ir ar
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well to remember that the ss was ssed
i Old Cartilian writings; thar there
i no weed to suppose that ome of the
arlist's ancestors migrated fo Italy, or
that bis name was perbaps modified
from Picazo to that form which is
mow g bossebold word,

At the time of Pable's birth the
Samily was living at 36 (wew 1),
Plaza de la Merced, on the third
floor. Don José was teacking painting
and aﬂmu-i:.rg al e School q,f Aritr
and Crafts in Malaga, which served
the province. He bad managed to
establish bimself in a modest way as
a painter of fower-pieces and s#ill.
lifes with game and wildfowl, and was
fiol mithont patrons,

Pigeons were khis favourite sulifect,
Those pigeons were to play an snussal



It has been claimed that art is an expression of socicty. This has
sometimes been the case, but Picasso’s art is that of a particular
man. The one cannot be understood without the other. Whether in
painting, engraving, sculpture, or ceramics, the manifold and ever-
changing work of Picasso is in his own image. A powerful man, of
exceptional temperament, energy and virility; passionate but self-
contained, ardent yet not very sensual, restless and yer attached to
the good things of life, a man who stifles his own doubts by means
of an incredible frenzy of creation; sincere when he least appedars to
be, and unreliable when outwardly at his most sincere: mocking,
insolent and proud in public, yet unaffected, warm-hearted and
jovial in private life; sceptical and suspicious, full of that masculine
uneasiness which is commonly found in souls of superior mettle and
whom it stimulates to action instead of throwing them into despair;
a prodigious creator vet at heart a fierce negator, Picasso has sent
his blasphemies echoing down our century and filled it with his
sarcasms and challenges; and yet the same rebel can be a good
husband, a passionate lover, a tender and entrancing parent; but all
this, it is to be admitted, he does with neither faith nor constancy,
but with a kind of cruel gentleness and an extravagant dissipation
of himself.

The many photographs of Picasso portray him either in the

Dart in_youmg Pable's life, ar the boy Htipuiation that be miest begin at ruch
refused to go to school wnlers be were and such o pormt, Thur one wowld
allowed to take one of his father's want bim te begin with the ear,
birds into the clastroom. In this way anotber with the paw. It war not
Pablo was able to while away his time without & ceriain talisfaction that
by drawing during lessons. From about Picasse responded to all these de-
the age of seven be was mever withost mands, for be taw fittle point in
a pencil in bis band, and was already obeying the traditional rales when bix
arowsing his parents’ admiration, His oun rkill enabied bim to snatch swccess
sister Lolita and ks givl-cousing wed ouf of diffcuity.

fo delight in challenging him to draw 18g1—The Malaga province Museunm
the most wnlikely things, ch as a of which José Ravy Blasco was the
dog, a cock or a domkey, with the curator now bad to close down. Pabls's
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struggling obscurity of his early career or else at the height of his
fame. They show a thick-set body, a broad forehead, a sardonic
mouth, a thick nose, restless eyes, and remarkably strong and nimble
hands. Those hands were specially designed for kneading, shaping
and modelling, busy and impatient hands born for giving outline,
volume and density to everything they touch, and for drawing living
forms out of inert matter, transforming the original clay into a host
of plastic creations; they are plebeian but delicate hands, active and
free, capable of thinking and wishing and feeling for themselves,
when the heart is cold and the brain is weary; hands that can unleash
a devil’s anger or a vampire’s craving only a few seconds after they
have untied a child’s hair-ribbon or stroked some lost dog. When
the eyes see nothing but surface appearances, those hands have
enough flair in their touch to lay hold on the world and tear apart
the veil of time, and probe the secrets of the earth and the myths of
primitive man. Artists such as Monet, who are all retina, have failed
to do more than reproduce the outward aspects of nature. Matisse
saw nothing but its surfaces and saturated them with colour, while
Fernand Léger knew how to bring out its dominant lines and
structures. But Picasso has explored both the contours and inward-
ness of things with his own hands, measured their weights and
volumes, defined them in space, in a series of experiments beyond

Jather was thus obliged to make a vital
decision in order to provide for his
Jamily. He decided to move bouse from
Malaga to Corunna, where be was
Ziven a feaching appointment at the
Da Guarda Imstitute, which had
secondary status, The removal took
Place in mid-Septenber and with rome
misgiving, for as an _Andalusian José
did not relish the damp climate awair-
ing bim in the Atlantic port, Pablo
wars benefiting from bir father's advice
and working feverishly. The boy was

10 enthusiastic that in 1894 Don José
gave up  painting altogether and
solemonly presented all bis colours and
brusbes to bis som. He sensed that the
boy would succeed where be had failed.
<And indeed the young Picasso bad
already picked up a sufficiently com-
petent technigue to paint swch canvases
as the Two Old Men and The Bare-
footed Girl.

July 1895—The whole family went
fo Malaga for the bolidays, after
which at the end of September they



-




the scope of mere optics. His fingers have felt all the hollows and
contours of the world, and even if he came close to reducing it to
chaos he has held the universe in the palm of his hand, just as he
has held man, if only as a hollow skull.

He was already drawing and painting at thirteen, and had reached
his artistic maturity by the age of twenty, His early works need not
detain us, though they are as breath-taking as some concerto played
by an infant prodigy in short trousers, He showed a disconcerting
command of the pencil by 1900, when Berthe Weill bought three of
his sketches of corridas during his first visit to Paris, He returned to
Patis the next year, when he exhibited at Vollard’s three pictures
which show the unmistakable influence of Lautrec, echoing the
tormented emotional tension and the deft touch of the Montmartre
painter, He was again in Paris in 1903, bringing with him from
Barcelona some canvases whose Parisian flavour was surprising for
a Spaniard, though it might be argued that his ‘Jardin de Paris’

settied in Barcelona, where Don José
bad now been appointed art-teacher at
the Barcelona Provimce Art School,
which war knwown ar *La Lonja’. In
Barcelsna they lived first of all in the
Calle Cristina, then in the Calle
Liauder, and finally at No. 3 Calle
de la Merced. Although the climate
was less severe tham at Corumma,
Pable's father wow bad the sensation
of being in exile. For him Barcelona
_ war a ferminns, the end of a dream,
i the fading of all his ambitions. He no
' longer even attended the performances
at the bull-ring to which be wsed to
enjoy taking bis som, and he was
always depressed in spite of all the
excitement and gaiety of Barceloma,
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THE ARTIST'S SISTER, LOLA.
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POSTLR. FOR "ELS QUATRE GATS' (THE sOUR CATS}, BARCELDNA, 1goz. _
Foreground, Picasso: Left to fghe: Pere Romeu, Rocarol, Fonthona, Angel F, de Soto, Sabartés.

which meant nothing to him. * Neither
Malaga, nor budle, mor Sriendr; just
wolbing at all.” What elre conld he
expect? But on the contrary, for Pablo
Barcelona was a springboard from
which be conld ret out to conguer fhe
world, He already felt himself raised
to sublime beights, for in 18906 whey
be was bardly fifteen, be war admitted
ta the Lonja sehool, having completed
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in a single day the task set for the
entrance examination, for which a
month was mormally allowed. Making
up bis mind to encowrape bis son to the
wtmost, Don José room afterwards
bired a studio in the Calle de la Plata.
This war Picasso's first studio af bis
own. It war there that the young artist
painfed Science and Charity, a
camvas for which bis father worked

M ONTESION:




dancing-girls, and women leaning against bars, show a tendency to
analyse poverty and vice which he could have inherited from Ribera
and Goya, In the works most directly inspired by Toulouse-Lautrec
we are less conscious of the haughty pathos, the scornful elegance
or bitter, sparkling irony of his master, than of Picasso’s own
resigned melancholy, an incurable sadness, an unchangeable sense
of solitude. Picasso had painted portraits, landscapes and flower-
pieces in his childhood, but now he stopped trying to paint man’s
outward environment and took man himself as his theme. By man,
he meant Picasso himself, his own impulses and problems, his own
inner conflicts, his own loves and hates, When he was twenty he saw

ot both the composition and the title.
This work portrays a figure on a sick-
bed being attended by a doctor and a
wan. Don José bimself insisted on
poring for the dactor, whe sits in the
Soreground beside the bed, taking bis
patient's  palse. Thir camvar was
awarded an bonosrable mention at the
Madrid Fine Artr Exhibition in
18g7.

October 18g7—During the vacation
there ponst bave beew mnch discussion
in the family about Pable's future, for
at the beginning of term bis Uncle
Salvador’s advice was followed and the
boy war rent fo continme bis riwdies in
Madrid, Repeating the same aca-
demic performance which bad enabled
him to enter the Lonja, be bad bimself
accepted at short motice by the Royal
Academsy of Sanm Fermando. But
Fivassa was ot long in being disgrrted
with the official teaching and stopped
attending bir classes. When e feil ill
at the end of the winter be decided to
retarn to Barcelona, which be did in

THE ARTIST S FATHER. BARCELONA, 1898,
conTE, 154" o}".




life in a gloomy and disconsolate light. But thanks to a kind of
hereditary fatalism he accepted it as it was, with all its shortcomings
and evils. It was only later that he was gripped by the urge to ery
out in protest. Whereas most artists begin their careers in anger or
revolt—witness Rouault or Ensor—but end in wisdom and serenity,
Picasso gradually passed from acceptance to refusal. As he grew
older he gave vent to his individualism in works of anger, revenge
and loud denunciation. With years and increased experience he
became only more unbridled and explosive in his protests. By the
time he was world-famous and praised right and left, deluged with
wealth and honours, and when he was in a position to gather in the

June 1898, and from there went fo
Horta de San Jwan (Horta de Ebro)
together with bis friemd Pallarés, at
where bome be war able fo rest and
build up bis threatened bealth. While
be was there be shared the rough,
simple life of the prasamts, and for
him this period war im a sewre an
apprenticeship fo  existence. Long
afterwards, speaking of these eight
meonths spent in the conntry, be said,
“1 larnt cverything 1 Ewow in
Pallarés's village."

In April 1899, on bir retwrn fo
Barcelona, Prearro went fo five and
work at the bome of one af bis friends
at 1 Calle de lor Ercndillerar Blancayr,
The Catalan city gave him the environ-
pient bis exwberant youth required.
Less conservative than Madrid, Bar-
ctloma was then the centre of what
amointed fo an ariisfic remairrance.
The young were received with open
arms and any wew idea war sure of an
immediate response. Whether in the

PICASSD AND CASAGEMAS. 1000, INDIAN TNE. mdgdqim Jm'cntut or the review
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Pel y ploma (Faur and Feather) it
war taken for gramted that all the
varigus currenis of Enropean thonght
were fo be welcomed, Nivtgsche and
Schopenbaner, Germanic mythology
and Wagner, were given ithe same
aftention ar Maeteriinck, Ruskin,
Virbaeren and Ibsen. In painting,
Bécklin and the Englich pre-Raphael-
ites were in equal favonr with the
French Impressionists, news of whase
works bad beem brought back from
Parir by Ramdn Casas, then a farhion-
able dranghtoman. Miguel Utrillo was
in the procecs of rediscovering medieval
Catalan art and the painting of El
Greco, while the famous *Modern-
Style' architect, Gandi, was designing
the Griiell Park. Picasso used fo go
fo the ‘Fowr Cats', which combined
@ bar with a café-concert, and which
af that time was the favonrite meeting-
Place of the young intellectnals of the
city. The 'Fowr Catr' were nome
other than the founders of the extab-
lishment, an imitation of the 'Chat
Noir' im Paris: these were Pere
Romew, Ramdn Casas, Jantiago
Raurifiol and Migwel Utrillo. Here
Picasso made friends with Angel and
Matea Fernander de Soto, the poet
Jaime Sabartés, the painters Carlos
Caragemas, Sebastian Junyer, Nonell,
Opisss, Canals, the writer Ramdn
Reventos, the scuiptor Julio Gongaleg
and meany otbers, drawing their por-
traits from life a5 and whem be
bappenced to meet them. All there
periraits were exchibited in the small

PICASSO, SELF-PORTRATT. MADRID, T9OT.
coxte. Published in Arée Joren.







FOUNG WOMAN. PARIS,

fruits of his labours, his jeers and acts of open contempt and defiance
only became more frequent. His uneasy dissatisfaction has shown
no signs of lessening in his old age, and he will continue serving the
gods of discord and horror till the end of his days.

The Entrance to the Bull-ring and the Woman with a Dag (1900-1)
were no more than works of apprenticeship. His Self~porirait of
1901 is more original and intimate, showing the young man staring
fixedly, but with thought and resignation in his eyes, at the panorama
of life. The sulky Har/eguin leaning on a table in a café, and The Toslet
which shows the wan figure of a woman standing in her bathtub

theafre at the ‘Fowr Cats' some fime
in 1900, and st (as is often stated)
in 1897, The one-man show atiracted
little attemtion, since be war furd
another raw Andalusian exhibiting in
the café in the Calle de Montesion,
and wha, ar yet, war bardly thonght
warth memtioning by the pamdits,

1goo—From Jansary to September,
Picasso shared a riwdio with bis friend
Casagemas in the Calle Riera de San
Juan, Picasso bad now thrown off any
trace af academic influence and was
beginning to give free rein fo bis ownm
inspiration, Though be was painting,
and aften norked in pastel, bis favasur-
ite method was still drawing; but
whether be used Conté crayon, ink,
charcoal or coloured chalks, everything
bad equal interest for him, whether
séreet-seenes, cabarets, brothels or bull-
[fights. The Barcelona review Joventut
was the first jowrnal to publish two of
bir drawings (12 July and 16 August
1900). At the end of October in the
same year, Picasso went to Paris with
Casagemas, There be found bis friend,

THE EMNRACE. BARCELONA, 100T,
cHARCOAL, TE = 54"

il.'L‘l' 1901. COLOURED CRAYON,




in the artist's poverty-stricken studio in the Boulevard de Clichy; the
Portrait of Jaime Sabartés which reminds us of Hamlet; the Mavernity
in which, with a weary gesture, a mother is protecting her child
who is already half-aware of the trials in store for him—these
pictures, all of which were painted or drawn in 1901, clearly show
the narrow range within which Picasso was then exploring his own
sensibility. In 1902 he painted the Women in the Bar; they sit there,
fascinated by the glass of wine that promises them only a queasy
consolation and a short-lived respite. To the same period belongs
the Nude, Back-view, from which even the faintest desire to please
has been eliminated. He also painted a water-colour Nude which
was dazelingly precocious in its technique. But the Montmartre of
the dance-halls, cabarets and impromptu singers, the Montmartre
of Renoir, Lautrec and Bottini made on the whole only a super-
ficial impression on the young Spaniard. It was rather as a worthy

the painter Nonell, who war about to
leave for Barcelona and let bime bave
bis sindio at g9 rae Gabrielle. He
made the acquaintance of his com-
patrist Pere Manyac, who introduced
bim to Berthe Weill, the picture-
dealer in the rue Victor-Massé, She
bowght the first camvaser be ever sold
in Paris, wbich were three bull-ring
scemes, giving bim 100 franmes for the
lot. Though Pablo went to the Lowsre
and the Musée du Luxembosrg, be
paid no less attention to what be saw
in the streets, and also set bimself the
fask of capturing the atmosphere of
the Mounlin de la Galette, which
resulted in the most important work
be produced during that stay. But as
Manyac had offered bim 150 frames
a month for bis work, Picasso decided
fo refsrn fo Spain that Christmas.

HEB! L4 PUREE. PARIS, 190[. CONTE,
183" % 154", Galerre Rarengart, Locerne, THE MAN WITH THE DONKEY. PARIS, 1001,
CRAYON, 10§ ® 71",







WOMAN WITH A DOG. 1900-1. OIL ON CARDBOARD, 141" % 164", Private Collection, Paris.

After Barcelona and Malaga, where
be remained for abont a fortmight, ke
&eft Casagemar and seftled in Madrid
in mrid-Jannary.

1gor—In Madrid, Pieasso became
Sriendly with the Catalan writer
Francisco de Arsis Soler, and together
they underiook the founding af a re-
wiew, the Arte Joven. The first
nummber was ready for sale on the 315t

0

of March, at 1y centimos. Soler was
literary editor, while Picarso took
charge of the art sige. In the list of
Contents such names ar Unamuno,
Pio Baroja, Jacinto Verdaguer and
Ramdn Reventos rubbed rhoulders with
each other. Only two or three numbers
of the review managed to appear. The
second mumber, irsued on 1525 April,
contained partraits of the two founders




descendant of Valdés Leal that he expressed the mortification of
the flesh in this nude—a revulsion from sensuality, rather than the
intoxicating loveliness of the feminine body.

In the following year at Barcelona he came under the spell of
El Greco. Now his line thinned out, his figures became elongated,
the poses became more spontaneous, as can be seen in The Old
Guitar-player, whose emaciated features, tapering into a short pointed
beard, show a remarkable likeness to the portrait of Den Redrigo
Vazguez. The same characteristics are to be noticed in Life, a work
in which a disillusioned symbolism brings the pleasures and suffer-
ings of love face to face, much as in El Greco’s Sacred and Profane
Lote which, however, has a religious fervour and aspiration that are
entirely foreign to Picasso’s temperament. Picasso was obviously
trying to reassert his own manner in The Embrace. The brutal
realism, the filling out of the volumes, the massive construction of
the clasped couple and the dominant ochre of the colouring all go
to show that this work has nothing in commen with the Mannerism
of his Blue Period. If he had prettied-up the form or warmed the
colour, or if he had given the slightest touch of sensuousness to
the execution, and if the two embracing figures had shared the
slightest human desire instead of each remaining locked in the
predestined solitude of the eternal couple, this picture would have

of the magazine, drawn by FPicarso.
This dosble portrait was accompanied
by the anmosmcement of a book they
intended publishing together, to be
calird Madrid At Notes (Madrid:
Notas del Arte). Thir wever care to
anything ar Picasso bad already left
the capital,

It ir interesting to sotice that thir
draning was rigned P, Ruiz Picasso.
Shortly afterwards Picasso stopped
using anything but bic mother's nasme
for signing bis work. This might seem

surprising when we remember that
Dor fosé Ruig war bis fiest feacker,
But ar Sabartés has pointed out,
“The dropping of bis father's mrname
was not of bis own choice, but depended
on a particalar circamstance.” Not
only were the artist’s Calalan friends
in the babit of calling bim by bis
mother's nane, but *'bis father's name,
Rz, was very comemion, whereas the
name Picasso war so wnummal that it
seemed ideally ruited for a man whom
they wanted to single ont, and whose

21



been insufferable. But when we remember that the piece was painted
by a young man of twenty-two, we can understand how Picasso so
quickly dominated the group of artists who were then working and
meeting round the Place Ravignan.

When he returned to Paris in 1904, this time to settle there, taking
up his quarters in the ‘Bateau-Lavoir’ studio, Picasso went back to
his ‘Blue® manner. Then it began to develop almost systematically,
if such a word may be applied to the artist’s unstable temperament.
This year saw the painting of the Woman Ironing, The Actor, and two
even more characteristic works, the [Woman with the Jackdaw and The
Two Sisters. Picasso had seen the woman and the jackdaw at the
‘Lapin Agile’ cabaret run by old Frédé, whose daughter is shown
stroking the bird. The emaciated, sickly face leans down over the
hunched shoulders and sunken bosom. The whole composition
would collapse were it not for the balance preserved by the sharp
angle of the left arm. A muddy brown and diaphanous blue create
an atmosphere of mystery round the ghostly form as it bends
towards the cheerless bird. As for the two angular sisters whose
eyes scem to be numbed by some unspoken grief, they are painted
entitely in blue. What artistry is revealed, at this early stage in
Picasso’s development, by the freely flowing lines, the cunningly
distorted forms and the planes which, under a dim light, are so

nature set bim apart from all others",
(Picasso, Documents iconographi-
ques, by Jaime Sabartés) The fact
remains that after bis second trip to
Paris in 1901 be wsed omly bis
mrother's mame ar hir signature, mot
even Eeeping the initial R for Ruiz,
ar ke bad occasionally dome in 1898
9‘9.

May 19o1—.An exchibition of his
work was beld in the Salin Pards in
Barcelona. Miguel Utrills wrote a
bighly favourable article on this event,

¥}

NUDE: BACK VIEW. 1901. OLL ON CANVAS, 18" x15d”.
Private Collection, Pari,

under the pesdomym ‘Pincell’ in his
review Pel y Ploma ( Jume mumber).
The article war accompanied by a
portrait of Picasso by Ramdn Casas,
showing bim against an wrban back-
ground portraying the Butte Mont-
marire, the Sacré-Caswr and the
Mowlin de la Galette,

End of May—.A second vayage to
Faris, this time with Jawme Andres.
On bis arrival Picasso went fo see
Manyac, who bired a stndio at 270
Boulevard de Clichy, which they






firmly related! Less analytical but drier and harsher than Toulouse-
Lautrec’s, his drawing is all the more dramatic as the blue tones
combine to bring out its full expressiveness.

Countless reasons have been advanced in order to explain why
Picasso chose the colour blue, which at that time he used more than
any other. One critic says that as he was always working at night,
by the dingy glimmer of a petrol-lamp, Picasso had no option but
to work in monochrome. Another asserts that he was too poor to
afford the tubes of colour that would be needed for enriching and
enlivening his palette. Yet another suggests that the painter of The
Two Sisters was influenced by the blue-tinted proofs which were then
used by photographers instead of positive prints, which were too
dear. It has also been argued that Picasso picked up this taste from
his Cartalan friend Nonell, whereas in actual fact the two painters
were not seeing each other at the time. The exclusive use of bluc is
better explained by the sensual, if not spiritual, meaning of this

shared. We bave a glimpse of the
room they occupied in the naturalistic
version of it given in The Toilet. Ome
of its detaily is important: on the wall
is a poster by Towlouse-Lautrec show-
ing the damcer May Milton, which
Picasso bad apparently sivipped off
a boarding in Montmarire. Apart
from bis fellow-countrymen, Julio
Gonzaley, Pabis Gargalle, Manolo
and Fontbona, Picasso war without
Sfriends and lived a lomely, introspective
life. He continued working snder pres-
sure, preparing the exhibition of hir
works which war to be beld on the
2qfh of Jume 190t at Vollard's
Gallery at 6 rue Laffitte. Among
the pieces be bung there, apart from
the cafi-concert and dance-ball reenes
and the pictures of raves at Awtenl

OLD WOMAN WITH A HAT.
BARCELONA, 190§, FEM AND WASH.






THE WOMAN WITH THE JACEDAW. PARIS, 1904. GOUACHE ON CARDBOARD, ¢4 > 19§°,
Toleds Musesrr af Ars, Olie,

and Longchamp, some attention was
atiracted by the landscapes, flower-
pieces and reminiscences of Spain, as
weil as by the wudes. Mbost of thess
warks were painted on cardboard, The
eritic Félicien Falga spoke highly of
#his exchibition in La Revue Blanche,
While Picasso was accnsed of imitating
Sieinlen, Lantree, Viaillard and 1 an
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THE TWO SISTERS. 1904, GCOUACHE ON PAPER, 2§ ¥ 1y”.

Guogh, mobody conld deny the dynamic

Presence of a genwine painter of ont-
standing character. The show brought
in little financial reward, but attraceed
the friendship of Max: [acob and the
crific Gustave Coguiot, whose por-
traifs be painted that year, Imvited
along to the studio by Manyae, Max

Jacob spent a whole day thers looking

Private Collection, Paris.









colour, the colour of night, ashes, melancholy and death. Bright
and vivid shades would be quite inappropriate to the bloodless
bodies and dark, frightened faces of human beings wilting beneath
a doom they cannot understand, Cold blues and murky greys were
more in keeping with that world of suffering and disinherited people.

And yet we must seek some further explanation, It is only to be
found in the depths of Picasso’s own character. He was already in
the grip of a plastic obsession that was never to leave him, During
his whole long and fertile career he has always shown the same
inclination to stress volumes, combine his forms and calculate his
proportions, and build up his private vision of the world on a solid
linear basis, with the result that he subordinates colour to design,
even at the risk of sacrificing it. This explains the large number of
monochrome paintings, the austere Cubist compositions, the S#//-
life with Antigue Head (1925, painted entirely in raw sienna), as well
as the thinly coloured series of figures of the period 193234, and
Guernica (1937), whose dramatic power is all the greater as this
masterpiece is built out of nothing but contrasts of black and white.
We could mention many other works to support this view, or we
could draw attention to the engravings and sculptures in which he
concentrated all his powers as a draughtsman and plastic artist.
] have no idea whether I'm a great painter,’”” he said to Max Jacob,

through piles of pictures. It was the
beginning af a long friendihip besween
the poet and the painter.

When at the end of astumn 1901
Jaime Sabartés rejoined Picasso in
Parir, be war dumbfounded by the
deep and unforeseen changes that bad
taken place in bis friend’s painting as
be was entering on bis Blue Period.
The gaily colonred street-scemes and
spectacwiar portraits of a few months
earlier bad been replaced by strange
personalities in the grip of sorrow or

banger, and mos? frequently set against
an wnrelieved blwe backgroswnd. It war
daring that particalarly gloonry winter
that Picasso worked on the famows
portrait of Jaime Sabartéc which ir
now in the Musenm of Western Art
in Morcow, and which is someiimes
#&nown ar The Bock. At the end of
December Picassa left Paris for Bar-
celona, which meant that the informal
contract binding bim to Manyac lapsed.
The truth is that they both welcomed
the break, For Manyac it war a

i
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“but I am a great draughtsman.” In spite of some perfect successes
in which the colour is cleverly or generously exploited, Picasso has
been at his most expressive in works in which the colour is toned
down or impoverished and even mortified: then he really achieves
: greatness.

If we compare The Two Sisters or the Woman with the Jackdaw with
The Embrace, we can see exactly how the artist’s style had changed.
Less modelled but more graphic, less eloquent but more solid and
showing more regard for surfaces, yet at the same time more
mysterious and more emotional, it emanates a profound human
sympathy. In the same year Picasso entered a new phase of his
evolution. There was not a hint of blue in his Clenw on Horreback
(1903), while in the family of Twmblers (1905) pink is the dominant
colour; this becomes even more marked in The Asthlere, Riding Horres
to Water, Nude Drawing back ber Hair, and the Tall Pink Nude (1905).
His harlequins, columbines and acrobats have still the same under-
fed and gloomy appearance. But they are no longer ragged outcasts
with empty bellies and hearts heavy with despair: wanderers still,
they are grave rather than grief-stricken, timid rather than wistful,
people who are sustained by their own dreams, rather than crushed
by their destiny, They are no longer imprisoned in some unbearable
loneliness, but they live now in families or teams, with the men,

e

Jinancial relief, since bis protégé's wew
manmner did not appeal to collectors,
while for Picasso it was a matter of
regaining bis liberty.

190:—He remained in Barcelona
from Jansary ta October. He war then
living with bis parents, Calle de la
Merced, while working in a room in
the Calle Conde del Asalto which be
shared as a studio with the painter
Rocaral, and which at the same fme
served as Angel F. de Soto's lodgings.
Az if to outwit the misery and pemury

they bad to put wp with, be painted on
the wallr of this room all the essential
—and even luscnrious—items of furmi-
fure which rhe three friends were un-
abi to buy, It was a time of want and
anguish, The bleak melancholy which
bad imvaded Pieasse's work war like
some inper burden be carried wherever
be went, He had just twrned twenty
and believed, like many of bis Catalan
[friends, that " Art is the okild of
sorrow and pain’’. In bit absence
Manyar organiged an exhibition in
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'l*.TH WEARING A FRILLED COLLAR. PARIS, 190§,
GOUACHE 0N CARDBOARD, 31}7 % 2387,
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women, children and tamed or domestic animals all sharing the same
conditions. In grouping them the artist had to strive after unity of
EOJ.ITIpﬂSitiDn, and to portray them properly he had to situate them
in space. As a result there were no more drab backgrounds from
now on, 1o vague limbo or rarefied atmosphere making for baffled
thought and anaemic form. Becoming less disjointed and caricatural,
the drawing takes on a classical fullness. If a certain amount of blue
still lingers in the works of the Pink Period, it is only there to carry
out its proper function, on the same terms as red, brown, green or
vellow,

The Acrobats with a Dog look as if they have just left their trapeze
and landed in the middle of some twilight landscape. The family of
Taumblers or Jugglers seem to have come to a stop in the open fields,
in the interval between two engagements in their foot-loose odyssey.
The Family of Acrobats is sitting on the outskirts of a wood: this
water-colour has a gentleness, grace and tenderness of quality not
often found in Picasso’s work. It is a kind of “Holy Family” as seen
by some twenticth-century Raphael. It has delicacy of touch, there
is originality in the diagonal composition, and there is throughout

Paris, at Berthe Weill's, with the
canvases be bad Jeft bebind. Thir war
beld frome 15¢ to 15¢h April, and was
sponsored by Adrien Farge. Although
this took place at the beight of his
Biue Period, nowe of Picarse's most
recent works were shown: the exchibits
all dated from bis last stay in Paris,
and for the most part were painted
before the beginning of winter 1901.

October  1902—Pirasso  wow  re-
turned to Paris and this time set wp
studio on the Left Bank at the Hétel
des Evcoles, rue Champollion. His
friend Sebastian Junyer accompanied
him on this third trip. During the six
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a lightness and subtlety of tone. In the Harlequin's Family the man
is holding a child in his arms and watching his wife at her toilet. It
is an intimate scene, full of peace and trust, without a trace of the
sadness, bitterness or tragedy of the traditional clown. Their tent is
at rest during one of tue intervals in their endless wandering, There
is both dignity and familiarity in the poses, an elegant soberness in
the drawing, and the colouring is full of harmony. Where there is
a contrast, as between the red tunic and the bluish ground of the
Youth Wearing a Frilled Collar, the artist carefully tones it down by
a gradation of greys, so as to avoid spoiling the subdued radiance of
the adolescent profile—a profile, by the way, which is almost a
replica of that of the Woman with the Fan. It is interesting to note,
in the works of that short period, how slight was the distinction he
made between the sexes. With their equally effeminate features,
multicoloured or checked tights and loose, floating dresses, both the
men and the women seem to have stepped from the same world of
fantasy and dream. The same ambiguity is to be found in the studies
of nudes: for instance, in the undeveloped Gir/ with a Basker of
Flowers, with her narrow hips and little breasts, and in the Ta// Pink
Nude, where the artist has given his female model a distinctly
masculine body. We do not know what can have prompted this
extraordinary series of works. Had Picasso been looking too intently

months of this stay be changed his
lodgings three fimes: after the Hétel
des Froler be went fo the Hivel du
Moaroe (now Hitel Losds XT7) in the
rite de Seine; Bere be vented a miicerabls
attic where be war nol even alone, rince
be bad to share the place nith a senlptor
called Sivket, Not lomg afterwards
Max Jacob, who war then working in
business, offered bine a share in & room
be had recently faken on the Bowlevard
Voltaire. Picasso moved in af once,
delighted to rejoin bis friend. Life was
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weither easy nor gay, bowever, Picarso
used fo work all might, while in the
daytime Max Jacob bad to go to his
office and it was Picasso's twrn fo get
some sieep. However, they found great
and gemuine consolation in reading
postry together. Tiring at lastof Pariz,
Picarso again thought of returning to
Barcelona, where at least be wonld feel
more at bome. In order to pay for bis
railway-ticket be did bis best to sell a
Jew camvares and was prepared to
accept as little as 200 francs for them

WOMAN WITH THE FAN. PARTS, 190f. o, 39§ = 318
Mre, W, Averell Harriman Collection, New York. [
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at the frescoes of Puvis de Chavannes, or the decadent day-dreams
of Sérusier, or the somewhat precious pastels of Odilon Redon? It
is true that he was not unaware of Cézanne, as there is an obvious
affinity between Picasso’s Naked Boy Leading a Horse and The Bather
in the Lecomte collection.

At all events the influences then at work on Picasso helped to free
him from the inner complexes and the morbid realism of the Blue
Period. His pink manner shows a much reduced tension which he
was able to exploit to the full. It allowed him to find new subject-
matter, to shake off his morbid tendencies, to perfect his drawing
which now became more purely linear, and, though this is almost
impossible to define, somehow to integrate his forms more satis-
factorily into the structure of the composition. Picasso could not
long remain faithful to a style which was so little suited to his own
temperament, with its scarcely modelled figures, its limpid, diffuse
light, its dim reds, washed-out blues and shabby whites, a world
that seemed to have neither weight nor structure nor movement,
where all was transient, unreal, mannered and sickly. He now
engraved the sixteen etchings of the series of Awvbats (Saltim-
banques) which Vollard later published in 1913. In 1906 he painted
The Coiffure, The Woman with a Loaf of Bread, and The Toilet. In the
last-named piece we observe the contrast between the graceful pose

all. But the collectors beld back and which bad accumulated during the year,
be could wot even find a gallery to Jook both in Barcelona and Paris. The

dfter them in bir absence. When every-
thing elre failed be wemt across to
Montmaritre and left bis works in the
keeping of bir friend Pichot. When at
last be succeeded in selling ome of bis
pastels to @ Madame Bernard for 60
Jrancs, be made up bis mind to go
back to Spain. It was so cold at the
time, that in order to kesp warm the
day before be left be burnt an enormous
mumber of drawings and water-colowrs
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water-colosr reproduced on page 33,
made at Barcelona early in 1902, ir
one of the very few specimens of bis
wark to bave survived from that time.

Early 1903—Picasso found bimself
back in Barcelona, where in the Calle
Riera de San Juan be and Angel F.
de Soto shared a sindio which he bad
already occupied with Casagemas in
1900, Thir coming year was to be one
of the most fruitful periods of bis

THE FRUGAL MEAL. PARIS, 1004
ETCHING, T8} % 14"






youth, with freshly painted camvases
piling up ar though be were buzmted
by some obsession that be was trying to
shake aff. He wow painted The Old
Jew, Célestine, the Soler Family’s
Picnic, #h¢ Old Guitar-player, The
Poor Folk at the Sea-side, The
Embrace, and finally the allegorical
Diece, Lite. At the rame time be was
busy on a series of portraits, including
those of Angel F. de Sote, Corina
Romen, and early in 1904, Jaime
Sabartés. He was no longer interested
in anything but bumvan beings, and

38

| BIDING HORSES TO WATER, GOUACHE ON CARDBOARD, 14]7 % 221", On aronymans foaw ia the Worcester Art Museass, US.A

there is no trace of any still-life in his
output at that Hame.

April 1904—Picasse refurned o
Paris for the fourth time, and war to
settle there finally. As on the previous
oicasion be was accompanied by Sebas-
tian Junyer. Ome of bir compaltriots,
¢he senlptor Paco Durio, let bime bave
bis studio, so be moved into the *Ba-
tean-Lavoir' at 13 rue Ravignan,
wow the Place Emile Godean. He
remained there wntil October 1909
The five years spent by Picasso in that
bumble studio were to prove decisive.

THE HARLEQUIN'S FAMILY.
PARIS, 1905, GOUACHE, 22}" X 16}".
Lewirobn Collection, WNew York.







of the naked woman and the extreme stylization of the servant with
the mirror: there is a similar contrast between the softly pink-tinted
flesh and the blue dress of the Woman with the Loaf of Bread. There
were signs of some return to the humanitarianism of the Blue Period
in the Acrobat Sitting with a Child, before renewing his inspiration
by contact with pre-romantic Iberian sculpture. The Se/f-Portrait of
1906 is full of significance in this respect. Shortly afterwards
Gauguin’s primitivism seems to have attracted him for a while.
Whatever else he was doing, the Pink Period was now at an end.
He had already sensed its dangers in 1904, and his reaction was to
turn with enthusiasm to a form of art he had first approached in
1899, namely sculpture. The Browge Harleguin of 1905 shows how
difficult it must have been to escape from the influence of Rodin.
But the Head of 1906 shows signs of a fresh line of approach which

For the moment—uwe are still i 1905
—hir work showed some slackening of
tension, The biind beg gars and grieving
women of the Bluwe Period mow gave
way to a world of barlequins, acrobats
and strolling players, The pink is
blended with blue in arder to saften its
ansterity, and to bring ont graceful-
nesr. But can it be said that at the
time when this transformation was
taking place, Picasso’s private life
was swdergoing some profosnd change?
There is no evidence of this. No dosbt
bis association with circus-people gave
bim the models for bir camvases, but
the transformation thet was going on
was alse part of a kind of research in
which anecdote bhad only a minor part
to play. The changing choice of sbjects
shows entirely mew plastic theories at
work, rather than any marked change
on the moral plane.

§TUDY FOR ‘THE BOT WITH A FIFE'. PARIS, 1901,
PEN AND INK, 11]° % 9", Cone Collection, Musenm of Art, Baltinore,
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was directly opposed to Rodin’s impressionism. This work, which
is of great importance though it is small, shows an effort towards
synthesis and density that marks Picasso’s break with the naturalist
technique of illusionism. From now on all his faculties were to be
| applied to the fundamental problem of volume. After appearing
m fairly indifferent to plastic form during the preceding five years, in
1 1906 he began to show an interest in form that has never slackened
since, The statues, pictures and drawings that came from his hands
were all dictated by what might be called strictly sculptural require-
ments. The Woman's Head in Red of 1907, the effigies he carved in
wood as well as the bronze mask of the same year, all have a
‘primitive’ quality which the artist probably took from Gauguin

"1 rather than from African carvings, though the period beginning in
4 1907 has sometimes been called his ‘Negro® period. Is it true that
;1' it was Matisse who initiated Picasso into African art? The two

painters became friends in 1906, Matisse is said to have discovered,
at Pére Sauvage’s shop in the rue de Rennes, a carving from the
Ivory Coast which he showed to his friend. But Picasso has always
maintained that he was not influenced by African art before 1910,
It is none the less disturbing to notice that the right-hand section of
the Young Ladies of Avignon, in which some critics detect a foretaste
of Cubism, as well as several ‘studies’ done in that period and
The Batean-Larair, which from then for the wmwary wisiter, The siudie
omwards became a sort of shrine of ociupied by Picasso, fike all the rest,
mational Fmportawce, fs a sheange, war extremely poor: there war mo
rickety, moisy bwilding made up of a [furniture to speak of, only a matirers
haphagard combination of beams and (a divan withont legr), a whitewood
planks, and full of dark and wresc- table, a rusty old iron stove, a chair
pected cormers. Built half-way mp the and a black trunk for people to sit on,
Batte Montmarirs, overiooking litile In those dayr Pablo wore anly the bine

gardens on one side (for at that time ooerall and puliover which Plumbers
the Batte was in the owivkirts of the then wsed for their work. Hir life was
city) and on the other side facing worse than hard, for evem mecessities

tmvards the ofd fortifications, the were beyond bis pwrse. Clients were
Batean-1 avoir war a kind of maze few and the ardists, who felt themielves
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WOMAN'S HEAD IN HED, WDNTER 1906-7. oiy, 25§" R 184", Private Collection, Parir,

to be owfcasts in an indifferént and
selfish society (those were the 'Good
old days' of the Edwardians!) had
mothing to sustain them but a belief in
their own gewing. The rue Laffite
dealers, Clovis Sagot and Ambroice
Viallard certainly bought a canvas from
fime to time, but that war wot enongh
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to live on. On days of absolute famine
the artists went alomg to old Pire
Sonlier, who bad a funk-shop in the
rue des Martyrs and who gave cash for
whalever war offered bim.

Picasso widemed bis circle of friends
while living at the Bateau-Lavoir.
Apart from the nuclens of Spaniards
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WOMAN'S HEAD, PARIS, 1gof-0, CHARCOAL, 24" 13]%.

living in Parir, with whom b never
lost touch, he was friendly with bis
weighbowr Van Dongen, as uwell ar
Maurice Raynal, Alfred Jarry, André
Salmon, Pierre MacOrlan and, later
on, Pierre Reverdy. His faithful
Sriend Max Jacob shared not only the
day-to-day troubles but the eccasional

feasts ar well, The picture would be
incampiete withowt Guillawme Apol-
linaire, whom be met in tgo5 and
who at once publiched an enthusiastic
articlé abont ki in La Plume (1644
May); thew there was Matisse whom
ke met in 1906 ot Gertrade Stein's;
Juan Gris, Derain, Georges Bragne,
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notably the Head which is reproduced on page 59 and resembles an
African mask, all show some relationship to the pieces of carving
brought over from Africa by colonials. In any case the Young Ladies
of Avignan shows more decidedly constructivist tendencies than the
Portrait of Gerfrude Stein or the Self-Portrait of 1906, But before
tracing Picasso’s struggle towards creating a new vision and a new
inventory of the external world, there are a few other important
questions to be answered.

Here we have a young Spaniard settling in France, in search of
a suitable climate for his creative powers to develop. It was of his
own accord that he sought to make contact with French art, and in
particular French Impressionism, the supremacy of which was no
longer challenged even by the general public, that same public which
only twenty years before had greeted the new aesthetic with scathing
sarcasm. Why did this Spaniard, so sensitive to the various trends
of his century and so receptive to every influence, never once try to
follow up the experiments of Renoir, Monet or Pissarro? If that line
seemed to him to be already worked out or discredited, why then
did he not fall in with his friends Matisse and Braque? Why did he
refuse to subscribe to Fauvism, a movement which was then rallying
so many determined young painters who had washed their hands of
the old tradition and were longing for something entirely new? For

whase acquaintance be made throngh Batsas-Lavoir residents went to draw

Apollinaire in 1907, and finally
Kabmweiler, who supported bim from
1907 onwards and became bis dealer.
Thus a whole group of painters gradu-
ally elustered round the Batean-Lavoir,
ar well as poets and eritics, whose
combined onslanght was soom fo rock
the traditional foundations of painting
and of art as a whole. 1t was during
the smusually eventful year 1905 that
Picarse met Fernande Olfvier. Meet-
ing ber at the fountain where the
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waler, be avked ber fo come and see bir
Dpaintings, and these no doubt appealed
to the beantiful young woman, since
they decided to thare the hardships and
Joys af life together,

Summer 1905—A¢ the imvitation
of bis friend the Dutch columnist Tom
Sehilperoat, Prcasso went to Holland
Jfor a month. He cammot bave fonnd
that misty, melawcholy land very in-
spiring, but if only throngh the relaxa-
fion if gave bim, this fowrney reems to




THE ATHLETE. 190§. GOUACHE ON CARDBOARD, zt}”x 171%. Private Collectian, Parir.

bave sérengthencd bis fo refurn a Frilled Collar, be mas able fo estab-
0 a more olifective view af the world. lish a sort of balance between the
In sweh works ar the Woman with ’n:mm' and the traditional which onl

the Fan aud The Youth Wearing of bappiness and repose conld




it must not be forgotten that nobody was ever more observant than
Picasso, more attentive to the discoveries of his age, more prompt
to receive and absorb its many innovations, no matter where they
came from. This independent but always open-minded .man, for
ever on the alert and quick to seize on whatever he could make use of,
passed by the respected masters of the French school without as much
as a glance in their direction. He lived among the avans-garde of con-
temporary painters without feeling the slightest urge to follow them,
and was completely unmoved by the birth and growth of Fauvism.
His attitude can easily be defended, though not on racial grounds,
since Zuloaga was also a Spaniard and had adhered to the Impres-
sionist programme; and not just by his contrariness, since the best
way of destroying the remnants of Impressionism was surely by
joining the Fauves. The truth is that as soon as he grew conscious
of his own vocation, and for the rest of his carcer, Pablo Picasso
remained first and foremost an individualist, fascinated by the plastic
values of things, their structure and their relief, and by a sculptural

give. Picasso bere seems fo hape
achieved a degree of perfection beyond
which it would be bard to avoid falling
fwto Mannericm, In other words, war
be to content himself, like other artists,
with always painting the same picture
over and over again? It was iw this
dilemma that Picasso once more turned
Yo sculpture (see page 32), obviously
in the bope of rediscovering, by this
rownd-about means, a mew senmse of
volume and fullness of form. Thus
everything ke did during 1966 war
directed towards this pen obfective,
which imvolved replacing the values af
the barleguins of the Pink Perind,
which be thought were too sentimental,
by purely plastic comsiderations. The
time be spent at Geyol, a [ittle town

WOMAN'S HEAD, PROFILE. PARIS, 1gof.
LET-POINT, 11}° % 9f",




in Lerida province in Spain, during
the summer of 1906 in the company
of Fernande Olivier, belped to quicken
thiv evolution, Swch works as The
Toilet, the Portrait of Fernande,
the Woman with the Loaf of
Bread show a certain stiffening of
posinre and a simplification of the
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SALOME. PARSS, 190§, DRY-POmNT, 1917 % 13§"

volumes, which relafes them  more
closely to the Portrait of Gertrude
Stein and #he Two Enlaced Nudes,
both dating from late 1906, than fo the
harlequins of the year before. At the
same time the colowr was modified and
given more body, moving from the pink
shades into the duller ranmge of ochres,
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TOUNG MAN'S HEAD, PARIS, Igob, our,

The Portrait of Gertrude Stein
har a story attached to it. The
American  writer Gerfrade  Stein
settled in France in 1904 with ber
brother Leo, and became ome of
Picasse’s first admirers. She knew
nothing of the arfist's work when she

Private Collection, Paris.

bought The Girl with the Basket
of Flowers for 15 france at Clovis
Sagot's in the rae Laffitte. Eager to
ko the artist who painted if, rbe
called at the Batean-Lavoir, and on
ber first wisit bowght 80 frames worth
of picturer. This woman's fearless
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Albright Art Gallery, Baffals (N.Y.).



THE ACROBATS. PARIS, [90f§. DRY-POINT, 11§ % 12"

Zaze, ber poise, ber determined excpres-
sion, ber broad, mannish shoulders,
appealed to Picasso, and be suggested
painting ber portrait. Gertrude Stein
af once agreed. The first sittings were
beld during the winter of 19056,
The American bas told bow ** Picasso
sat very tight in bis chair and very
elose to bis canvas and on a very small
palette which was of a umiform brown-
grey colowr began mixing some more
brosm-grey.” This sitting was fol-

jz

lowed by about ninety more. Despairing
of ever finiching the portrait, for be
was not satisfied with the face, one day
Picasso blocked out the entire bead.
“When I look at you I step seeing
you,” be said impatiently to Gertrude
Stein. So the portrait remained balf-
painted. 1t was only some months
later, on bis return from Gosol, that
be fook up the camvas and finished it
in the abrence of the model,

But Picasso's restlessmers war already




seeking other ostletr, At the end of
1g9ob, with a view fo an important
composition, The Young Ladies of
Avignon, be began a series of stwdies
which set bim far more difficnlt problems
than those be bad ro far been solving.

We are now on the eve of the Cubist
adventure, whn Picarso war only
twenty-five_years of age. The geweral
public did mot even kmow bis name and
_yet be already had a considerable ont-
pait bebind bim. A tireless dranghis-
man, be conld count bis drawings by
bundreds: be conld bandle pencil, char-
coal, colomred crayow, the pem, and
indian ink with equal finency, As an
engraver be bad already produced
etchings of an irreproachable classi-
cismr, and bad already used drypoint,
dnd carved moodents, On fwe occasions,
in 1899 and 1905-6 be bad proved
bimself a skilled and enterprising
seniptor, He bad alvo painted more
than two bundred pictures in water-
colowr, posache, pastel and oil, His
oniput war already emormons and
spread over a wide range. He had
tried all the variows mediners and
genres with the rame ease and the same
agility of mind, excelling alike in
portraiture and comparsition, still-life
and landscape. All thir be did without
the Jeast hint of repetition and without
the slightest fatipne, for it is quite
true that “‘whatever be attempted, the
first shketch and the finished canvas
were equally attractive” (A. Level).
Success war min within sight. Pieasso
Had mo ilfwstons; be Enew that the time  wosman AT THE Mareet, 1906, Marser of Ars, Baltipore.
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expression of forms. The transient flux of Impressionist painting
could not appeal to him, any more than the tendency towards
decoration, the flat, raw colours and often slipshod drawing of the
Fauves. In any case he was much too intellectual an artist to be
satisfied with pure sensation. If he took no part in the researches of
the sensualists and hedonists, except for his own amusement or as
an act of defiance, and if he never practised decorative art or the
lavish display of colour for their own sake, on the other hand he
was always extremely attentive to all the efforts going on around him
so long as they concerned form, space and composition. When
Cubism was still at the lisping stage in the Montparnasse studios, he
took it over and gave it depth and proclaimed its laws, imposing it
first on Montmartre and then on the rest of the world. When he was
a prey to uncertainties and doubts, the masters to whom he turned
for instruction or consolation were Ingres, Cézanne, Courbet and
other structuralists or architects of painting who were the zealous
advocates of form, Far more than the arts of the East, with their
serene harmonies and luxurious polychromes which, however, lack
weight, modelling and depth, it was the archaic or primitive arts
which struck a cord in him, Iberian sculpture, Negro carving or
pre-Columbian ceramics, but always only the formal, three-

dimensional arts.

bad come to listen to the inner daemon
which was to carry bim from victory
to victory. Yielding to the tyrannical
need for absolute creation, which meant
that every owe of bis works bad to be
at once a probles set and a problest
solved, be took it on bimself to break
the spell that threatened fo frustrate
bim, and to adventure alome up ihe
steep path leading to knowledge. This
meant choasing the ot of the revalu-
tionary. It war a painful wndertaking,
which demanded such an effort of the

imagination that @ great deal of trial
and error was imevitable, For insfance,
there are af least sevenfeen shetobes
or drafts for the composition of the
Young Ladies of Avignon. I
addition Picasse bad fo make count-
lerr drawings for the variows figures,
and it i interesting to note that most
of these stwdies date from the end of
1906 and that many others were made
even after the picture was finished or
at any rate discarded. The first version
contained seven figurer—five female

)



His ‘Pink Period’ had freed him from the expressionistic realism
of the ‘Blue Period’. To the delicate Pink Period mannerism there
now succeeded the robust lyricism of the Negro Period. The Tuo
Enlaced Nuder of 1906 is already remarkable for the powerful struc-
ture of the figures, their massive limbs, the striking contrast between
the different planes, the strange incurvation of the nose which
heralds the mask-like faces of the Avignon Dancer or the Young Ladies
of Avignon of 1907, or of the Woman with White Linen (1907). Was
this, then, his “Negro Period’? Since Picasso always denied that he
was influenced by Negro art, it must have been from primitive
Iberian sources and the exoticism of Gauguin’s woodcarvings that
he took these simplified figures and the bold distortions and geo-
metrical presentation of these works, The Young Ladies of Avignon, that
great canvas which has been so frequently described and interpreted,
is of prime importance in the sense of being the concrete outcome
of an original vision, and because it points to a radical change in the
aesthetic basis as well as the technical processes of painting. In itself
the work does not bear very close serutiny, for the drawing is hasty
and the colour unpleasant, while the composition as a whole is
confused and there is too much concern for effect and far too much
gesticulation in the figures. Was this how Picasso invented Cubism?
A few sharp angles, a few brutal ellipses, the violent twist in the

nudes and two men. One of the men,
JSeated in the centre, war the figure of
a sailor of whom Picasso made two
particularly thorough paintings, ome
of them with bim smoking a cigarette.
Own the left was a sivdent entering the
roozy with a skall in bis band. In the
second persion the sailor war replaced
by a fermale nude, but there were still
seven figwres. It was only in the third
version that two of the women, origin-
ally placed to the left of the picture,
were dropped ont, while the sindent
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with the skaull was replaced by a
woman drawing o curtain and ocenpy-
ing a position very like that which ir
shown in the fimal version. The title
of the picture was not supplied by the
artist, but it war André Salmon,
apiparently, whe gave it thir name
_years after it was completed, When
Picasso started work on it early in
1907, be and bis friends used to call
ity more crudely, ‘The _Avignon
brothel' , in dronic reference to a
certain bouse in the Calle d' Avignon



in Barcelona, The titl war mo more
than a siudio joke, and if it did not
exactly fustify the sailor's presence in
the first version, at least it belps to
explain it; whereas the current title
bas mo meaning whatever, the work
baving been completely transformed
snder the artist's hand. The Young
Ladies of Avignon camas bas bad
a curions history. Like some labora-
tory experiment, for a long time if
was known omly to the artists and
commoissesrs who saw it in the rue de
Ravigman studio. Everything goer fo
prove that it shocked by its movelly.
Kabmuweiler, who had fust opened a
gallery at 28 rue Vignon, bas recorded
the surprising terms in which Wilbelm
Ubde, who already knew Picasss, de-
seribed it to bim: be said there was
“something Assyrian about it". This
was emongh to shake even the leust
prejudiced of Picasse's circle. Kabn-
weiler at once went over to the Batean-
Laveir and everything suggests that
bir astomishment gave way fo admirg-
tion, since by the following year be was
Picasse's excclumve dealer and a very
firm friend. Incidentally, we- might
mow recall that altbongh certain con-
noissewrs of painting, such ar Gerfrade
Stein, Wilhelm Ubde, R, Dutillend,
H. Rapf, Stchosking and V. Kramar
stood by Picasro when be began bir
adventure info the dangerows experi-
ment of Cubism, quite a number then
stopped buying bis camvases, while even
bis first patron Ambroise VVollard re-
fused to commit himself for some time,

\Q >
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When Georpes Brague bimself first
saw the Young Ladies of Avignon
at the end of spring 1907, no argument
or reasoning conld comvert hing fo if
bir view war that to paint in swch a
way was af bad as drinking petrol in
the bope of spitting fire. None the less,
his own experience in the course of the
winter of 1907-8 war fo lead bim to
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features of the two right-hand figures—was this all that was required
in order to proclaim the canons of the modern plastic arts? Conven-
tional curves, blank surfaces and flat stretches of colour still predomi-
nate. The truth is that this famous canvas was significant for what
it anticipated rather than for what it achieved: the end of naturalism
and imitation, a passionate quest for an art stripped of the old
make-believe and moribund rules, an art dictated by the imagination
and returning to its origins. Obviously, with its frankness of execu-
tion, its disturbing emphasis, its savage stylization, the Young Ladies
of Avignon was far removed from the severe discipline, the analytical
style and strict logic that were to characterize the painting of both
Picasso and Braque in 1909. Picasso was not advancing along this
new road entirely alone. Was it, then, he who prepared the way? In
other words, was he really the inventor of Cubism?

Albert Gleizes has loudly claimed this distinction for himself and
his group of friends, Gleizes has asserted that Cubism emerged from
the efforts of the little group consisting of Metzinger, Léger, Le
Fauconnier and himself. They were working in Montparnasse and
shared an intense admiration for Cézanne, while knowing nothing
whatever of the experiments of Picasso, Juan Gris, Gargallo,
Marcoussis, Severini and the other French or foreign artists who were
then living in Montmartre, until the time when either Guillaume

solutions that were not so remofe from
those which Picarso bad just dis-
covered.

Finally, it is also turpriving that this
mow wwiversally known campds was
only reproduced for the first time in
1925, in the 15¢h July mamber of
The Surrealist Revolution and sar
bung for the first time in the Pesit
Palaiy in 1937, during the Parir
International Exchibition.

Dwring 1908 Céganne, an important
retrospective exchibition of whase works
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bad been shown the year before in the
antume Salon, was the order af the
day in the Montmartre as well as in
the  Montparnasse stwdios. Picarso
remained even less immume than the
others from this tyranmical influence.
On the contrary, be seems to bave
welcomed it as a diseipline through
whick be conld strengthen bimself
before exploring furtber. It was in
this state of mind that be worked on
a series of landreaper in the summer,
while ‘relaxing' at La-Rae-des-Buois,
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a little village § kilometres outside
Creil, in the Oise (see the Cottage in
a Garden). During the same tum-
mer Braguwe painted, at L'Estague
(Marseilles), the landscapes which
were rejected by the antumn Salon

Private Collection, Parir.

and then shown from oth—28th Nov-
ember at Kabwueiler's gallery, and
which gave the eritic Lowis de
Vanxccelles the opportunity of dis-
tinguishing bimself yet again by
fmventing the term Cubism, just as in
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STUDY FOR "FRIENDSHIF. 1goB. PEN AND INK, 197 ¥ 128",

1905 be bad given their name to the
"Fawves'. Perbapr it war ome word
too many, buf it was fo be an enormons
SHECELT,

But already Picasso war beginwing to

Go

turn bir attentipn elsewbere: what
interested him mow was the expression
of the buman figure by exclusively
plastic means. Radically reducing the
body of his Seated Nude and bis



Apollinaire or Max Jacob took the initiative of bringing the two
groups together. According to Gleizes it was in the course of that
memorable meeting that Picasso picked out from the work of the
Montparnasse group those explosive elements which his genius
turned into a revolution, Whatever the truth of this, in any case
1908 was a most crucial year for painting, in which these two groups
came together and vied in their admiration for Cézanne. Cézanne
had been the first to proclaim that everything in nature is made up
of cylinders, cones and spheres. He was thus the ‘father’ of the
greatest plastic revolution ever attempted since Paolo Uccello.
“When we invented Cubism”, Picasso has said, “we had no idea
that we were creating it, but we were only trying to express what
we felt inside us.”” An instinctive desire for a better architectural
basis and a complete knowledge of the object in itself was generally
shared by all the best painters of that time. From 1908 both Picasso
and Braque were trying to represent volume by drawing alone, the
latter starting from nature, whereas Picasso was trying to re-create
it in his own mind. Impressionism was dead. The century that had

Nude in the Forest (1908)—boib /

of which are in the Moscow Musenm
of Modern Ari—ito a monochrome
equation, be was asserting bis senlp-
tural bent, ar though seeking through i
thir medinm to check the correcimess |
of bis analysis. At one bound Cézanne
was left far bebind. Later, wihile
discussing these works with bis friend
the sewlptor, Julio Gengaleg, Picasso
bimself pointed ont that it would

suffice to cut up these paintings—in
which the colours were no more than
indications of perspectives, or plames
inclining this way and that—and to
reassemble  them according to  the
instructions given by the colosys

COMPOSITION. 1509,
cowre, 127 1. |
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themuselver, in order fo Jind oneself
looking at pieces of seulpture. The
painting wosld be equal to thir test,
We cammot Jeave the year 1908 with-
out mentioning the bamguet which was
organized by the artists of the Batean-
Lavsir in bonour of Douanier Rous-
sea. It was Picasio who took the
initiative and the dinmer war beld in
bis studio. To make ready for the
ceremony, the walls were stripped of
their nrnal decorations. Al that was
ieft, in promiment Places, were a fow
beautiful Negro masks, while the
Place of bonour was filled by the por-

Gz

HOUSES ON A HILL-SIDE, HOATA DE EBRO, SUMMER 1909, OTL, 361" x 25§". Private Collection, Parir.

trait of Yedwiga, painted by Rous-
stau and which Picasso bad recently
bought from old Somlier. At the far
end of the room stood the improvived
‘throne’ on which the Douanier was
fo 3it in riate, The guests were signi-
ficant: the representatives of ‘Art™
were Georges Brague, Jacques Vaillant
and Agéro; the writers were Apol-
linaire, Max Jacob, André Salmon,
Maurice Cremnitz, René Dalize and
Gertrude Stein. In every respect the
ceremvony was an ersentially Momt-
marire evend. If the cooking was rather
casual, there was mo lack of wine, They

AMBROISE VOLLARD, PARIS, 1910, oi%, 3617 x 29§,
Modern Art Miiveum, Mercow.







just sown its wild oats with Fauvism seemed already to be repenting
of its haste. The painter withdrew behind closed doors and started
thinking for himself. In the privacy of his studio he took stock of
the familiar things round about him, the decanter and wine-glass,
the packet of tobacco, the guitar, He observed them from different
angles, he felt them over and over again with his expert fingers, he
looked through them, so to speak, with the astonished vision of his
own senses; he studied their inner movement, their secret mecha-
nism, he steeped himself in their immanence, their presence. In his
solitude he relived the genesis of all things, he felt in his own being
the renewed creation of the world. Mothing evaded his grasp, for he
found his way to the centre of things by virtue of a power that was
neither pride nor love, but consent and respect. The object then
appeared to him in its total form, with its armature, its outlines and
contours, its inner structure, its underneath: when he was able to
show it as it was, then Cubism was born. That is what Picasso did.
That is how he rediscovered the hidden springs which bind man to
bad alro invited a pompons individual
with a white beard, a restorer of old
paintings who lived in the bowse and
who was introduced to the Donanier
as "The Minister of Fine-Arts'. On
the table-top, Apollinaire improvised
a long poem singing the praives of
Rowsseaw, in which fact and fiction
were wonderfully mixed. Then came
a series of speeches to which the
worthy Dosanier, whe bad thought-
Sully bromght by violin with bim,
replied by playing some tunes af bis
own  composition, including *The
Little Bells' and a walty called
Clemency’. A mumber of guite bir-
torical promosncements weee made Mhat
evening, thanks mo dowbyt to the alcobol:
Jor instapce, Rowssean, deliphted by

HMEATL PARIS, TGO,
WATER-COLOUR, 245" % 183",

—_




reality, at once possessing and possessed, containing in himself all
the elements of the universe, just as the universe contains him. It is
thus that he found out how to convey a sensation of volume on a
flat surface, without depending any longer on linear perspective,
fore-shortening, modelling, chiaroscuro or all the bag of tricks that
had been used by the museum-painters down the centuries. From
Horta de Ebro, where he spent the summer, he returned with the
Hosses on the Hillside and Fernande (19og)—a landscape and portrait
in which he passed beyond what Cézanne had to teach and laid down
the rudiments of a pew language, In Paris he painted a series of
still-lifes, the Portrait of Brague, the Woman in Green, and also sculpted
a Woman's Head according to the same principles, In these various
pictures we find 2 new conception of space in which the planes are
geometrically defined instead of being plotted according to the
vanishing-lines of the classical canon, and start from the canvas to
focus in the eye of the spectator. In 1910 he went on to produce his
famous series, The Girl with the Mandoline the portraits of Vollard,
bis reception, whispered confidentially
inta Picasso's ear, " After all, you
and I are both great painters: moyself
in the Modern style, and you in the
Eg ypiian.”

1g9og-13—Heroic years, indeed, dur-
ing which the anly satisfactory chromo-
logy to follow ir that of the works
themselves, so closely bad the artist's
life become bosnd up with the experi-
ment on which be bad launched birmself
body and soul. His development may
thus be shown without recourse to
aneedose. If we mention the varions
periods that Pieasro spent each sum-
weer at Horta de San Juan, Cadagués,
Céret or Sorgues during these fosr
_years, it is becanse these mames offer

useful points of reference for plotting

WOMAN'S HEAD, 1909,
BRONZE, HEIGHT, 16}".
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Kabmwerler and Wilbelm Ubde, and the Nude painted during a holiday
at Cadaqués, where he stayed with Derain, The following summer
he went to Céret with Braque, and brought back with him Thke
Aecordion-player and The Man with the Pipe (1911). We have only to
compare these two canvases with those he had painted the year
before, no doubt under the combined influence of Cézanne and
Megro art, in order to see what direction Cubism was taking under
his influence. The volumes are less powerfully stressed, the rhythm
of the geometrical forms has been broken down into its elements,
resulting in architectural compositions made up of countless frag-
ments, small, tenuous facets or geometrical shapes laboriously inter-
joined or superimposed. The original model was so thoroughly
disintegrated, stripped down into minute facets, that the spectator’s
imagination rather than his physical senses had to make the effort of
reconstituting it. This amounted to a new form of writing, a total
rehandling of traditional spatial values and pictorial vision. It was
an undeniably new style, yet one full of equally undeniable dangers,
with the masses thus atomized, the form scattered into countless
ideograms, the humiliation of colour, now restricted to a scale of
sluggish greys; not to mention a certain aridness, complexity, even
obscurity, It is obvious that Picasso must have thought out for
himself a principle, and reconsidered a technique which pushed the

bis progress in the austere and diffienlt more and more abstractly. We need

wndertaking which made up bis very
exirtence, Between 1909 amd 1913
there was no abrupt leap into the wa-
known, but a prudent adpance, a
constant progress, @ regular explora-
tion inte smcharted territories whick
bad to be set in order and made safe
as soom ar they were comguered. Por-
traits and siill-lifer im which the
vialin and guitar molifs often featured
were at that time Picasso's favosrite
themes, which be tended fo bandle

only compare the portrait of Fernande
(1909) which be brought back from
Heorta de San Juan, with those of
Ambroise Vollard and Kahnweiler
painted a year later, or better still
the Accordion-Player of 1911 and
I"Aficionado of 1912, fo be able to
take stock of the growmd covered. At
the rame fime the colouring lost its
intensity amd way finally reduced to
little meore tham a momochrome.

Summer 19o9—Piasso stayed at
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analysis of reality close to the point where it becomes conceptual.
After a series of nine pictures (1911-12) on which he inscribed the
words ‘Ma jolie’ as a tribute to the woman who had lately come
into his life, Picasso found a solution to his uneasiness in his first
Papier collé ot collage, The Cane Chair.

On an oval basis, framed with a length of rope, and among a few
objects painted in oil, including a glass, a slice of lemon, a pipe,
a knife and a newspaper, he gummed some corrugated paper
imitating the texture of a cane chair. This optical illusion of the
canework was set in a group of abstract shapes together with the
first three legters of the word journAL, which were an exact repro-
duction of printer’s type, resulting in a work full of surprises which
was to be the point of departure for the numerous s/lages he made
during the next five years. It was really Braque who first had the
idea of inserting some solid, naturalistic feature into the imaginary
composition of a Cubist painting (in his Vielin and Jug, 1910), thus
discovering a new technique and new plastic relationships which
many painters have since exploited in their own way. Picasso also
began making literal copics of materials extraneous to painting, such
as printer’s type, imitation marble and imitatdon wood. His next
step was to incorporate the actual materials themselves into his
pictures: brown paper, wall-paper, strips of cloth, playing-cards,

Horta de San Juan (Horta de Ebro),
where be met bis friend Pallarér once
more. Apart from the portrait of
Fernande, already mentioned, Picasso
warked on balf a dogen landscapes,
including the Houses on the Hillside
(page 62) and The Factory. Inspired
by the austere local scenery, be reduced
kis palette to a range of ochres, a choice
which was sirengtbened with the years.
Autumn 1909—.Ambroise Vollard
gave an exhibition of the camvases
painted in Spain in the summer, This
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BOTTLE, WINE-GLASS AND VIOLIN. PARIS, WINTER 1912135
COLLAGE AND DRAWING, 181" X 24", Trirsan Tzara Collection.

war fthe omly ome-man show that
Picasso agreed fo bold in Paris before
1919. In any cave be saw no point in
submitting bis work for the various
French Salons. In this connection we
msist remember that Bragwe's work bad
been rejected by the antumn Salon in
the previous year. At the end of Octo-
ber, Picasso left the Bateaw-Lavoir
and moved to 11 Bowlevard de Clichy,
where be took a flat with a studio,

Early 1910—This was the year of
the great Cubist porfraits: The
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packets of tobacco, all kinds of odds and ends which he used
together with drawing and painting in order to obtain surprising
relationships between the immediate data of nature and the shapes
he constructed or imagined himself. Among Picasso’s collager we
need only glance at such works as The Bostle of Sae (1912), “An Bon
Marché® (1913), The Student with the Pipe (1913), Le Jowrnal (1914)
in order to be convinced at once of the perfect genuineness of this
new development., It had begun as no more than a scornful satire
of the devices of imitative, ‘trompe-1'eil’ art. But it was very soon
realized that bringing together forms created imaginatively and
even the most trivial forms of natural objects could only serve to
extend the painter’s resources. Moreover, the Cubists were disturbed
by the fecling that reality was eluding them and that their experi-
ments were going farther than they had intended. Too much
abstraction threatened to kill not only *subject’ but the physical
attributes of objects themselves, thus reducing the picture to a mere
decorative canvas, nothing more than a purely intellectual creation,
inhuman, hermetic, plastically feeble. Malevitch, Kandinsky and
Mondridn tried to close their eyes to this danger, but Picasso refused
to take the risk, and the wm/llage process enabled him to avert it. In
a word the object itself, which had hitherto remained outside the
picture, now came and established itself firmly on the canvas, so that

Woman with the Mandoline
(Fanny Tellier), Ambroise Vollard,

These etchings mark the beginming of
bir career ar an illwstrator in ihe real

Wilhelm Uhde. Each of there was
a major undertaking, for the painting
of which rhe artist necded marny ritlings
by bis mrodelr.

Summer 1910—Picasie stayed at
Cadaqués in Spain, together with
Fernande Olivier and André Derain.
During this vacation be execnted the
Jfour etchings for Max [Jacob's book
Saint-Matorel, which Kabmweiler
was to publish the following year.

sense of the ferm.

Autumn 1910—Refaraing to Cada-
gués, Picasse set to work onw the
Portrait of Kahnweiler, wbich
shows the fufluence of the particularly
anstere and ‘abstract’ works which
be bad produced during bis boliday. It
wat while working on thir portrait
that the artist brought into being, for
the first time, the technique of ‘super-
imposed planes’ which, originating
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VIODLIN. PARIS, 19I13. COMPOSITION IN CARDBOARD WITH DRAWING,
CHALK AND PAINT, zod"® 11§°.



STILL-LIFE WITH CANE CHAIR

FARIS, WINTER TOII. QIL AND PAFER ON CANVAS, TO§ X '[Eli .

Ifm.’ar the excampie of African carving,
war o enable bime omce and for all to
break free from the slavery of imita-
tign and imvent @ Eind of painting in
which, on a plane canvas, the varioss

signs became plastic equivalents of real

things. If be still needed a dogen sit-
tings for ther porirait, it iv to be noted
L

that after that dafe Picarso was never
fo use @ model except on very special
CECASIONT.

Summer 19r1—>Picarso spemt bis
first boliday at Céret in the eastern
Pyrenees, with Brague. This was the
time when Mr camvaser first conbained
printed letters which were sometimes

Tz
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dravm in stencil. Exploited for their
‘trompe-U'etl’  effect, there  letters
were the only ‘real’ obfects remaining
in works which were gradually leaving
reality bebind. It appears that Brague
war the firet to wse this device.

Auramn 1gr1—I¢ ir inferesting to
nofe that it war just when Cubisrm
war becomsing wmiversal and attracting
more and more followers, that the mosi
virslent attacks bepan to be made
against it, When Le Journal arked
the eritic Gabrisl Mosrey fo mrite
sp the autworn Salon, ke propbesied
on soth September that *'Cubirm,
whether integral or mot, bar already

14" % 3217, Knowrtersirenme, Barle,






the artist was forced to build a suitable composition round the
intruder. Smoothness of touch and texture disappeared as they were
supplanted by ready-made features or materials. Irony and humour
and the fantasy with which incongruous bits and pieces were
deliberately brought together now replaced the ascetic and almost
religious gravity of the Cubist discipline, The imprint of the artist’s
personality gave way to that anonymity towards which both Picasso
and Braque had been striving for years past. The collage suddenly be-
came, in their eyes, a kind of game which could endow the flotsam
and jetsam of existence with all the attractiveness and almost supet-
natural charm which they denied to the noble medium of art. But it was
@ superior game, and one which was to have unexpected repercussions
on their own personal work as well as on modern art as a whole.
Picasso used to take a sheet of paper as his ground. Then he would
cut up natural substances—wood, etc.—and glue them on the sheet.
These he surrounded or covered with lines and light shading, At
first he produced some very graphic and airy compositions in this
way. Later, as the fragments of alien material became increasingly
important, the finished works became more compact and solid,
finally acquiring an obvious and convincing harmony. In the Botile
of Old Mare, with Glass and Newspaper (1912), for instance, all the

said its last word: it is the rwan-song Allard), they were all equally bostile.
of pretentions impotemce and self- Winter 191 1—The farct that ure bhad
satisfied ignorance”. Mowrey was moi been made, bowever timidly, of ‘real’®
the only one, for the majority of  detail such ay fypescript and the like,

Journalists came ont violently in con- was mot fo be passed over lightly.
demmation of Cubism. The Intran- Ownce be bad tested the practical value
sigeant alome, in which the art of this invention, Picasso further ex-

column was ram by Guillawme Apol- Plaited its principles by introducing
linaire, and the Paris-Journal fo Jactimiler of marble, wood and wall-
which André Salmon was a contribu- baper into his pictures, Everything
far, defended the new painting. As for suggests that bis aim was to beat
the reviews, apart from the Mercure the optical illusionists at their own
de France (thamks to Gustave Kabn) game. To achieve this be went 1o far
and the Revue Indépendante (Roger as fo use a comb, a tool commonly
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objects were drawn except for the newspaper, which is actually a
newspaper-cutting, and the piece of wall-paper stuck on the table.
In the Bottle, Glass and Violin, which dates from the winter of 1912
(page 69), the news-cutting indicates the shape of the bottle, while
the imitation wood suggests the violin. In yet another still-life the
extraneous elements are used only for spatial definition: the Studens
with the Pipe (1913-14) shows a face which is mischievously suggested
by straight lines and a few curves, topped by a dark béret made of
gummed paper. Even if the Violin on the Wall (1913) in the Rupf
collection, and The Card-player (1914) in the Museum of Modern Art,
New York, are entirely painted works, the realiss of imitation wood,
newspaper headlines and playing-cards is reproduced with such
accuracy that the two paintings give exactly the same impression as
¢collages. In any case, they go to show how the new technique had so
considerably influenced painting, that the hermetic Cubism practised
from 1911 onwards was heading, by 1913, towards a more accom-

modating and broad-minded conception altogether. The meticulous
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arrangement of details, the breaking-up of the forms and prolifera-
tion of minute volumes which are all typical of what has been
described as ‘analytical Cubism’ and which are to be seen in such
works as the Accordion-player (1911) and /" Aficionado (The Amateur) of
1912 could not survive after the success of the collage technique. It can-
not be denied that this new medinm acted as a stimulus to Picasso’s
plastic bent, encouraging him to exploit the assumptions of Cubism
in an unexpected way which led him to make fresh discoveries.
Just as in gradually shedding its super-added ‘real’ features the
collage was transformed into a picture, at the same time when the
raw material gained the upper hand the collage tended to become
a work of sculpture rather than of painting, Thus the Guitar (1912)
was made entirely of coloured papers; the io/in of 1913 consisted
of a metal box which was prolonged, to represent the keyboard, by
a strip of cardboard with the strings drawn across it; while the
Mandoline of 1914 was constructed entirely of roughly carved bits of

wsed by bosse-decorators for graining,
By virtwe of a quite natwral dialectic
which perbaps contained a degree of
playfulness, these daring tricks led to
otbers, so that by the end of 1911
Picasso was adding fo his painting ot
only facsimiles of real materials, but
actual fragments of mewspaper, wood,
even sand and other such subriances:
these works are known as Papiers
collés or collages (see pape 72, for .
the first papier collé made in the
winter of 1911-12).

In the comrse of 1912 Picasso war to
exploit this new freedom in order to
express bis affection for a  yosnmg
womvan who bad recently entered bir
dife. In addition to the two works of
that period which contain the words
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“[aime Eva"”, this perron bar to be
credited with inspiring the admirable
series of canvases which, instead of her
mame, bear the words ““Ma Jolie”,
words Picasso bad taken from a somg
which was then in the fashion, and
which bad a refrain beginming with
Christine’s words, 'O Mawon, ma
jolie, my beart bids yow good-
marning.” Eva's presence brought
abowt profownd changes in Picarso's
way of life. Giving up the Bohemian,
nocinrnal existence be bad been leading
with bis friends, particalarly Kabn-
weiler, be mo longer waited till summer
before leaving Paris. The love that
now filled his heart needed solitnde and
withdrawal. Casting off a whole past
life for which be bad no more use, be
left for Avignom. As be met some of
bis friends there be fled again, this
time to Céret, where be spent only a
month. By the 16th of May we find
bim at Sorgues, where be passed the
whole summer and part of the antsnmn.
Returning to Paris omce more in
October, Picarse took a studic in the
Bowlevard Raspail,at No. 242. How-
ever, towards the middle of 1913 be gave
it up and removed fo 5 rue Schelcher.

The year 1913 was marked by wo
outstanding event, apart from bis stay
at Céret in the summer months along
with Juan Gris, Bragwe, Mansolo and
Max Jacob. After being almost ex-
cluded for a year or two, colowring
now reappeared timidly bere and there.
There is no doubt that the new possi-
bilities opened wp by the making of

HARLEQUIN. CERET, 1913,
o, 34§" x 18}"
Rosengart Gallery, Lacerne

Papiers collés served fo quicken the
evolution of bis work on lines well
ontside the marrow principles be bad
g0 far been governed by.

Summer 1914—-At Avignon, where
be spent bir bolidays with Brague and
Derain, Picasso worked on some large
canvases such as the Portrait of a
Girl on a Green Background, The
Man with 2 Wine-glass, and some
still-lifes, including The Glass with
Straw-bound Bottle of Bum ( page
99), in which, taking a hint from
wall-paper designs, be gave the camvas
a sprinkling of bright colours that lent
variely and charm to an increasingly
free compasition.

The declaration of war found Picarso

.
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wood. We can easily imagine the mocking delight with which
Picasso assembled these strips of wood and re-created the musical
instrument in his own way. Later on, and especially in 1928, 1932
and 1943, he was to remember his co/lages when he turned to sculp-
ture. It can be said that Picasso never really exhausted all the
potentialities of this device, either as a painter or as a sculptor. It
was thanks to his efforts that the eo/lage became established both
aesthetically and technically in modern art. It not only modified his
draughtsmanship and composition but affected his palette even more.
In 1913 he broke away from the greyish hues, the thin, bitty touches
of colour and his neutral, drab tones. The colour began to vibrate,
warming up the canvas and defining light, shape and space all by
itself. In The Violin om the Wall the red, ochre, blue and black are
orchestrated with surprising energy. As gummed paper did not
encourage or suit the finer gradations and blending of tones, colour
came to life after a long period of sluggishness. The lively colouring
lent itself perfectly to the sweeping but simple design of such works
as The Harlequin (page 80), The Woman Wearing a Chemise, in an Arm-
chair (1913), The Woman with the Guitar (page 98), The Card-player
(1914). Laid on in vertical strips and overlapping surfaces, it clarifies
and constructs and was indispensable to the new type of Cubism

and bir friends still at Avignon. It
brosght an abrupt end to the exciting

mobilization started I sent Brague
and Derain to the station. I bave never

experiment they bad begim seven years
before, and for the swecess of which
they had not spared themselves. There
will mever again be found such an wn-
wsoal community of ideas and feelings
as that which bromght together such
very different men ar Picasso and
Brague, Derain and Juan Gris; but
not ome of them could bave realized it
at the fime. The break-up was 1o
complete and irremediable that Picasso
was able fo say, later on, ' When the

seen them rince.”

Thus ended an epock which remains
wmigue and exemplary for the bigh
quality and strict standards of the
works it produced. Yet it had not been
without ity diradvantager, Confined fo
bis studio as te a laboratary, it is ar
thangh the painter stopped opening bis
eyes to life, so that for him the world
was reduced fo a bandful of everyday
things which for plastic reasons be bad
selected from everything else. Apart
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that Picasso was discovering both in theory and in practice just
before the Great War, No painter could have been more aware than
Picasso of the excesses following on the teaching of Cézanne, even
if it was with the best intentions in the world. Rejecting every
possible submission to outward appearances, and at the same time
intent on portraying the object in its totality, the Cubists might well
be afraid that their ambitions and sectarian brand of realism might
lead them into a denial of reality. After a series of experiments they
found themselves faced once again with the dry dust of signs and
shapes well on the way to collapse.

This might be dismissed as a paradox. No doubt. Picasso never
tried to hide his realism. But he was realistic in the proper sense of
the term. For him, being a realist did not mean reproducing the
tangible world or making a sort of inventorv of things, any more
than it meant imitation, however cleverly transposed. What he
aimed at doing was creating—with the materials appropriate to his
art—a reality which would be the equivalent of reality as it is
perceived, a reality in a sense more real than that of nature, a menta/
object, in other words a reality brought into being by the human
mind. This is what was never understood by Picasso’s and Braque’s
immediate circle, those pseudo-Cubists who with varying degrees of

from swch musical instraments ar the
guitar and violin, the Cubists bad a
special liking for swch simple and
impersonal things ar wine-bottler,
Zlasses, mewspapers lying on tables,
and packets of tobacco. When they
left their studios, it was only to find
in the Montmartre or Montparnasse
cafés the same old packs of cards, dice,
adverfirements for abrintbe or Bars,
or the same old imitation marble and
wood veneers on the bar. By a perfectly
logical process the still-life gradually
became one of their favourite themes,

B4

ome might even say the only theme that
bad any direct relationship to their
aesthetic system or daily life.

This was s0 much the case that when
Picasso met Eva in 1912 be thought
it was impossible to make a porirait
of the woman be loved. It meed bardly
be said that for o man like Picasso
there could be no guestion of remaining
iong confimed to that world of mere
ohjects, which be found so stifiing.
But through baving learnt bow to treat
things exactly ar be wished, be had
gained a mental detachment from

STILL-LIFE WITH SKULL. DRY-POINT FOR&
'JEI.‘I’..'E.-!.LB.! BESIEGED” BY MAX JACOE

(pubiirhed by Kabwweiler, 1914).






success cut nature up into little chunks, thus relying more on the
device of stylization than on the resources of their own imagination.
A specifically Cubist work is, therefore, no mere image like any
painting by Poussin or even Cézanne himself, but an sutonomous
object, a pictural fact, a creation which draws all its value from its
relationship to the man who brought it into being. It is a convincing
unity of forms and colours that are not just arbitrarily chosen but
arise from and depend on certain rules and on a discipline and order
of things which are far removed from those of photographic
naturalism. All the traditional tricks to imitate space and dimension
are cast aside; psychological expressionism is discarded; the object
is no longer just seen from the outside and recorded by the retina,
then remade and disguised according to some old convention: it is
now seized in all its completeness and situated in an imaginary space.
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A man of Picasso’s insight had no choice but to react against an
over-analysis which broke everything into fragments, the disintegra-
tion of form, the disappearance of the plastic theme in a maze of
detail. He was too much of an individualist to be satisfied or come
to terms with an almost inhuman, cercbral dryness and obscurity.
At the end of 1913, after passing the summer with Juan Gris at
Céret, he simplified his style of drawing, tightened his composition
and regrouped and broadened his planes, concentrating his volumes
so that they took on a consistency, solidness and fullness which had
been impossible so long as he kept them broken up. Whereas the
tonality had been monotonous and austere, it now became warmer
and heightened, and combined with the drawing to strengthen the
whole structure of the painting. This was the period of the Woman
Wearing a Chemise, in an Armchair and The Card-player. It was also
the period of those co/lages, reliefs in cardboard, wood and sheet-iron
which all show an urge for concreteness and an increasingly sculp-
tural approach that had been stimulated by the example of African
art. For Negro art had more attraction for Picasso now than at any
other time. He owned a wobé mask which did much to free him from
a slavery to the solid block and helped him to discover a device that
Kahnweiler called “the technique of superimposed planes™: he thus
came to make use of metaphors or emblems and in this way to find

reality which be was mot slow in
explaiting for bis own ends. Attacked
and even dismissed om every side, and
the butt of the mast violent criticism
and jeers, the Cubists were forced to
retive into themselves, and as often ar
not they fook up a wegative aftitnde.
Thus, when Pleasss yielded in 1917
to Jean Coctean's request to do some
work for the Russian Ballet, bis
acceptance was severely eriticized by
bis friends, In bis acconnt of this event
Jean Coctean was able lo write, not

withowt a tonch of hantosr, * Mont-
prarire and Mont parnasse were wder
a dictatorship. WWe were going through

 the paritanical phase of Cubism. Such

articles as may be found on a café
table, together with a Spanish guitar,
were the only omes allowed. It was
freason fo paint a sidge-seifing, eipe-
cially for the Russian Ballet. Even
Renan's beckling off-stage conld not
bave scandalized the Sorbowne wrore
than Picasso wpset the Rotonde cafd
by accepting my imvitation. The worst
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plastic equivalents of realities, and to suggest, by a few suitable
signs, a surface, a volume, or the absolute unity of an object or
a human being. Picasso’s acceptance of African art undoubtedly
helped to bring analytical Cubism to an end and involved the artist
in the researches he so boldly pursued until 1914. For Picasso it was
no longer a question of representing objects only by multiplying and
dissociating their various elements, but rather by signs that would
evoke them in the beholder’s imagination, even if there was no close
identification between the sign and what was signified. The hole
which is suggested by the metal cylinder fixed into the Guitar of
compressed paper (1914) is a projection which we see as a hollow,
whereas the cavity in the Mandoline (1914) produces a relief effect,
In precisely the same way the Negro artist can give a mask the
appearance of depth by means of a protuberance or suggest relief
by means of a curvature,

The Cubist group broke up during the first year of the war.
Picasso found himself alone. That summer, at Avignon, he painted
The Small Table (page 91), The Glass, with Straw-bound Bottle of Rum
(page 99), a Porrait of a Girl against a Green Background and the still-
life '7ve Ja France, so called because of these three words written,
in honour of his adopted country, on the objects shown in the
picture, He was now dotting his canvases with light patches and

of it war that we bad to meet Diaghiley
in Rome, while the Cubist code forbade
any travelling except from the North
of Paris to the South, from the Place
des Abbesses to the Boslevard Ras-
pail.”

This accownt ir strictly accurate,
except for the fact that the wproar
had begun in 1915 when Picasso pro-
duced the graphite portraits of Max
Jacob and Ambroise Vollard ( page
97). Classical and revere in their
execulion, these porirails are sheer
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masterpieces of which even the most
realistic painter might be proud. They
maluratly caused a rensation, 1t seemved
Santastic that such a deep respect for
natural forms and such a complete
absence of plastic devices shonld come
Sromm the rame band ar the Harlequin,
fo purely geometrical in compusition,
that the artist bad painted only a few
months before. Then a strange thing
bapipened, On one side were the artists
or recent converits to Cubism who
Jeared that Picasso might abandon

THE MAN WITH & DOG, I0T4
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shats of colour, and painting a bit of flowered wall-paper into the
background—a reminiscence of the collage technique. The drawing
became freer and there was a return to the curve, while the form
began to show Baroque features. During the following winter he
suddenly gave up that manner—which was almost a rococo man-
nerism—and went back to Cubism. This time it was a decorative
Cubism in which he superimposed or set side by side coloured
rectangles, tilted to the left or right. He used this method in painting
harlequins, taking up again the theme which had so delighted him
in his youth. Although he was not painting much, he produced some
water-colours, large numbers of drawings and some engravings. He
sometimes inclined towards a geometrical abstraction, and at others
indulged in the most classical realism, noticeably in his portraits of
Max Jacob and Guillawme Apollinaire. Apollinaire had recently been 4
wounded in the head, on active service, and the portrait shows him
with his head swathed in bandages. The lead-pencil portrait of
Ambroise 17o/lard (1915) has a line and proportions as pure as any to
be found in a drawing by Holbein or Ingres, whose skill he seems
to be deliberately challenging with his customary impishness, in his
use of all the stock-in-trade of perspective, foreshortening and
modelling. When he was invited to Rome in 1917 by Sergei Diaghilev
in order to make the costumes and stage-settings for Parade, a ballet

a mode of expression, fo the triumpd
of which be bad so liberally contri-
buted; on the other were the declared
eneaies of the mew aesthetic, all thore
who fumped to the conclurion that
Picasso was iw retreat and wlo
thought it was their turn to crow over
their appenents. Both campyr were soon
disapipointed in their boper and fears,
The essential foct was that once again
Picasso had broken free of the circle
im which otbers hoped to imprisen bim,
and bad shown that there was mo
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greater danger than being the slave of
a formwla, even the formulas of the
advance-giard. Even the most timid
of minds cannot regret the deparinre
Jrom the formal snity which bad
characterized bis work between 1909
and 1914, when the tame artist was
to show himself capable of producing
sueh works ar the Seated Pierrot
(Musensr of Modern Art, New
York) and the Violinist, and in 1919
the Sdll-life on & Small Table,
directly Cubist in style, and the

THE SMALL TABLE. I9f4. O, 514" % 3% -
Knmrtmmresm, Basle.






CHICKEM, GLASS, KNIFE AND BOTTLE. COLLAGE WITH DRAWING. PARIS, IQI3.

extremely ¢lasrical Still-life on a
Chest of Drawers; and, finally, the
Three Women at the Fountain
and The Three Musicians, both in
1921.

October 1g16—Preasro feft the rue
Schalcher for Montronge, “where be
tovk a very subsrban detathed bouse
surrownded by its own garden, at 22
rue Victor-Hugo. He Jived almost
alone there, ar bis [friends, who were
mainly French, were away in the

9z

Forces, and be bad little regular con-
tact with anyone besides the Catalan
artists in Paris, especially Gargalls,
whomr be bad kEmouw  earlier in
Barcelona,

Hewever, before Jeaving  the rue
Sehalcher be met Jeaw Coctean, He
wanted to paint Coctean's partrait in
a barlequin's costwme and asked the
poet for some sittings, but fhe portrati
turned imte a Cubist camvar with no
visible evidence of Coctean in it. Nowe



for which Erik Satie (whose portrait Picasso painted in 1920) com-
posed the music, Picasso drew portraits of Stravinsky and Diaghile¥.
The director of the Ballets Russes is shown standing in full evening
dress with a top-hat on his head, while his manager Salisburg is
seated next to him, also in evening dress but wearing a bowler-hat.
The two figures are portrayed by nothing more than a thin, regular
outline, without shading or qualification. The drawing is of an
astonishing dexterity and economy and was drawn or perhaps even
traced from a photograph. This makes no difference, it is so marked
by the draughtsman’s powerful personality. Parade was shown in
Paris at the Chitelet Theatre on 18th May 1917. It created an unfor-
gettable scandal. Picasso’s scenery, showing stalls at a fair—a white
‘fat’ with a border of balustrades and houses in black and white
—was greeted with catcalls, as were the dancers’ costumes. The

the less the firm friendship which from
then on wnited the two men led Coctean
to interest the artist directly in the
creation of Parade, a mew fype of
ballet be bad thought of in 1915.

Onrce be bad overcome all the obstacles
involved in swuch a plam, Cocteas
managed to perinade Picasse fo go fo
Rome with bim, to foin Diaghiler.
They arrived there in Febraary 1917,
Ar time war short they et fo work at
once. The company bad rebearsals in
a barement of the Café Taglion:,
while Picasso sat at a fable opporite
the Villa dei Medici, painting the
corfanees for the various characters and
completing the design for the mock-up
of the ‘Managers' which be bad in
mind. Originally the ballet contained
only four characters, the Chinese con-
Jjuror, the little American girl and the
two acrobats. By introdwcing the

THE MAN WITH THE PIPE. 1014. SEFIA, 12§ % pf”.
Rarengart Galiery, [ucerme.
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costumes were certainly very strange, something like Cubist sculp-
tures made up of cubes, cylinders, rectangular figures and cones
fixed one into the other, parading under the arc-lamps. The audience
took all this for an impudent Cubist demonstration, with the result
that the ballet had to be taken off after a few hectic performances.
But Picasso’s first creations for the theatre are not likely to be easily
forgotten. If Cubism was already on the decline, it was thanks to
his efforts that it now became something more than a mere studio
experiment or the snobbish cult of a clique. By stirring public
opinion and giving Cubism such a social and practical form, he gave
it a brilliant introduction to contemporary life, In spite of the failure
of Parade, Cubism could no longer be ignored: from that moment
it was to influence the decorative arts, posters, typography, orna-
mentation, even furniture and architecture. With the help of a few
assistants Picasso had painted the curtain for Parade in an unusual
way. Grouped into a burlesque and roguish compaosition we find the

‘Managers' as vismalized by Picasso
—they were about three metres bigh
and more like mobile pieces of scemery
than characters—ithe idea war to
reduce the actual dancers themselves to
#o more thaw puppets, the effect being
fo impart an odd kind of liveliness to
the so-called Managers. This joke
wosnid bave fallen flat if the reversal
of values had not been turned into a
kind of manifesto and acquired some
Symbolic value precisely becanse the
Managers were constructions in space
obeying the primciples of the Cubist
aesthetic. This amounted to an open
declaration of the Cubist aesthetic's
triumph over traditiomal reality, so
that the first-might andience which
bissed the baller was not far wrong.

THE MAN WITH THE GUITAR. 197§,
ENGRAVING, 6° % 4}".
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jugglers, acrobats, dancers and guitarists of the circus-scenes of 1905.
This is not so surprising, for Picasso’s career is full of such restless
impulses backwards and forwards, when he discards ideas and takes
them up again, breaking, then returning to old sentimental attach-
ments. In any case Parade left its mark on that phase of his output.
He came to love the ballet as he had loved the circus. He married
a ballerina, Olga Koklova, in 1918, the year after he painted her
portrait in Spain. His future wife is shown in that work with a
mantilla over her head and shoulders. He was also to become one
of Diaghilev’s closest friends and supporters.

After the war Picasso produced naturalistic and abstract works
side by side, passing from one method to the other as if it were
child’s play to him. For instance, there was the Seated Pierrot (1918)
with its almost conventional realism, and the boldly geometrical
Violinist of the same year. At the same time he turned towards
Italian Renaissance Mannerism (Beach Sceme, 1918), only to leave it
again and go to the opposite extreme: he created a race of giants
whose figures had a swollen appearance, yet were controlled by a
sternness of line that is characteristic of what might be called
a ‘classico-expressionist” style. The patrician dignity of his female
figures, the fluted folds of their robes, and even the colouring which
is not unlike that of the Campagna frescoes, all point back to the

Picarso remained only a month in
Italy; mot only did be manage to do
what be had come for, but alio found
time fo virit Naples, Pompeii and
Florence. He did not cross the penin-
sula alome, but Stravinsky and Mas-
sine, whom be bad met in Rome, went
with bim, besides Coctean. A photo-
graph taken in the ruins of Pompeii
has survived as a record of this jawnt,
sbowing Picarso, mexct to Massine, in
the wnusual attitude of lighting his
pipe. There is nothing exctraordinary
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in this and the detail would pass unm-
noticed were it mot that the pipe had
become a symbol of solidarity among
the Montparnasse painters. Being one
of the few everyday objects which the
Cubists thought worth showing om their
canvares, fo some exctent it bad become
one of the symbols of their aesthetic,
and if was not only by chance that one
of the ‘Managers' in Parade, the
Manager in a tail-coat, was bolding
an enorayous white pipe which was ot
really mecessary for his role,

PORTRAIT OF AMBROISE VOLLARD,
PARIS, AUGUST 191§. GRAPHITE.






After bis return o Paris, Picasso set
to work in his Montronge siwdio,
where be mads the magnificent back-
cloth. Those who saw it il] mever
Sorget it, This work is a pastiche, ar
the artist was ehviowsly imitating the
painters of those hackmeyed rcemer
which commeonly decorate the stalls of
cheapjacks, The colowrs are frech and
lively and the dresses are lavishly
painted, All the themer of the Pink
Period are rebandled bere, but this
time with a bint of Mannericm which
changes their meaning and gives thim
a spice of wit: thus the bareback rider
on bix borse; the Guitarist ir alro
Seatured along with Harleguin, but
their faces are mo longer 5o melancholy.
Even the acrobat's ball of the early
works is recalled, adding its patch of
colowr o the foregrowmd, We can well
imagine the public's disapproval when
they saw this curtain rising fo dirclose
the Managers, and their feeling that
they were being made fun of. Satie's
music was nof calcwlated to improve
matters, for the authors had the idea
of accompanying the score with dyma-
mos, Morse signals, typewriters and
other effects to deceive the ear in mwch
the same way as the ‘trompe-l'eil’
effects for deceiving the eye in Cubist
Daintings.

The first wight was beld at the
Thédtre du Chdtelet om the 1845
May 1917. There war an sproar. All
Montparnasse was there, the Jpainters
in their pullovers and overalls, side by
side with elegant society women.

WOMAN WITH GUITAR. PARIS, WINTER 1913-1
o, 4587 % 183", Private Collection, Parir.
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Picarso was wearing a red pullover
and a jockey's cap.
preeted with u

only refrai ]
anthars ar they left the theatre becanse

Apollinaire, who written the
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introduction to the programme- e
ways in soiform: wosnded in the fore-
bead and with bis bead bandaged, be

merit of bringing the public into com-
ane of the arfists who in the
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period he spent in Italy in 1917. But at the same time as the Sleping
Peasants (1919), the Twe Seated Nudes (1920), the Three Women at the
Fountain (1921) and ‘Reading’ (1921), in all of which the figures are
remarkable for their squareness, their enormous limbs modelled in
dark, suave tones, he was painting still-lifes with a relaxed Cubist
technique—such as the delicious water-colour, The Balcony (1919)—
or in the fully orthodox Cubist manner such as The Table (1920). He
seems to have put aside the idea of an exclusive system which could
only hamper his lively personality. The truth is that the strength
which Cubism had gained through fighting Impressionism and
holding out against Fauvism was now exhausted. Cubism was begin-
ning to stale, and had become the victim of its own technique of

obscurity of the Bateau-Lavoir bad
worked out a wew way of painting.
From this angle the performance of
Parade may be regarded as the first
collective awarenesys of the mew ariistic
phenomenon of Cubism.

June 1g17—Picasso left the capital,
going to Spain, where be spent several
monthr in Madrid and Barcelona. He
war accompanied by one of the Balleir
Russer dancers, Olga Koklova, whom
be had met in Rome and who shortly
became bir wife. His stay at Barcelona
was one of great activity. There be
painted a portrait-bast of Olga Kok-
lowa, wearing a white mantilla, as well
ar a delicately colored barlequin
leaning on a balusirade in fromt of
a red curtain: thir be gave to the
city mwsenm, where it may still be
feen,

Summer 1918—From Biarrity,
where be spent his vacation, Picasso
brought back some delightful perifraits

SEATED MAN WITH ARMS FOLDED.
PARIS, 191F. DREAWING, 7§ =51’







vivisection. Impassiveness, immobility, poverty of colour, thinness
of subject-matter and a dim and melancholy glimmer instead of
light—such was the price to be paid for the intellectual tyranny and
ascetic discipline that underlie any exclusive cult of form. As soon
as its heroic period was over the movement fell a prey to didacticism,
dryness and academic formalism. Although Picasso continued
making geometrical still-lifes—with tables, guitars and jugs—he
liked to place such objects before an open window, sometimes
passing beyond the window in order to paint the landscape outside.
We feel that after stifling between the four walls of his studio he
suddenly needed a breath of fresh air, and although he still obeyed
a few Cubist principles he was quite prepared to cast them aside,

It may be impossible to follow Picasso’s many changes of direction,
his sudden tangents and sharp contradictions, but let us look more
closely at some of the works belonging to that period of transition,
such as The Schoolzir] (1919), The Hearth (1920), The Dag and the Cock
(1921), The Guitar (1922). They still contain geometrical planes
covered with a crude colouring, and sharply intersecting straight
lines; but there are also curves, spirals and festoons which give the
composition a fresh, dynamic quality. The stretches of flat colour
are relieved here and there with stripes, dots and squares of paint.
The outlines are embroidered with chevrons, star-patterns, saw-like

of women, notably that of Mme
Rosenberg with ber danghters, and

23 rut de la Boétie, not far from Panl
Rosenberg, who was bis main dealer,

the large composition Women Bath-
ing (page 116): the perfect ease and
incomparable lightness of the line, the
balance of the composition (fifteen
figures in the most varied poses and
wrotements), all bear witness to a sur-
reader to $he foys of life, s bappy easing
of tension, and simple contentment.

October 1918—Picasso gate up the
studio be bad been sceupying in Mont-
rosge for fwo years, mow moving fo

Ficasse made many drawings of bis
new' apartment, all of them serups-
lously acinrate. Two of these drawings
one dated 1920 and the other 1922,
show bir studio littered with canvarer,
stretchers and framer, all shown lying
in that active dirorder which was
characteristic of bim and which he
meeded whem working, On the other
band, another drawing shows bir
sitting-room ar it war om 214f
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. THE NEW YORK MAMAGER.
COSTUME FOR ‘PARADE’. PAXIS, 1g17. 10 FT HIGH. |

edging, all kinds of ornamental work which express a youthful
spontancity on the part of the artist. It was at Fontainebleau that he
puinted the two well-known versions of The Three Musicians, which
are the most important and significant of his last Cubist paintings.
The first (in the Museum of Modern Art, New York) is the most
moving of these, as well as the most solid and the most soberly
coloured. The figures of the three characters are laid out in broad
rectangular planes, while their faces give the impression of primitive
masks. Only the harlequin, in the centre, with his yellow-and-red-
checked dress and the curves of his guitar, serves to add a touch of
cheerfulness to this sombre, eerie, hieratic work, whose structure
bears witness to profound thought and incomparable craftsmanship.
The other version (Museum of Art, Philadelphia) is painted in a
different spirit altogether. The first two musicians have changed
places, the pierrot passing to the centre and the harlequin to the
left. But although the composition is more varied and the colouring

November 1919 when be was visited
by Jean Coctean and Eric Satie
(page 125).

Early Summer 1919—Picasse went
to London with the Ballets Rasser
company. Sergei Diaghiley bad asked
bim to design the scenery and costumes
for The Three-cornered Hat, «
ballet whore theme was taken from
the famous play by Anfonio de
Alargon. The music was by Manuel
de Falla and the choreography by
Massine, The first show war beld in
the Albambra Theatre on the 22nd of
July., Those who saw it bave told bow
on the first night Pirasse, with a
mechanic bolding a tray of painting
mraterials, stalked bebind the scemes
patting the finishing-tosches fo the
costumes, The fact is that for quite

PENCIL SKETCH, 248" x 183",

DIAGHILEY AND SALISBURG, SUMMER IQIT.







pleasanter, while more emphasis is given to depth and the decorative
intention is more obvious, this variant lacks the dignified grandeur
of the New York picture. The style of the Three Musicians was fore-
shadowed in the Harleguin with Guitar of 1918. Another Harlequin
with Guitar, dated 1924, shows how greatly Picasso’s manner had
changed in the interval between them. They have the same theme,
with the same figure in the same attitude, but the line has become
much more fluid, playing round the contours, while the colour has
moved up several registers and is full of startling contrasts, giving
a hint of the bold rhythmic leaps of the Three Dancerr which came
later. The series of harlequins was not interrupted between the
painting of these two canvases. Those of 1923, who are shown
seated and with clasped hands, deserve some comment. The painter
has now given way to the draughtsman and the Cubist technique has
been completely ousted by a severe classical discipline, It is hard to
see what Picasso was aiming at here, whether he was advancing or

TTALIAN WOMAN, PARIS, 1919, PENCIL, 283" x 233", @ momber of them braided cloth bad
Gurtar Zsowrteg Collection, Zirie, et been wsed, but the most spectacsilar
patierns were painted directly on to
the material. Karsavina, whe played
the part of the miller's wife opposite
Maysine, bas told bow ber dress was
completed omly ar the was abost to
take the stage, and that she already
had it on when Picasso gave it its final
Jorm: it was a masterpiece in pink
silk and black lace, very simple in its
design. As for the Corregidor and bis
wife, they were dresied in bluwe and
black satin. The costumes for the
minor parts were mo less daszling,
and when ihe lively ‘jota’  ended,
bringing the ballet to a close, it was
_ as though ome had watched some lavish
3 firework display. It was a triumph.

; THE GUITAR. PARIZ, 1020. OIL,
26" % 364", Kunstmuoeum, Basle.




retreating, what he was striving for or rejecting. It is hard to realize
that the Three Musicians and the Three Women at the Fountain were by
the same painter and produced in the same period, and the same
applies to the huge Women Barbing in the Chrysler collection (1920)
and the ‘Pompeiian’ Woman in White (1923).

It is apparent that in post-war Europe, when so many men were
content to enjoy the delights of rediscovered peace, at least one man
remained who was never to lose his old agitation, instability and
feverishness, When Cubism had had its day or was busy dying, and
he had withdrawn himself into an uneasy solitude, Picasso only set
himself more experiments and problems. After admiring the
Ingresque purity of the Portrait of Mme Olga Picasso (1918) with the
petfect oval of the face, the slender gracefulness of the arm holding
the fan and the placing of the other arm languidly stretched along
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AFILTETNGLE

STUDY FOR THE DROP-CURTAIN OF ‘LE TRICORNE' (THE THREE-CORNERED HAT).
LONDON, T919. PENCIL,

The failure of Parade war mow for-
Zotten. There was mothing here to
shock or upset the public, either in
the drop-curtain with its glimpse of
a very elassical bull-ring sceme, or in
the sets whose ochres and black with
pinks and dull blues evoked some

1ol

Andalusian village, or in the almost
traditionally §panish costumes.

The same ir true of the Cuadro
Flamenco tav years later—a series
of dances and Andalusian songs set to
mustic by Manwel de Falla, the
premiire of which war beld at the




the back of the arm-chair patterned with flowers, we cannot view
the subtle geometry of the Harleguin with Guitar (1918) without
astonishment. We are baffled by the hard, diagrammatic form of
The Bather, a gouache of 1920, and the neo-classical manner of the
Two Seated Nudes of the same year, 1921 shows even more diversity.
Picasso’s activities were increasing yet fusing on every side. He
was painting, drawing, pastelling, and engraving the first of his
‘tauromachia’, and applied himself as readily to landscapes and
still-lifes as to portraits and genre scenes. We must not forget that
he was working on the Three Musicians at Fontainebleau at the same
time as on the Three Women at the Fountain, the Four Women Bathing,
The Woman in Blwe and some *Maternities’, while for his own
amusement he was trying to effect a synthesis of these two methods
of representation in the pastel Man and Woman (1921) while also
beginning the superb series of still-lifes which were to be sought
after by art-galleries all over the world.

Gaité Lyrigue Theatre in Paris o
22nd May 1921. For this ballet
Picasso designed a setting that con-
sisted of a little provincial theatre in
red velvet, trimmed with golds and
blacks.

But for Pulcinella, a ome-act ballet
with music by Stravinsky (after
Pergolesi) which was shown at the
Paris Opera on 1508 May 1920,
Picasso seemes to bave been infent on
less traditional forms. The action of
this ballet was laid in reventeenth-
cemtury Naples, so be set about reviving
the characters of the Commedia dell'
Arte after a thorowgh study of their
castume and ways. For bim it meant
recapturing something liks the atmo-
sphere of the circus ar be knew it in

PIERROT AND HARLEQUIM.
PARIS, 1918, PENCIL, :ui'xﬂ':
Mrs, Charler B. Goodrpeed Collection, Chicage.




It we look closely at the Still-/ife on @ Chest of Drawers and the
Ir:'!f-ﬁ'ﬁﬁ o @ Small Table, both of 1919, we can see Picasso hesitating
between two opposite solutions: was he to follow the line he had
himself discovered in the shape of Cubism, or was he to return to
his earlier naturalism? But the questions have hardly been formu-
lated before we see the artist facing other problems. If, for instance,
the Dog and the Cock still shows Cubist tendencies and is rather
decorative, the Guitar, Bottle and Bawl of Fruit (10/4/1921) has nothing
whatever in common with the former of these two works: the
arabesque prevails over the straight line, the composition is
extremely compact, line and colour have parted company, while
depth and space are obtained by a few superimposed planes. There
are no more festoons, no patchwork of facets. Instead there is a
sober richness, a bold reticence, a graceful austerity. Picasso was
still trying to show the various views of an object simultaneously,

o —



PIERROT AND HARLEQUIN. 1919. GOUACHE, 1o}” X 73"
Mrs. Charler B. Gﬁﬁ.’f."_,tl'.'a‘f Collection, Clivags.

WOMEN HATHING [BAIGNEUSES). JUAN-LES-PINS, 1Q20.
pASTEL, 237 % 283", Private Collection, Parir.



but only the main ones. He had not forgotten the collage, that divorce
between colour and line that gave the first papiers collés their value.
In a word, the realistic emphasis is less to the fore. The bottle,
guitar and fruit-dish are suggested rather than defined, and this is
contrived with a few lines dryly traced over coloured surfaces, with
an astounding ease and certainty of touch. This disunity between
form and its physical context was to be taken up by other painters,
long after Picasso gave it up—particularly by Raoul Dufy, and even
more 50 by Fernand Léger, who made it one of the characteristic
features of his style. Then there are two still-lifes of 1922, the Glass,
Bottle and Packet of Tobacco (page 119) and the Mandoline on @ Tabie,
which both show the same overall conception, the same economy
of means: but here the coloured planes are cut across by hachures
which serve to break the monotony; they are horizontal in the
second picture, but horizontal, vertical and diagonal in the first.




bis youth, and be worked with re-
dowbled energy. Unfortsmately some
error in the dafes and a serier of
misunderstandings stopped him from
carrying out bis plans. As for the
backeloth, after working on about
twenty gomaches showing a mniature
theatre with it crystal chandelier, its
boxes amd scemery, everything was
discarded but the scewery, which he
enlarged to the size of the actual stage.
This last-minute decision made for an
undoubited suceess. Painted in a sober
barmony af colours, we see the moonlit
outling af a street in Napier, with the
sta and Vesavins in the background.
In this setting, which ir worked owt

DISEMBOWELLED HORSE.
BARCELOMA, IQI17. PENCIL.

PULCINELLA AND PIMPINELLA. STUDRY OF COSTUMES FOR THE BALLET ‘PULCINELLA'. PARIS, T9ZO,

like a Cubist painting, the artist
allpwed himself certain liberties that
are mot to be fond in Cuadro
Flamenco. The sea is represented by
broad dark rurfaces freely interspersed
between the bouses, which are eut up
and lighted from angles that owe
wothing to classical perspective. In
order to portray the night sky Picasio
added a friegze of stars framing the
whale scene and tending to a large
exctent fo confine the setting to a parely
pictural area. Only the reaflistic view
of Vesswins in the dirtance served to
open ont this plastic world in which
all the features were controlled by an
imaginary distribution of light. For
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The green canvas in the S#ill-life with Biscuits (1924) is decked with
leaves of foliage. The ornamental figures drawn over increasingly
tich and vivid tones give the still-lifes of that phase, so thoroughly
shorn of eloquence and constructed with a severe economy, a sympa-
thetic appeal and touch of fantasy that were rarely found in Picasso’s
work before then.

The theme of the still-life placed before an open window often
recurred. Evidently in his desire to increase the light in his canvases
and to give stronger definition by an exact distribution of lighting,
dimensions, volume and the inter-relationship of objects, Picasso
used the window as a device for diffusing light over them as well
as for creating shade as he required it. For we can take it for granted
that Caravaggio’s principle has nothing to do with this, as Picasso’s
light is essentially pictural and flows from his own imagination
rather than from the window. The opening pierced into the back-
ground of the composition and through which we can see the
balcony and the distant clouds or a line of buildings, as in The Srudio
(1925), has much the same function as the redusa in Italian art, It
deepens the field of vision, giving an enclosed space the extension
it badly needs, offering the eye an unlimited view of nature which
is a relief after secing nothing but plastic abstractions. We shall see
how Picasso developed this device later on, and how every picture

was given af the Thidtre dex Champs- immense still-life of vegetables amd
Elysées on the zoth June 1924. This megat,

curtatn, portraying two female dancers
by the sea in an wmwswally powerful
fyrical movement, wdr mo more than
an enlargement of a gonache be made
in 192z, OF all the designs for ballets
worked out by Picasso but mever
pud on there is perbaps ome which
ome particularly regrets mot baving
seen,-in which the actors were fo be
dreised like flies and to damce in
fromt of a backeloth representing an

We must now return to the summer of
1919. Wiile The Three-cornered
Hat beld it own with the Londonm,
public, Picasso left the English capital
Jfor Saint-Raphael, where be remained
till the end of the summer. There be
painted many pouzches and water-
colowrs sbowing a still-life on a small
table placed before an open window,
In these subtle variations on a theme
Picasso war seeking some compromise
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containing a window excites a feeling of elation and light-hearted-
ness that make an immediate impact on the spectator. At other
times, to stress the dramatic tension in his work, Picasso used
an electric lamp to throw down a cold, colourless, artificial glare
from the ceiling. If we menully cut out the electric-light in
Guernica (1937) and the Still-life with Eggr (1942) these two
works at once lose their austere beauty and indeed much of their
meaning.

In the famous still-lifes of 1924 Picasso was to attain something
like perfection itself. But were his efforts and exploits ever aimed
at perfection? As soon as he felt he was reaching it he kept clear by
some sharp change of position or clever parrying. This period was
rich in output but full of upheavals and undercurrents. He would be
alternately carried away by some overwhelming enthusiasm, then
sitting in sackcloth and ashes: at one moment dipping his brush into
honey and at another in acid, he wacillated between a cerebral,
premeditated form of Cubism, and the narrowest possible realism.
His work has always been an endless see-saw;, a crossfire between
two opposite impulses, between the sway of the imagination, the
urge to create out of nothing, and on the other hand a desire to
respect both tradition and nature. “I don’t evolve, I am what I am,”
Picasso has rightly said. And he is at the same time romantic and

between bis recent Cubirer and the rhow of drawings and water-coloswrs,

realirm which can be seen at that He
in bis drawing. The Balcony which
we reproduce om page 102 belongs to
thir series of works, and bere we can
distingnish the beginning of that blend-
ing of styler which war to lead Picasso
to a moare indulgent view of reality,
and of which the enlmination ir fo be
seen in the great still-lifer of 1925,
Returning to the balcomy fhere,
Picasso made a lithagraph of it which
be used ar an invitation-card for his

beld from zoth October to 15th Nov-
emtber in the same year, at Rosenberg's
Gallery, 21 rue de la Boétie,

In 1920 came the first af the beavy,
mannmental female figarer which bave
been compared with Greek or Roman
semlptures. If it is true that, for these
works, Pleasio drew on some memory
be brought back from Naples: or
Ponspeii ar Rome, it still needrs to be
excplained by what miracle swch bisated

figures, with apparently so kittle in
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classical, intellectual and emotional, a creator and a denier, a man
torn by doubts and contradictions.

The range of Picasso’s classical style was such that he could
draw in firm deliberate lines portraits worthy of Ingres himself
(Mme Wildenstein, André Derain) or handle pen or pencil with a Greek
purity (Women Bathing, Centaur Carrying off a Woman), ot try his hand
at Alexandrian art (Four Women Bathing), and yet at the same time
paint such works as the Mosber and Child of 1921, the Three Women
at the Fountain (1921) or The Spring (1922) in which he expanded or
bloated the forms while still maintaining a classical purity of line.
These monumental figures with their thick-set bodies, sunk in a sort
of stony inertia, these impassive, rustic goddesses of fertility, all
give out an impression of enormous strength through or in spite of
their full faces, globulous eyes, dropsical flesh, their stillness and
their expressionless features. But he was also to show these quiet
giants transformed into deformed and agitated monsters. He thinned




GLASS, BOTTLE AND PACKET OF TOBACCD, 1922, OIL, 133" x 164"

common with classical art, remind ur
ro powerfully and disconcertingly of
ancient scnlptures? Not only are they
far removed from academic antiguity
ar it ir undersicod in the art rchoolr,
bet we wonld search ithe Greek or
Latin civiftzations in vain for anmy
work of swch challenging yet quite
classical proportions ar the Two
Seated Women of the Chrysler
collection, or the Three Women at
the Fountain of 1921. The gemuine
invention and originality that snderly
such a ‘clarsieirm’ i monbere befier
demonstrated than in the pastels of

SLEEPING PEASANTS. PARIS, IQL9.
FENCIL, 127 % 16",

Women Bathing ahich be made that
summer (1920) at Afx-fes-Bains, and
from which ameedote and the pic-
turesque are banished, to the advantage
of design and line. We find the sane
blending of ancient and modern in the
mumerows sindies of women's beads,
two or three fimes the natural size, on
which be worked dwring 1920 and
1g21,

1921 was without doubt ome of the
happiest spells during that phase. The
birth of bis som, Pawl, in February
resalted in a mew theme enmtering bis
work, the theme of motber and child
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out the torso to end in a tiny pin-point head and gave the lower
limbs freakish proportions, for instance in the series of paintings
and drawings of the Women by the Sea and above all the Three Women
Bathing in the Chrysler collection (1920). In these he was thinking
less in terms of amplified volumes and distended lines, than of
creating a kind of fictitious space by no other means than drawing
alone. Far from secking to shock by these exaggerated shapes or his
unbridled imagination, he was deliberately trying one of the boldest
experiments any artist has ever attempted. One female figure, heavily
lengthened into a parallel with the horizon, ensures both the fore-
ground’s solidness and the stability of the composition as a whole.
The same applies to the second bather’s left leg which stands like
a massive pillar, while her shortened and bent right leg marks the
middle ground. The third woman, leaping in the background,
creates depth by the curve of the raised leg, the backward twist of
the bust, the outstretched tapering arms, the flowing hair and

which antil then be bad only bandled
very occasionally,

But there were other reasons why 1921
showld be important, During the
summer of that year, while spending
bis vacation af Fontaineblean be
painted the Three Women at the
Fountain, mow in the Musesm of
Modern Art in New York, as well
ar the two versions of the Three
Musicians, momwmental works which
achieve an admirable synthesis of the
two slreams imto which his arfistic
owtput was then divided. It is disturb-
ing and imcredible that these three
compasitions should bave been worked
out simultanconsly. They are quite
without feverishuess or the slightest
sign of the baste that would betray
any smeasiness: they show only the

BERTHE WEILL, PARIS,
NUDE. I1§I0. PENCIL, SPRING IQ20. GRAPHITE.
12} 83",
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exaggerated narrowing of the head. This is a triumph of draughts-
manship, in which, while ignoring the rules of perspective and the
proper layout of planes, the artist’s masterly exploitation of the
possibilities of drawing alone contrives to build up an imaginary
space which we have no choice but to accept. In Lasewry (Musée
d’Art Moderne) Matisse had also tried—by means of the arabesque
alone—to solve this problem which has haunted painters down the
centuries. But as he was too concerned with the harmony of the
poses, and using elegant curves and a broken line, he had only
touched on something which Picasso was to take up and develop
into a complete success.

But the same artist who painted the Women by the Sea in which the
expressionism borders on the grotesque, also painted in 1923 those
charming Portraits of a Child (his son, Paul), the Harleguin with
Crossed Hands and the Woman in a Turban, all of them works marked
by their easy, fluid line, soft warm colouring and restrained but

PARIS, 1919. CONTE, 24" % 16}".

ITALIAN PEASANTS (FROM A PHOTOGRAPH).
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THE ARTIST'S SITTING-ROOM, RUE DE LA BOETIE, PARIS, NOVEMBER 1919. GRAPHITE, 19§ X 24§".
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Left to right: Jean Coctean, Olga Picasso, Eric Satie.

assertion of the man's self-confidence
as be carried ont plans laid long before.
Incidentally, there are mo less than ten
drafts of Three Women at the
Fountain, and they sbow ceriain
variants. In two of them the seated
woman on the right of the picture is
shown with ber legs crossed and ber
bandr clasped snder ber Ieft knee. For
this figure, which alone fills balf the
camvar and piver it balance, Picasso
also made two small separate studies.

Among the other changes be made in
the eonrse of thir work we mote that
of the ceniral fipwre, whose position
bebind the rock, as seen in the final
version, occurred in only three shefcber,
There are also about ten drawings or
pastels dealing with either face or
bands. Passing with the ease of o
virtuoso from one techuigue fo anotber,
Picasso bandled the same theme in two
lithographs called The Spring and
The Fountain, both dated 1921.

12§




GUITAR, GLASS AND BOWL OF FRUTT. 1924. OIL,

I The Three Musicians u¢ areapgain
in the presence of the indisputed master
af Cubirm. The two versions be made
of #his show marked differences in both
the arrangement of the figures and the
45 of colowr, as well as in the compari-
tion in the proper sense of the ferm,
In the wersions in the Museum of
Modern Art in New York we can
pick out, from left to right, a Jpaerrod
playing the clarinet, then a barliguin
with bis guitar, and a monk bolding
a score on bis knmees, In those in the
Philadelphia Museum the barlequin
15 playing a violin and is nwow Placed

126

383" x 52", Kaousthawns, Zérich.

fo the left of the picture: in the cenire
stands the pierrot with a clarinet,

Jrom the other version, while the

mronk, on the right, is recognizable by
bis homespun babit, with a cord for
bis belt. The dog on the left of the
Dicture, wnder the ftable in the New
York wversion, does mot figure in e
Philadelphia camvas, More complex,
and fresher in colonr, this final version
bas neither the severity wor the riark
ecomony of the ather, which imprecses
by itr dignified gemerosity of comception,
Hewever, it is impassible to give any
chromological order fo  these lwo
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graceful naturalism. His Cubist paintings also suggest his desire for
escape, his need to please after having so often offended. They began
to take on a flowing line, harmonious gradations of tone, subtle
inter-relationships whose charm makes us think of Braque. He now
began producing the series of brilliant still-lifes running from The
Mandoline (1924) to The Fishing Net (1925). If The Mandoline in the
Stedelijk Museum, Amsterdam, still has a geometrical structure,
sutfaces decked with ornamental patterns and both the shapes and |
the space they are set in defined by a few simple strokes or by
juxtaposed planes, the still-life Guitar, Glass and Bow! of Fruif in the
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WOMAN, STANDING. 1923.
INK-DRAWING, 118" Bf".




Kunsthaus, Zirich (page 126), is executed with less reserve: here
the curve is uppermost while the colour is smoother and more
closely related to the drawing. Thus two distinct techniques were
brought together in the still-lifes of 1924-25—The Open Window,
the Still-life with a Slice of Melon, the Still-life with a Bottle of Wine,
the Still-life with Classical Head (Musée National de I'Art Moderne).
These canvases are full of energy, elegance, freshness: they are rich,
urbane and precise. Every one of them looks like a synthesis of the
painter’s earlier experiments and trials: Cubism and naturalism are
found side by side, abstract images and concrete themes, together
with the collage technique, the separation of line and colour, all
completely fused and welded together and carefully heightened with
a few sparkling echoes of Impressionism. The objects are set out in
front of a window or against an artificial background of wall-paper.

WOMAN, STANDING. 1936,
INE-DRAWING, 183" x 12]".
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STILL-LIFE WITH MANDOLINE. 1924. OIL, 383" 527
P. A. Regnanlt Colleciion, Stedelijh Museson, Amrterdam,

nterpretations of the same theme, ar
Picarre bar made it Enown that be
worked on both Canpases aif once,

His work continued fo

192223
be marked by the same dualism: on the
one band a rystematic development and
exploitation of Cubism, with all the
variations it allows on such an appar-
ently limited theme ar a still-life; on
the other the represemtation af the
burwan face and flewre by traditional
means, If the year 192z stands ont

Sor its series of still-lifer in which,
beightening the colour and laying it on
in flat sirefches, be broke ity monodony
by a series of parallel strokes, mainly
black (see page 119), it oecurred to
him during bis boliday at Dinard to
introduce some new element tch as
fich, beside the u_r,r,.';y'. fruit-dich, bottle
and plass, Hp devoted 1923 o
Frengthoning biv classical style. It was
a_year of calm, during which Picasso
drew and painted with snaccnstomed
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They all have the recurring themes, bottle, fruit-dish, guitar or
mandoline, that provide a leit-motif round which Picasso played
infinite variations. The guitar appears very frequently, and every
time in a different way. Whether he makes it square, oval, rect-
angular, cylindrical or trapezoidal, it is always none the less a guitar,
always different vet always the same and easily identifiable. To these
objects he sometimes added a classical bust on a stand or pedestal,
or fruits lying on the table. On the table-cloth, usually decorated
with some small pattern, he liked to spread a sheet of music on
which the staves and notation can be seen. There is such a sheet of
music in the right-hand section of The WWoman with a Mandoline (1925)
in which the drawing takes the form of quick short strokes laid on
flat stretches of colour, The volume is only suggested in this canvas,
as in some of the other still-lifes of the same period, though some-
times the objects are still defined by intersecting planes. The figure
holding a musical instrument is a characteristic feature of Picasso’s
human imagery, and has been ever since 1910, just as the musical
instrument became an essential part of the still-life. Picasso never
wearied of repeating his favourite themes. He was obsessed by the
woman playing the mandoline, the harlequin, the musician and the
woman bathing, as later he was to be fascinated by the seated or
sleeping woman, the guitar, the fruit-dish, the bottle, or later on

[freedom and serenity. All the camvases
of that year belp us to wnderstand and
share the unaffected joys of temderness
and peace of mind. Defying the modern
prefudice which condemmns any pleasant
work as preéity-pretty, in rapid mcces-
sion be produced swuch canvases as The
Lovers and the varions portraits of
bis som Panl, every ome of them a
masterpiece, thanks to the perfect
elegance of bis draughirmanship and
the gemerons warmith of bis feelings,
Besider the poriraits there wars alio
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a serier af harleguing in the realint
meanner, which fogether formed anm
important exhibition beld in the
Rosenberg Gallery in the following
_year,

1924-25—There two  yearr count
among the most owtrtanding in the
painter’s career. With supreme ease
and wnfailing swccess be mow gave
Cubism some of itr most famons
masterpieces. But is it really corrvect
to desiribe all these superh works as
Cubist? His freedom of style was by

FlsHIRsAN, PARIS (F), 1918
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the candlestick, coffee-pot and lamp. His private life was always the
focal-point in his work. How often in 1911 and 1912 he wrote the
words MA JOLIE on his canvases and collager as he thought of the
woman he loved! At that time his Cubist experiments denied him
the use of portrait, but this medium became possible again after
1917. We have already mentioned the portraits of his young wife
Olga. After 1921 she and his son Paul inspired his numerous
‘Maternities’, both classical and neo-classical, in which we see the
child asleep or playing on his mother’s knee. By 1923 the boy was
two years old, and his father then painted his delightful face. He was
also painted sitting astride a donkey, and writing at his desk, and in
1924 in harlequin costume. In 1923 Picasso also made a portrait of
his own mother, whose features he copied with filial affection. We
shall need to return to these personal or family likenesses, for
Picasso was to meet other women and have other children. It is
enough for the moment to single out a painting made in 1923 by
the author of the huge matronly figures and of The Three Women at
the Fountain—that is to say The Lovers, which shows a young man
and woman tenderly embracing. Gesture, line, colour, everything
combines here to give a reserved and graceful expression to perfect
human bappiness. Whenever Picasso takes up a new theme it is
because he has been impressed by something he has actually seen,

now 5o complete and be related shapes
and colours with such uncanny skill
that the eritic ir bewitched and reduced
fo silence, for the analytical mind is
bagfed. 1f some careful observer should
venture ta point ont a feverish baste
bebind this collection of frinmphs, it is
only because they bring together in a
common  impulse all the  artist's
oldest and most recent ideas, in a way
which recalls the finale of somee impres-
sive drama.

Moreoser, the same spectator wowld

" wo dowbt bave been artonivhed bad be

been present at the ballet, Mercury,
on 1544 Jume 1924, Thir war a series
of “plastic pores’ arranged by Lionide
Massine to music by Eric Satie.
Created for the ‘Parir Evenings'
organized by Count Etienne de Beau-
mont, this ballet shows signs of fresh
preoccupations on the part of Picasso.
The drop-curtain itself, which por-
trayed two barlequins bolding musical
instraments and which greeted the
spectator as be entered the 'Cigale’
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or because of some strongly felt emotion, or some experience in
new places he has visited. When he started portraying fish on a table
in 1922 it was because he was staying at Dinard, The Fishing Net
(page 132) was painted during the summer of 1925 at Juan-les-Pins.
The execution of his still-lifes became increasingly involved after
this work. The line began to show some signs of its former indepen-
dénce while the composition was less tightly articulated. In The
Drawing Lesson the figure seems the more disjointed as the table and
stool are heavily and solidly constructed in a way which is empha-
sized by the use of reversed perspective. In The S#udio, straight lines
and ‘arabesques are worked together into a closely woven general
effect. Finally, in the S#//-/ife with @ Ram's Head the curves and spirals
all combine into one movement which the artist has unerringly
centred. On top of so many other problems, movement itself became
an additional preoccupation for this untiring but eternally dissatisfied
man: it was in that year that he painted The Three Dancers.

It is quite certain that this canvas was inspired by one of
the rehearsals of the Ballets Russes. Picasso went on working
with Diaghilev until 1924. He had painted the scenery for The

TOUNG MANK'S HEAD, 1923,
CHARCOAL AND GRAFHITE, 247 % 19",



Threecornered Hat in 1919, and the set for Paleimella in 1920. As for
Cuiadro Flamenco, which was a series of gizana dances accompanied with
songs and guitars, he had designed the costumes after the style of
clothes traditionally worn by Flamenco dancers. In 1924 he designed
items of mobile scenery for the ballet Mercury in which the sculptor’s
hand was again in evidence. Picasso is always full of surprises. He
is driven by a burning, seething vitality that overflows in every
direction. There is nothing his eye cannot see through, no under-
taking to which he cannot turn his hand. In his endless quest he
seems to be in search of some elusive truth: yet he discovers many
truths, only to turn away from them and find others which also leave
him unsatisfied. The closer and the faster he approaches it, the more
his objective always retreats. He has scarcely ploughed one furrow
before he has started on another. His experiments follow rapidly on

CENTAUR CARRYING OFF A WOMAM. 12 SEFTIMDER 19io. SiLvERpoinT, B x 1of’.

f2=3-21-

/.‘.—l-.-n




CENTAUR CARRYING OFF A WOMAN. 22 SEPTEMBER 1920. GOUACHE AND SILVERPOINT, BJ" x 10]".

each other, with Picasso tirelessly affirming and denying, at one
moment aspiring to the universal, at another concerned with nothing
but personal expression: he is for ever uneasy, restless, eager, cm-
barked on some adventure that knows no end, but which, happily
for modern art, has lost none of its challenge, He refuses to be
bound by any accepted convention any more than by some revealed
convention, even though it be his own. At the height of the period
of those serene, impressive still-lifes, in the same year as the graceful,
delicate Woman with a Mandoline (1925), after seeming to calm down
his line became violent again, while his colour, which had been
carefully orchestrated since 1922, began to clash in a painful dis-
sonance. The Three Dancers (page 155) heralded the Expressionist
Period, just as the Young Ladies of Avignon announced Cubism. These
three frantic figures, needless to say, have nothing in common with

Y -




the great decorative work that Matisse was later to produce for the
Barnes Foundation. Picasso was trying to express movement through
the extravagant forms and shrill colours of his figures. He was giving
free rein to violence. After striving to find peace through order and
decorum, his tormented spirit was suddenly overcome by his own
lyricism. For him the dance was a soaring of impulses, a liberation
of instincts, a trance; whereas for Matisse it was a harmonious
displacement of the human body, a keeping time with the oceanic
thythm of the universe.

But he was not yet to unleash his emotional power, Of to stress
the caricatural side of his style. He had scarcely finished The Three
Dancers when he went off in another direction. The Milliner's Work-
shop (1926), which is a vast monochrome composition, a network of
curves and interweaving shapes, with its forms unmodelled but not
without some chiaroscuro—altogether a completely original and
strange work entirely governed by a broadly cadenced rhythm—was
succeeded by several Guitars (1926) carried out in paint and several
other materials, One of these Guitars is made of paper, clath, string
and nails (page 144); another of leaves, a strip of gauze, two hemp
ropes and shreds of paper. These are pure figments of the imagina-
tion, ingenious variations on the ollage, enigmatic constructions
which cannot be explained away by guesswork. Critics have tried

Theatre, was thoroughly caleslated to
grip bis attention. Bebind its simple

of outlines, line is used here only ro
suggest formes and, though without the

and deceptively easy externmals, it con-
tained all the elements of & new world
of forms. A certain way of bandling
line as though it were a kind of band-
writing, full of closed and apen signs,
which ir also to be foumd in the
sketches be made for the costumes,
Lives @ mysierions, entrancing esiality
to this curtain. Indeed, far from
merely defining shapes or 50 to speak
imprisoning them in a strait-fac ket
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slightest bint of artifice, to create Iight,
colosr, volime, and the Furrounding
space. Contrary to what be had done
Jor Parade seven years earlier, when
in order fo clothe the Managers be bad
relied on a solid Cubist construction
with bleak sharp edges, Picasso now
sosght fo excpress things from the point
of view of their movement, To do this
be created enmtirely mobile sets in
which the shapes consisted only of an

TWO DANCERS, MONTE-CARLO, 1925
INDIAN INK, 14" X107






TOUNG MEN WITH MIRROR AND PAN-PIPES. 1923, INDIAN 1Nk, 9} x12§",

smrestrained arabesque, Thus for ome
of the tableawx, ‘Night', be tried to
evoke the presence of a sleping woman
by meanr of a wire framework, inside
wlich a cardboard stracture cowid be
moved backwards and forwards o as
to stand out against the might chy,
which was full of moving rtars. As be
thus gave free play to bis imagination,
W meay surmwise that the artist's aim
war fo interpret the very dynamism of
the dance, only this time it war by
discarding any form of expression that
came foo close to reality. From thiy
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point of view Mercury was wo mere ter-
mimus in Picasso' swork, but wars at once
a break with the past and a fresh start.
With The Three Dancers the break
war o completely achieved that there
can be no question of premeditation.
Painted in 1925 at the same time ar
be was working on the series of great
still-lifes, in a sense this canvas was
the painter's farewell to the classical
world of the dance: it brought into an
era of mildness and grace the protest
of the instincts, the tumult and dis-
order of the semses. It represents the




TOUNG MEN WITH MIRROR AND PAN-PIPES, 1923, INDIAN K, of = 12"

pictory that was needed |":].' the ariint's

marcrline  restlerrness in order fo
perssade bire of
at one bowmd it furled bime into the

own sirength, and

cemtre of a wwiverse whose coberence
A,
ATy
advenfure on which Pieasso war now

and validity only be could extabi
On the threshold of this extraords
embarking,
out that it had nothing to do with
Surrealism. The very discipline of the
works be produced in that phare and

Hir important o _Iu"k;.'l."h'

the overriding need for order which
they reveal, forbid amy comparison

with the mew movesment, wibore Many-

erta war first published in 1924 snder

André Breton's mame.

Maybe the wiiff of freedom and eman-
cipafion brought by the Swrrealists
might bave belped Picasso fo shake
off some irksome  restrictions  and
encorraged Dime dn biv bold experi-
ments. But we must avoid attaching
foo  miwch  importance fo
presence in the first Surrealist Eschibi-
tion which war beld in the Pierre
Gallery in Paris in 1925. The
Sarrealists included biv work on their

fearie's
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to account for them by talking of Surrealist influence. But how
could this anarchist Spaniard, always in revolt, always ready to
attack prejudices and cults, remain untouched by André Breton's
Surrealist Manifesto and the whole group’s bold plan of campaign?
But although he was not unmoved by the strong temptations of
irrationalism and absurdity, yet he was even more on his guard
against the excesses of instinct and had no faith in narrow slogans
or systematic negations. His whole being was rooted in the realities
of life, and even his wildest flights of lyricism were based on concrete
experience. Surrealism was too literary and rhetorical for him, while
Surrealist painting had an obviousness and a plastic poverty unsuited
to his deeper needs. Although a large part of his work shows signs
of an undeniable classicism it always bears the imprint of his dominat-
ing personality. In any case his neo-classicism has nothing in common
with the neo-academicism of 2 Max Ermst or a Dali. Picasso is not
metaphysical, like them, any more than he is a dreamer like his
compatriot Mird. Similarly, when he was practising the most austere
Cubism it was not as an aesthetician like Juan Gris. While it has to
be admitted that Surrcalism acted as a spur to his imagination, it is
by no means certain that he was directly influenced by the movement
or deliberately joined it. It is hard to see how such a man, who was
always so ready to seize on whatever motive-power could serve his

own imitiative, and one or fwo of them
who ewned paintings by him took it on
themyselves lo exhibit them,

Thus we see the years 1925—30 ar
a period of trial and error, but alts
one of splendid ruccerses. The novelty
of bir creations was then so great that
the artistic guarrels which bad died
down while be worked om bir great
still-lifes flared wp again, However,
thingr bad changed.

Ar Christian Zervos pointed ont, it
was not the same storm ar before:
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“Picasso bad become a famons figure
whose work was known to few but
whore international remown went un-
questioned, just ar nobody disputes the
impartance of Homer although hardly
anyone knowr bis poerms” In addition
to this, Picasso had @ growing circle
of supporters who ardently admired
bis daring bypotheses and who grasped
the significance of a work whose first
and only aim was to enrich the vocabu-
lary of form, even at the risk of losing
what advantages bad already been won,
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creative energies, or to absorb whatever came along if it really suited
his purpose, could possibly allow himself to be dominated by
Surrealism, The semi-abstract drawings he made to illustrate Balzac’s
Unknown masterpiece (page 151) are no more Surrealist than the
Seated Women of 1927 with all their interplay of curves, or the
tragically grotesque forms that he was drawing in the same year.
The symbolic figures he painted in 1928 and the ‘Metamorphoses’
of 1929 were not Surrealist, either. Far from being creatures of
dream or nightmare, or ghosts or phantoms of the unconscious
mind, those forms which appear so fantastic and even diabolical are
none the less real shapes, only they are reconstructed, portioned out
and put together in an order unlike that of nature.
Some stress must be laid on the new direction that Picasso seemed
(I say seemed because in his case nobody can ever be quite sure of
what he will do next) to be taking in 1927, a year that was so rich
in surprises. In his desire to avoid all definitions and restrictions,
and to make himself and others face the most flagrant contradictions;
led on by a horror of stability and unity, fecling most at home in the
fluid, the discontinuous, the multiple; incapable of holding back the
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swarm of shapes and images that filled his mind; tired of all the rules
and limits with which he had surrounded himself, and refusing the
temptations of success as well as every invitation to relax his efforts,
he now yielded entitely to his own inventive powers. This he did
without reserve, without transition and without reason, obeying
only his own emotional impulse and the demands of his own mind.
After the rich, masterly still-lifes of 192326, that great series of
works all marked by an impressive poise, he let loose all the host
of potentialities within him. These found their way into his canvases
and folders in the form of freakish shapes, reversible images, charged
with such a lyric tension that they would remain inexplicable, were
it not that Picasso, as we know, always remained in contact with
reality even in the course of his strangest adventures. Those faces
. and sleeping women whom the artist reduced to little more than a
diagram are by no means the result of a mere aesthetic dilettantism
nor of some arbitrary act of imagination; they are indeed human
figures even if they are stripped of their everyday meaning and
re-created after principles that have nothing to do with anatomy.
They are usually very graphic, reduced to the essentials, and painted
in uniform tones with little or no relief. Both signs and symbols,
they express concrete and living reality even if they are not quickly
understandable; it is, however, a reality purged of all the associations

The stakes were bigh, and the leading
Surrealist André Breton conld write

their strange attractiveness from He
same fandamental meed. They both

that "It only needed owe man fo
weaken, and all we were fighting for
wonld bave been threatened or lost.”

1926—Tww works give an adequate
idea of the two poles towards which
Picasro's srge to creafe was to lead
him: The Milliner's Workshop and
the motorions Guitar made owt of an
apron, a rake, string, paper and mails,
There is no excternal connection befween
these two items, and yet they draw

tend fo impress themselver om the
spectator like abrolute presences, like
self-contained worlds that owe nothing
to immediate reality, The fact that
The Milliner’s Workshop war in-
spired by the one be cowld ree from bis
oun window fn the rue de fa Bodlie
weither adds fo nor defracts frome fhe
basic act af ereating—with nothing
but a warrow range of greys and an
interwoven pattern of gentle cnrver—a
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of knowledge, and all the qualifications with which we surround it
mentally once we have perceived it. In these works there is nothing
left of our usual system of representation, identity, comparison or
measurement. If we want to understand Picasso we must try to see
his less explicable and more aggressive creations as a dangerous
exercise to which he has fully committed himself, allowing himself
only one rule, which is that for him rules do not exist.

The rather odd figures with several faces, painted in 1928, were
not only intended—as in the early Cubist phase—to give a simul-
taneous view from several angles. His aim was, by fusing or opposing
the different planes, to convey the greatest significance of form
together with the liveliest human emotions, by the simplest possible
image of a face or figure on a flat surface. During 1929 and 1930 he
was alone in pursuing these researches, using nothing but line and
flat colour when he painted, but taking the greatest care over
modelling when he was drawing ‘skeletal’ figures according to
artistic but not natural principles. These depressing skeletons, pains-
takingly drawn in charcoal or pencil, are the only part of his immense
output that shows any trace of Surrealism. The gap between his
paintings and drawings had narrowed to almost nothing by 1929,
when calm, majestic figures began to appear in the depths of his
canvases, like massive monuments. With their volumes stressed by

smiverse which can be justified by wo
reference fo reality, other than the
creative mind which bad so deeply and
deliberately re-thought it. On the other
band, it is interesting to learn that it
was after seeing a sackeloth apron in
the bathroom that it eccurred to bim
fo maks the famons Guitar: this belps
uy fo grasp the simple, mysterions
power of an insatiable urpe towards
absolufe creation, that finds compelling
motives for a work of art in the

haphazard events of everyday life.
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Faced with these tuo works we might
vell recall Rimband's mersage at the
end of the mineteenth cemtury: ' We
will free painting from its old habit
of copying and give it supremacy. The
material world will become only a
means for evoking aesthetic expres-
sions. Objects will mo longer be repro-
duced, but feelings will be expressed
through the medium of lines, colours
and designs, taken from the excternal
world but simplified or controlled—
sheer magic.”
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1927 was a decisive year. Need we
attach much importance fo the wncer-
tainty which was then noticeable in bis
work? May we sappose that be recotled
for a moment, asr though in dosbt,

when be was om the point of bringing
bir imventive gewins to bear om the
external features of the buman body
itself? It is elear that be conld find no
possible  guidance or standards of
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contrasts of light and shade, their simplified colouring and their
isolation in an unrelieved space, they are almost like painted sculp-
tures, closely related to the Bromge (page 161) and the Design for a
Monument (page 160). Heavy, unmoving, solitary, Picasso went so
far as to set them on a base or pedestal in order to give us a sensation
of weight (Woman Bather, Standing, 1929). At the same time as this
adventure into pure plastic form he began to take a keen interest in
architecture, in which he was helped by Cubism. But he retained
no more than the general lines and the bare bones of Cubist prin-
ciples, This is seen in his painting The Stndio (1928) and in his wire
structure of 1929 and 1930, in which he invented open wire
sculpture (which many artists are practising now) twenty years
before anyone else, thus wresting from the architects a whole field
which had hitherto been their private preserve, that is to say spatial
creation. These materialized tracings, these constructions of wire
and metal strips, were not mere playthings in Picasso’s eyes. Kahn-
weiler has said of them: “In 1929 he was thinking of huge monu-
ments which could be both houses for living in and enormous
sculptures of women’s heads, and which would be set up along the
Mediterranean coast; ‘I have to be content with painting them,
because nobody will give me a commission for one,” he tells me.”
It is plain, then, that painting was sometimes a second best for

HEAD, 1925, INDIAM INK.
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Picasso, since material difficulties and the lack of suitable oppor-
tunities came in the way of his higher ambitions. This does not
mean that the sculptor swamped the painter: each came uppermost
at various stages in his carcer. One of the attractive things about
Picasso is that sometimes he made paintings while thinking in terms
of sculpture, and at other times sculptures that showed a painter’s
hand. It was in this same phase that Picasso—just as he had once
inserted imitations of ‘real’ materials in his paintings and, later,
those real elements themselves—now grafted all sorts of objects and
utensils into his sculptures; for instance, a cow’s horn, a funnel, a
housewife’s mop. As he had painted facsimile ‘trompe-1'ceil’ fragments
from nature into his Cubist paintings, so in 1929 he added life-size
figures into his ‘houses’ which looked like women’s heads (Design
Jfor a Monument: Woman's Head). He always longed to combine the
most fantastic imagination with the crudest reality, to bring together
what is usually dissociated, to unite contraries, to seize on what is
discontinuous in nature and cast it into the continuum of the work
of art. He always felt the same need to check the abstract by the
concrete, and to enliven the concrete with abstraction. And he never
lost the sly pleasure he found in shocking, astonishing or baffling
others with his endless tricks and feats,

Picasso was now approaching fifty. No man of that age has ever

compariton when be bad already left
the beaten track.,

At all events be stopped painting for
a time, and retwened to bis engraving,
He was gripped and even obsessed by
a theme which indicates the probleses
bis mind was wrestling with, mamely
the painter and his model, the chang-
ing relationships between the real and
the imaginary. Breaking with am
undefined, wunspoken fradition, be
deliberately reversed these relation-
ships in favour of the imaginary, and

I§2

began a series of ‘metamorphoses’
that dealt mainly with the buman
Jace,

Summer 1927—While in Cannes,
where be spent bis vacation, Picaiso
way pow ebresred with the desire fo
give mare life and solidity to even the
wildest creations of his wneasy mind,
Thus be bad the idea of making mony-
menial senlptwres which wonld be
erected along the coart and decorate
the promenade of La Croisetie.

To this end, be filled bisr motebooks in

THE BUST. MOVEMDERL 1QZf.
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created in such a fever-heat, painting, drawing, sculpting, engraving,
dreaming of fanciful art while busy on naturalistic works, or of
classical art when he was face to face with the Baroque; trying to
rediscover pure volume—as in The Woman in an Armchair (1929)—
yet passing, in another canvas of the same title, into a frantic
linearism, and all this in the same year, even the same month. He
was torn between calm and immaobility and monumental strength,
or pure abstraction, or the suppression of space or colour, or frantic
movement, rich arabesque, strident tones, distortion and even
deformity. These conflicting impulses came together and mingled
in the 1929 Women Bathing, whose severe sculptural form is accom-
panied by a marked expressionism. During the next four years
Picasso followed up vastly different lines of research, all ar the same
time and with the same intensity. The plates he engraved for the
Metamorphoses of Ovid (1930) were classical in both inspiration and




style. There is a hint of Surrealism in his Woman Swimming (1929)
and his .Acrebat (1930), which look as though they were drawn after
something kept in a bottle in a museum. His almost blasphemous
Crucifixcion (1930) is an outrageously romantic work, with its crooked
drawing, its unbalanced composition, its cacophony of sickly blues,
sanguine reds and sulphurous yellows.

After that date he seems finally to have abandoned geometry in
favour of the arabesque, sometimes heavy and emphatic, sometimes
nervous and lively. His still-lifes of 1931 are almost entirely made
up of circles, ovals, whorls and spirals suggesting the curve of a jug,
the roundness of a fruit, the pattern of an azalea leaf. There is not
a single straight line in the S#/ll-iife on a Table (page 171), nothing
but the play of fluid undulating lines and a blaze of colours; nor are
there any in the Figwre Throwing a Stone (1931) or the Bather Playing
with a Ball (1932), both of which are built up of powerful volumes,
just like the sculptures he was then making at Boisgeloup, The same
may be said of the Sieeping Wamen (Dormenses) of which he made a
series in 1932: these women all sleep with their head lolling gently
sideways, their arms relaxed on the elbows of a chair, or stretched
out before a window or a looking-glass. In these pictures, all of
which are transparently composed, the harmonious curves and
supple movement together convey the languishing attitude of the
1928 with a large series of drawings, the Seated Bather, both of them
all of them detailed and suggestive. conceived as sculptures.

The drawing reproduced on page 160, Disiring 1929—3 3 the sculptor’s activity
which be made at Dinard in the sum- was wppermost. The purchase, in
mer of 1928, is one of this series: it 1931, of an estate at Boisgeloup, an
foreshadows those exctraordinary paint- old mansion about a mile and a half
ings im which the artist at least from Gisors, in the Eare, also
eryréallizer some  mental plan or Savoured this work. Picasse turmed
vision, even if be cannot ree it achieved, the stables into @ workshop where be
This gave ms otber surprising works was able to maks pieces of mmuch
such as the Woman's Head, alw larger dimensions than befare.

called Design for a Monument, or ~After bis iron consiructions (1931) in
the Woman Bather Standing and  which he war belped by bis friend the
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THE MILLINER'S WORKSHOP: PARIS, 1926,
o, 683" % toal”. Murée ' Art Moderne, Parir.

sleeping female body. But for the personal note he gives to every-
thing, these S/eeping Women could well have been signed by Matisse,
the Matisse of the Odalisguesr—for it looks as though Picasso were
competing with him in order to prove that he was capable of any-
thing, including an art of sensuality, the arabesque’s suave beauty,
lavish decoration, the exoticism of rounded gestures, weightless
forms and sultry tones. So it was Picasso’s turn to deck his wall-
paper backgrounds with checks and flowers or to give his figures
a setting of philodendron leaves—a tropical plant, dear to Matisse,
which Picasso had already used in some of his 1931 still-lifes and
in The Lamp, in which a branch of this plant frames a bust which
is powerfully lit and standing on a pedestal. But while Matisse
developed a voluptuous elegance and musicality, Picasso’s impatient
energy erupted into the fullness and calmness he was trying to
portray. His Nude with Modeller's Turn-table or Young Woman with
a Looking-glass both show signs of an exagperated and harsh sen-
suality, He painted them as though he was thinking not only of
Matisse, but also of Ingres, the author of the Great Odalirgue and
The Turkish Bath, as though in his turn he wanted to paint beautiful
creatures, drowsing in the languidness of fulfilment. But a closer
look at his Sieeping Women suggests, rather, that their sleep knows
more of painful visions and nightmares than of the harem’s wanton

STUDY FOR THE MILLINER'S WORKSHOP,
CHARCOAL AND WHITE CHALK,
23" X 19",










day-dreams. The arabesque that was at first so delicate and rounded,
soon became harder and ended by twisting and writhing. The fine
and praceful form became taut and eccentric. A memory of the
Baroque distorts the sleeper’s mouth, and the smooth undulation
of the arm ends in an unpleasant angle.

Picasso was sculpting constantly at that time. With the help of his
friend Julio Gonzalez, in 1930 and 1931 he made pieces in iron and
steel in which natural and invented forms were combined, as well
as some openwork structures, designs in space whose impact on
the development of modern plastic art has already been mentioned.
It was also in 1931 that he carved in wood the baton-like figurines,
later cast in bronze, which have a striking resemblance to the
Tchang-cha statuettes, although Picasso knew nothing about primi-
tive Chinese art. In 1932 he had the use of a huge studio in Boisgeloup
Castle, which he had recently acquired, near Gisors. There he was
able to sculpt some enormous pieces such as the busts and women's
heads with long, thin necks and protuberant noses and forcheads
and with thick lips trembling sensitively, which count among his
finest works. He was also modelling small reliefs which hardly
emerged from the material, sketches he left unfinished so that they
would lose none of their original spontaneity; besides these he made
statues with rough, massive forms, such as the enormous image in
seniptor, Julio Gonzalez, be set to
work with romantic emthusiorm, in
plaster and clay, two materizls well
swited ro Bir temperament, This was
the period of the Women's Heads,
with their large noses, which the pablic i
saw for the first time at the Spanish 2 x
pavilion at the International Eschibi- =
tion in 1937, and of which two replicas =
in cement are in the Antibes Mureum, 1\
The year 1932 marks an extra- =
ordinary resewal in bis painting. He
then met a_young womsan with whom

THE PAINTER AND HIS MODEL, TQL7. e .‘-""--._
Etching for Balzac's The Unknown Marierpiece i
(Vollard, 1o31).






DESIGN FOR A MONUMENT. DINARD, 30 JULY 1928,
INDIAN K, 127 % B}

cement which was on show in the Spanish pavilion at the 1936
International Exhibition in Paris. It was at Boisgeloup that he made
the admirable Cock and the Heifer's Head in bronze, and the pieces
made of a mixture of sand and bits and pieces of real objects in
which he was applying the principles of the papier collé. Never did
he work with such feverish enthusiasm, He made numbers of those
strange faces with large, haughty noses, like New Caledonian masks,
and others topped with a crest similar to those helmets seen on
New Caledonian carvings, as well as some low-reliefs remini-
scent of old Celdc coinage. He could net do all he wanted
with clay, and sometimes he made drawings for imaginary
sculptures, such as the studies printed in Mimofawre in July 1933,
which were not unlike the anatomical studies he drew in 1929,
Then he left sculpture again and applied himself mainly to drawing
and engraving.

Picasso’s engraving is a pendant to his painting and often explains
both it and him. In 1933 and 1934 he engraved most of the hundred
plates which Vollard had commissioned in 1930. This series falls
into several groups: the Sculptor’s Studio; the Rape; a few engraved
etchings inspired by Rembrandt; and finally those which deal with

FIGURE. PARIS, 1929.
BRONZE. MEIGHT, BY .



the Minotaur. After a short spell in Barcelona in 1933 and a trip
across Spain in 1934, Picasso, his mind full of recent memories of
the emotions of the bull-ring, painted a series of corridas in which it
is not hard to pick out the forerunner of Guernica (1937). Bull-ring
scenes not only gave him fresh subjects, but also awakened that
innate dramatic energy which strengthened with the years. He shows
a powerful bull in the arena, bent beneath the blow of the final
stoccado, shaking its huge head with a fury that only death can
assuage; or a bull ripping a horse’s belly and making it mad with
pain before facing his own doom. The whole revolt of the animal
against man’s relentless cruelty is expressed by a hand as firm as the
torero’s hand wielding the espada. With the language of line and
colour Picasso makes us share and almost assume the animal’s pain
on ourselves, a pain so exclusively physical as to be almost unbear-
able. But soon the artist passed beyond elementary sensation, leading
us by the path of poetry into mythology itself, so that the monster’s
agony is in a sense sanctified in our eyes by its propitiatory, sacrificial

THE SCULFTOR'S STUDIO. PARIS, 2 APRIL 193§, ETCHING, 1 8y




function. The bull then becomes no longer the victim of some
bloodthirsty game, but a ritual sacrifice. Art makes it more than
a bull: the son of Pasiphae vanquished by Theseus, or the ravisher
of Europa, or the creature of Ormuz shin by Ahriman. Quite
obviously, Picasso passes so rapidly from the plane of everyday life
into universal symbolism, from the most repulsive realism to the
most sublime mythology. In an impressive engraving of 1935, rightly
called Minotanromachia, the bull assumed the half-human, half-animal
form of the Cretan monster. He is shown holding his right arm
towards a lighted candle held by a little girl, who has a bouquet of
flowers in her other hand. Between them comes a horse, with its
entrails hanging through its open wounds, which is carrying on
its back a female matador with naked bosom. The woman’s sword
is in the Minotaur’s left hand, the blade pointing towards the little
girl, On the left of the composition is a bearded man, almost naked,
who is climbing a ladder while gazing in the Minotaur’s direction.
Two young women are viewing this scene from a window on which

THE MINOTAUR MOVES HOUSE., 1036, PEN AND PENCIL, Iof"x 298",




two doves are resting. On the right, the sea can be seen glittering
in the distance.

What was Picasso trying to say in this remarkable engraving?
Was he opposing brute force to frail innocence, tragedy to happi-
ness, destiny to hope? Was the little girl meant to be Ariadne, the
female matador Europa, the monster Zeus, and are all the symbols
reversible? Or what is the meaning of the gouache of 1936 in which
the Minotaur stands holding a dead horse in his arms? Two hands
are stretching from the dark mouth of the cave, and on the right
a girl crowned with flowers is holding a veil in front of her exquisite
face. Even though we cannot fathom Picasso’s real intentions, this
mixture of Greek legend and modern fable, ancient iconography and
lyrical metaphor, give this engraving and the water-colour a high
poetic value. The themes of the mythical bull, the disembowelled
horse and the woman matador were to appear in many other works,
and by no means the least important. Time and time again we are
faced with the question, how Picasso can create, at the same time
as his fierce bull-fights and tragic minotaurs, compositions of such
classical technique and precious elegance as the engravings for the
Lysistrata of Aristophanes, or paintings of such tender charm as the
Little Girl Writing or Reading, between 1934-357 How could he
convey such a sensation of child-like innocence with sucha tormented

e fell in love: be was attracted by ber
youthfulness, ber chearful outlook, ber
bearing and ber fair colowring. This
mew' companion, who from thew on
frgred in Bir work, bore bim a
daughter, Maya, in 1935. Bat first
she inspired a reries of camvaser in
which she is shown either seated or
reclining, ssually asleep, a creature of
radiant, fransparent flesh and warm
sensuality (The Dream; Young
Woman with a Looking-glass,
1932). Thir war also the year of the
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large exhibition beld at the Georges
Petit Gallery from Gth June to 308h
July. It was a particularly important
date in the bistory of Picasso's art and
ity relationship to the public. For the
first time and under the same roof
there war a show of 238 werks by this
artist, including 225 paintings drawn
Srom different periods. A similar
exhibition was held at Ziirich in the
Kunsthaus from 11th September to
soth Octaber,

1933—A book was published by
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line and such crude colouring? More thoroughly worked out and
constructed, the Muwre of 1935 and its replica in the Rockefeller
Collection none the less show strong signs of that expressionism
which was to emerge at the time of the tragic events of the Spanish
civil war, which brought Picasso sharply back to reality.

In his first access of avenging anger, in 1937 he engraved the
Dream and Lie of Franco, a well-known album full of scenes of horror,
weeping mothers, murdered children, fires and wrecked landscapes,
prayers, oaths, bulls humiliated and horses dying, grubs with human
mouths, all covered with hair, vampires drinking blood, animals
disintegrating into worms, fish with obscene sucking snouts. Neither
Brueghel nor Hieronymus Bosch nor Goya ever imagined such
frightful images, such a seething mass of fantastic, terrifying
creatures. The early masters of fantasy expressed horror by repre-
senting the horrible; but Picasso inspired this feeling all the more
intensely by his use of broken chythms, incisive line, freakish forms,
harshly flouted artistic values. Bosch and Brueghel painted their
macabre jokes in the same manner as their religious compositions,
so that between the two groups of works the only difference lay in
the actual subject: they had the same drawing, colour and style.
Govya's Disasters of War was heavy satire, a fierce piece of documen-
tary on the Napoleonic invasion: here it was a matter of a number

MTRRHINA AND KINESIAS. 1934
ETCHING, B§" 6%,
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of real scenes, caricatural figures, monsters based on reality; the owl
and wvulture were as in real life, the vampire was only a bat, the
‘proud monster’ crushing human beings in his satanic mouth was
little more than a dog chewing a bone. In spite of the painter’s
technical skill and angry protest there was little sign of either
imagination or inventiveness. In Goya’s narrative, as in Bosch and
Brueghel, the old technique of naturalistic illusion imposed the
familiar old rules and conventions. This was far from the case with
Guernica (1937).

All that remained of realism and anecdote in the Dream and Lie
was eliminated from this masterpicce, if we can use such a term in
speaking of an artist who never painted for museums or for posterity.
It was an external event that inspired Picasso to paint Guermica, as
was the case with all his most moving compositions. The Spanish
civil war overwhelmed him, filling him with hatred and revolt. Far
from being just another work based on an actual happening, Guernica
was the anguished protest of a soul tormented by the atrocities that
set his homeland running with blood. But the work neither portrays
nor describes these incidents, although it is the most violent denun-
ciation of them. Nor is it an allegory. Apart from its title, Guernica
situates the events it condemns neither in space nor in time. Subject,
imitation, idealization, all the commonly accepted principles and all

Bernbard Geirer, Picasso, Painter
and Engraver. Thir eritical cata-
Jogwe which presented all Picarso's
engraved works from 1Bgg fo 1931
(257 dtems in all), and to which the
artist gave bis belp, came as a revela-
tion. It showed that the emgraver
already had bebind bine a body of work
in no way inferior to bis painting. Hir
first attempi wend back fo 1899, a
little etching called El Zurdo (The
Left-handed Man). Picarso war then
eighteen and was living in Barcelona.

WOMAN'S HEAD, 1932,
BRONZE. HEIGHT, 32§17

But apart from this effort kis work
s an engraver really began in 1904,
when be swddenly produced a master-
piece in The Frugal Meal (page 37)
which cost bim months of work. Thir
war af the end of the Blue Period when
the artivt was still very poor; in
making this engraving be bad fo con-
temt bimeself with an old ginc block
that bad already besn wsed and om
which some fraces of a landscape can
be seen in the background, Picarso was
very fond of thix emgraving and bad

by
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STILL-LIFE ON A TABLE. II MARCH 1931.
orr, 78% x 52°. Artict's Colivction.

the traditional devices of technique have been thrust aside by a
powerful wave of emotion rising from the man’s very depths.
Modelling, perspective, foreshortening, chiaroscuro, all the conven-
tional bag of tricks is discarded. Even colour is deliberately rejected,
so that its prestige can do nothing to lessen or soften the picture’s
dramatic tone. Nothing but blacks, whites and greys, which clash
together in a systematic tumult. The forms are freed from conven-
tional appearances and have all acquired symbolic value. The savagery '4
and injustice of war are conveyed by twisted faces, cursing mouths, a
bird singing its heart out, a horse neighing with fear, bodies trampled
underfoot by the Beast with beetling brows, and a Nemesis who can
challenge the blinding electric light with nothing but a futile, old-
fashioned lamp. Under these unexpected forms we can recognize the
beings and things referred to, but by passing through the painter’s
own imagination they have lost their ordinary attributes and have
| taken on only equivalents that are even more highly charged with
humanity and meaning. Terror, despair, cruelty, are made visible,
almost tangible, by the virulent drawing, the frantic movement, the

CONSTRUCTION. I920-30.
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MODEL WITH SURREALIST SCULPTURE.
PARIS, 4 MAY 1933. ETCHING, 10§ x 71"

contrasted lights and darks. It was with line alone that Picasso gave
evidence against the destroyers of life, and composition was enough
to denounce crime, desolation and chaos. The figure on the right,
with the eyes displaced in the face, whose mouth is like a gaping
wound and whose chin points up to heaven, portrays a horror that was
never previously achieved by only modifying the natural position of
the features. The hand clenching a broken sword reaches the very
limits of dramatic power. No human hand could express so much
energy. Guernica, despite its apparent jumble of lines and planes, its
confined space in which insane destructiveness and indignation and
the demand for justice are all brought together, is none the less a
work that was profoundly willed, thought over, calculated in its every
detail. Discipline restrains excess, logic govemns disorder, intelligence
directs passion. That is why it can be said that here, for the first and
perhaps the last time, Picasso imposed a style on his expressionism:
thus he solved what seemed an unanswerable problem, how to give
classical form to a work which overflows the classical bounds
through the violence of its effusiveness and forms.

Even after Guernica had reached the Spanish pavilion at the Paris

some prints taken on cream-laid paper
by the printer Auguste Deldire,
which be gave to bis friends. The
following year be engraved a serier of
efchings and dry-points entitled The
Acrobats, which bave fhe same
themes ar were then fipuring in bis
paintings. These plates are now recog-
miged classice and are mwh sought-
after. We mote particularly the
Woman'’s Head in Profile (pagr
#8), The Acrobats (page r2), The
Bath awnd the Acrobat’s Family,
with a Monkey, and finally the
sensueal, sugpestive Salome (page 49)
in which Herod was fmpersonated by

BRONZE HEAD. 1952
HEIGHT, 28,




THE LAMP. PARIS, B JUNE 1g31.
oir, 643" % 92", Artict’s Collection.

exhibition, Picasso continued drawing, painting and engraving the
main features to be found in the painting. The bull appeared fre-
quently in his still-lifes, etchings and sculptures. From June 1937
onwards he painted large numbers of ‘weeping women’ in which
his increasingly free expressionism took the form of broken lines,
sharp angles, vivid reds, gaudy yellows and acid greens. The tears
gradually spread like scars over the whole face, and finally over the
whole composition. In the spring of 1938, with pen or coloured
chalks, he made a series of female figures, full length or bust, in
which distortion was taken beyond any rational limits. Deeply
grooved faces covered with thorns and pins, topped with fantastic
hats, or else stiff dislocated bodies now appeared in his sketch-books,
streaked this way and that with lines and blots. The following
summer, at Mougins, this intricate, chaotic drawing became simpli-

fied but no more attractive, he now made the series of Mew or Women
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with Lollipaps, hideous creatures all scored across with hard thick
lines which look as though they were made of plaited straw like the
hats they are wearing, Whether done with the brush or in coloured
crayons they recall the New Hebrides fibre masks, or the New
Britain masks in bark which were used for driving away evil spirits.
We cannot help thinking of Van Gogh's Camargue cow-herd,
though even in his worst fits of insanity Van Gogh never produced
such scarecrows as these. :

In 1937 Picasso also started his long series of portraits, if we can
so term these very free interpretations of the human face. Yet each
of the Seated Women he has painted since then is undoubtedly the
image of some woman he has loved, or some little girl whose charm
has touched his heart. But these images are as far removed from the
model as a novel is from material reality, We think of some grimace
thrown back by a twisted mirror at a fair, which automatically makes
people laugh: only with this difference, that a Picasso portrait does
not excite laughter, even if it is full of gentleness like that Seared
Woman which has such a light touch that the colours have the
transparency of pastel (it was the mother of Maya, Picasso’s first
daughter; see page 194), or like the Portrait of Dora Maar of the same
year (1957). This gallery of portraits could be divided into two
groups: those which in spite of the extreme of transposition express

one of the circus-men who often
Seatured in bis paintings. These were
also eut on the reverse side of weed
blocks, and were printed by Delitre
and put sp for sale by Clovis Sapot,
who bad enormous diffculty in selling
them. Vollard bought the metal plates
in 1913 and bad them reinforced with
steel, printing them together with The
Frogal Meal in a limited edition of
279 eopies. From 1907 fo 1917
Picasso engraved about thirty plates,
including the Man with a Dog
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(1914), which was omly publiched in
1930, Among this number are the
seven etchings—itwa groups of four and
three—uwhich at Kabmweiler's request
be made for illustrating two books by
Max [acob, Saint-Matorel (1911)
and Jerusalem Besieped (1913).
1919 ir an imporfant date for any
study of Picasso's engravings, for this
was when be made bis first lithagraph,
The Window at Saint-Raphael.
He liked the process, which was mew
to bim, and between 1919 and 1930

MINOTAUROMACHIA. T935.
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be made about thirty ¢
did mor tempt bim fo give up the other
engraving processes: etehing and dry-

point, But whatever fechnigues be used

bis preference for pare line only
er be drew with lithe-
grapler's pencil or dry-point, bir
portraits of Raymond Radiguer
(1920), Paul Valéry (1920), André
Salmon (19z1), Pierre Reverdy

increared, wh
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(1922), Max Jacob (192z) and
André Breton (1923), or refandled

the Three Graces or a

ker kair. In 1937 Vollard introduced
sims fo the engraver Lowir Fort, “an
emgraver of long experience, whe bad a
coliection of marvellons old Japamese




tenderness; and those on the other hand which are completely un-
sentimental, tortured shapes and colours affected by an unquiet,
demanding temperament that is capable of burt little serenity or
resignation. This is the case with the Gir/ with a Cock (1938) and the
numerous ‘Harpies’ which followed it, and with all those women
that some drunken sawbones seems to have carved up and clumsily
stitched together, or on which some boisterous imagination has
been let loose in order to ridicule and shame the sacred forms of life.
Whether Picasso was freeing some sadistic urge in these mocking
hybridizations, or ridding himself of some obsession through a loose
form of art, the Baroque tendency that was first liberated by the
events in Spain, then stimulated by the defeat and occupation of
France, became a regular feature in his manner. The portraits in
which, according to the convention he had already discovered, the
face is shown simultaneously from the front and in profile, in which
the eyes, nose and mouth are impudently arranged in a way which
flouts anatomy, and in which women are afflicted with repulsive
deformities such as squints, necrosis, lupus and tumours, are an
offence to nature, an insult to reason and good taste. But Picasso
was, or thought himself, above what we call taste, reason and nature.
For such a man, art cannot be merely the application of a canon of
beauty any more than a copy of reality. As he said, in one of his rare

they are works af supremse mastery

prints". Picasso made a series of
and precivion. There ix perbaps less

efchings om the theme of the Painter

and his Model. Thirteen of "these
plates were aved by Vollard to illur-
frate  Balyar't The Unknown
Masterpiece which was published in
1931. In the same year appeared
Owid's Metamorphoses, pablished
by Albert Skira and illustrated with
thirty etchings in which the light is
remarkable. Draun directly on the
block withost the slightest besitation
or the least bint of a second-thought,

daring and mysiery in the six efchings
be made in 1934 for the Lysistrata
of Aristopbanes, though they are also
very beantiful. In 1933-34 be en-
riched bis engraved work with a series
of roo plates, even more marvellons
than there be bad already done, if that
i possible, which forms the most sur-
[prising element in all bis production.
Thir serier, which war commissioned
by Vollard, with the exception of a
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pronouncements, “the painter makes paintings in the urgent need
to discharge his own emotions and visions™. But perhaps it is also
the result of some malicious need to mystify the public? In any case
Picasso has always had the urge to strengthen his grasp on things,
and to use or even abuse all the liberties he claims for the artist. He
has used what is, traditionally, the most realistic medium—for the
portrait is, by definition, the image of a person—with an imperti-
nence that deliberately scorns long-established conventions, in order
to scorn the work of the Creator, to become a creator himself and
dictate his own laws; then, once he has imposed those laws, to
announce new ones which he betrays unscrupulously whenever he
feels like it. He is out to modify the universal order and complete it
and enrich it, to restore it in all its original grandeur. In this he was

WROUGHT-TRON SCULPTURE,
193 1. HEIGHT, 40°.




few odd plates, may be grouped into
fosr maim themes: The Sculptor’s
Studio, made wp of farty-five plates
excecnied in fuo phases (March-N I.rg'
1955 and Jamuary-March 1934);
The Minotaur, eleven plates, May-
Jure 1933; The Rape, fire plater,
April and November 1933; Rem-
brandt and his Betrothed, four
plates, September—October 1934.

Whether they arise from kis oum
caprice—ar with the Rembrandt
Seriei—or from some everyday experi-

STILL-LIFE WITH LEMONS AND orawces. 193b. o, zof” x 26", Muce d'Ar? Moderne, Paris.
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ence, as with the Sculptor sequence, or
[from the very depith
ar with The Rape and The Mino-
taur, there plater show, more than
3 ers, @ man al once inspired by
and a prey to the daszling inspirations
and the smeontrollable demandr of kis
inner daemon,
Summer 1934—From a voyage in
Spain, whick ook bim from San
Sebastian to Madrid and Toleds, the
Ercorial and Barcefoma, be browght
back memories of bull-ficht scenes
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behaving not unlike the Egyptians, who in order to explain the
human body showed the lower limbs in profile and the shoulders
frontally, and gave a front view of the eye in a profiled face—or like
the Negro artists who interchange the reliefs and hollows of the
face in their masks. If they could do so there is no reason why
Picasso should not use similar devices in rearranging natural features,
showing their inner structure, or presenting the whole range of
viewpoints,

If, for instance, we examine the Seated Woman (page 194) of 1937,
which is fluently painted with the tip of the brush; or the Woman
Leaning on Her Elbow (page 192) of the same year, but harshly painted
in ‘ripolin® paint; or else the alert face of young Maya (1938), we
see that at that time the artist was pursuing similar ends to those in
his early Cubist compositions. But although he still tried to show
things that cannot all be seen at once, that intention is all they have
in common with the Seated Woman of 1909 or the Girl with a Mando-
line of 1910. Unlike the latter painting, instead of being made up of
angles, broken planes and geometrical volumes, the post-1937 Feated

REMERANDT WITH A YOUNG WOMAN, PARIS, 15 FEBRUARY 1934, ErcHmNG, §i7X 8}
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Women are essentially composed of curves, undulating lines, modelled
reliefs and primary colours. In the background the straight lines
define the small interior in which the figure is set. But to return to
the Seated Woman of 1937 with its pastel tones, and the portrait of
Maya of 1938, as well as the first portraits of Dora Maar, a new-
comer into his life. By what paradox can such delicacy and ardour
be suggested in such disintegrated faces, twisted arms and boneless
hands? The Portrait of Sabartés, in which Picasso’s close friend is
portrayed as a sixteenth-century hidalgo, has nothing perverse or
unpleasant about it, either, despite the double presentation of the
head, the lack of any axis, the empty orbit of the eye and the dis-
placing of the nose (page 203). The softness of the contours, light-
ness of colouring and a certain humour in the contrast berween the
toque and ruff and the extraordinary face attract rather than shock
the spectator.

The same can hardly be said of the horrible Woman with a Cat
(1937) ot the hideous WWoman on a Sofa (1939) or the obscene Woman
Drecsing Her Hair, painted at Royan in 1940. Can the search for

THE BLIND MINOTAUR. OCTOBER 1934, (Various materials) 9% = 124",




THE MUSE, PARIS, 21 JANUARY 1935, OIL, 527 ¥ 66°. Aurde o' Ars Moderne, Paris,

which be erystaliized in abont a dosen
campases after bis return to Boisgeloup
itr the awtumn. Owing to their exctreme
violence and erwelty these works offered
an smexpected pote of warning fo a
world that was still relatively calm
and bad abandoned itself to the mormal
Pleaswres of life.

1935—For the first time in thirty
years Picasso remained in the capital
in the summer. His life war then

184

darkened by divoree proceedings which
came fo wothing, He was working very
little and it seems as thongh for a time
de found little to live for. Apart from
The Muse ( Jansary) and its replica
(February) ke spent bis time almost
enfirely on engraving (The Mino-
tauromachia, 1931) and om portry,
for be bad been writing ever since his
last stay at Boisgeloup. After keeping
this new bobby-borse a secret for some




plasticity, significant form, be enough justification for such insults
to harmony and decorum? Has Picasso’s world any connection with
the world of caprice and disillusion to be found in Greek mythology,
the Teratology of the East, the chimaerae of medieval Christian art,
the puzzle-pictures of the sixteenth-century Italian Mannerists, the
supernatural creatures invented by William Blake, Odilon Redon or
Max Ernst? Religious symbols, revelations of the beyond, allegorical
throw-backs, ethereal dreams, the dehumanized inventions of
Mersenne and Niceron, the ambiguous duertrmensi of Mannerist
art which lavish all their ingenuity on including several forms in
one—all these are nothing but games, amusements, idle specula-
tions, whereas Picasso’s experiments were for him an absolute
necessity. He has always fully committed himself to them and in
them, with all his instincts, desires, impulses, his longing for adven-
ture and danger. “Painting”, he has said, “goes through phases of
fullness and emptiness. That is the whole secret of art.” Thus the
sincerity, seriousness and genuineness of his most displeasing
creations finally convince us, once we have recovered from our first
recoil. Perhaps it would be otherwise if our ways of feeling and
thinking had not already yielded before the sudden revelation of so
many strange forms and shapes that our civilization has discovered.
The terrifying Tantric god, the grimacing Borneo mask, the dark

time, Picarso decided to mention it to
bis friend Sabartés, who at bis request
came to stay with bim and became bir
secrefary. Some of these poesms were
published in Febraary 1936 in a
special irswe of the Cahiers d’Art.

1936—From Jamuary to May there
were three exhibitions, which once
more brought Picasso's mame to the
Jorefront of the world of art. In Spain,
where wothing of bis bad been seen
JSince 1902, a refrospective thow of bis
work was organized by the ‘Friends

of the New Arts', in Barcelona in
Jansary, them at Bilbas in March
and Madrid in May. In Framce the
Renow and Colle Gallery presented a
collection of bis drawingr from 14th
February omwards, But this exbibition
bad scarcely closed when the Rosenberg
Gallery opened from 4th to 31t
March o show a series of 28 recent
works consisting of 20 canvages and
& gowackhes., This attracted emormous
erowds. To avoid the results of swecess
and the intruders who camre after bis,
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Aztec face, the dreadful Garuda head only disgust ignorant and
foolish people. If we feel horrified, our horror is sublimated by the
mysticism or spirituality underlying them. We feel the presence of
a myth, an epic or some supernatural fable behind the weird forms
produced by the emotional ‘violence of the tropical races. The
Dragon of the Hesperides, the Dragon that embodies evil in
Christian imagery, frighten nobody because they are fraught with
all the prestige of the supernatural. The ogre in a fairy-tale by
Perrault does not terrify children, because a Good Fairy thwarts
all his evil designs. As for the disturbing images in dreams, they are
usually only fleeting visions, poetic fictions, sports of the unconscious
mind, and only rarely are they consistent plastic creations.

The Seated Women and Reclining Women by Picasso have, needless
to say, none of the above attributes, they have neither religious
fecling nor poetic idealism nor any literary pretext. The diagrammatic
figures he had executed in 1927 were too unlike their models to
shock or anger anyone, In those which he painted after 1937, how-
ever, we can still clearly recognize the person who served as a model,
in spite of their monstrous deformidies. It was not that he was
anxious to preserve the resemblance, even though something of it
remained in the picture. But nobody can deny that any of these
‘Seated Women® are intended to be women, with all the physical

Picarso withdrew from the capital on him at work, it was as thongh the

the zsth of March and wemt to
Juan-les-Pins, where be stayed for oo
meanihs,

End of May—Ow bis refsrn to Paris
be weed Lacouriére's studio for en-
graving the thirty-ome plater which
were fo serve a5 illustrations for
Baffon' s Natural History—shirty-one
delightful aguatints which Sabartés
says were execuded ar bis imagination
moved him, but at least one every day'.
Other witnesses say that when they saw
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animal be was porfraying were stand-
ing before bim, 5o vividly did every
detail and every stroke combine fo
confare up the expected form. Ar the
book was mot pablished by the Fimve
Vollard died, the task was completed
by Fabiani and it appeared in 1942.
Only 226 copies were printed, and it
is mow ome of Pirasrse's most sought-
dfter books, together with Owid's
Metamorphoses.

18th July 1936—News mow spread



of the serious disorders in Spain that
were the beginning of the Civil War,
The drama now developing decided
Picasso, like many other artists
at that time, to take a public stand
on political questions. Already in
1908, acording fo Maurice Raynal,
when the secialist Francirco Ferrer
was shot at Montjuich under Alfonso
X111, Picasso had felt the stromgest
resentment against "an act that wonld
resadlt in cruel wpbeavals in Spain”,
Picasso's choice was mever in dowbt:

38, OIL AND RIPOLIM PAINT,

ke elected for the Republic. He svas
appointed Director of the Prado
Musesme by the Republican govern-
ment and war to organige the evacsa-
tion and rafe-keeping of the conmtry's
art-frearmres. In 1957 when be de-
nounced the bombing of the musenm
by General Franca's planes, it was
in the belief that be bad sided
with justice that be said At
Valencia I saw the state of the
pictures resesied from the Prado. The

world mast kmow t i war the
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qualities of womanhood, and that they are seated. But the various
organs of the woman have been dissociated and rearranged by the
artist according to his own overweening though inexplicable require-
ments, In such a woman, who is taken to pieces and put together
again by a jack-of-all-trades of genius, there is not really any meta-
morphosis as in other works by Picasso; there is a kind of interpreta-
tion or translation, an aesthetic reshaping. The greater that reshaping
or rencwal, the greater the distance between model and image will
be, and the more upsetting the picture will be for the viewer. And
it will disconcert all the more, in proportion as the apparent realism
of intention has been the more vigorously asserted.

Whereas in his Cubist phase Picasso compressed his lyricism into
abstract diagrams and confined his forms to geometrical figures, his
inner tension increased in a sort of crescendo after Guernica and led
him into an extreme form of naturalism. His worst onslaughts on
the human figure were a sinister by-product or counterpart of his
passion for truth. He wanted to paint truthfully, to be more truthful
than nature. Everything goes to prove this: the powerful volumes,
firm construction, brutal flood of light, the narrow space in which
his figures are confined, which is usually a room roughly indicated
by three walls and a ceiling. For us the whole layout of the visible
world has become so fixed by our prejudices that we can no longer

Spanish peaple who saved Spanish
art." Faced with the borror of war,
be spoke up in angry defiance, using
bir gemins to demonnce the inbumanity
of an event whose deepur meaning was
only to become apparent some years
later. In bis efforts to belp the
martyred Spanish children Picasso
sold many camvases that be bad in-
fended Eeeping, and several fimes sent
large snms of money for that purpose,
1937—Picasso conld mot hide bir
comterupt and batred for the chief

apostle of the Spamish Right. He
wrote a pamphlet (on 8th and oth
Jamuary) entitled Suefio y Mentira
de Franco (Dream and Lie of
Franco). To illustrate this be en-
graved (between then and 7th June)
eighteen efelings, tonched with agna-
tint, of incredible violence. These
engravings were also sold later in the
form of postcards for the benefit of
the Spanish Republican government,

On 261k April, which was a market-
day, the little Basgue town of Guernica
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look through reality and see what is beyond it as Picasso’s penetrat-
ing eye seems to do. We are so used to living surrounded by masks
and disguises that we can no longer recognize the naked truth when
we see it. In art, especially, what we take for true is false, and what
we consider false is true. The truth is not always agreeable and
consoling. If Pascal thought the human heart was foul, and if
Baudelaire thought that anything natural is horrible, why should not
Picasso portray a lovely little girl as a kind of monster, providing he
sces her as such? The monster is there in front of my eyes, immodestly
showing off its loathsome deformities. I look at it feeling both
attracted and repelled, feeling within me the movements of flesh,
viscera, the dense solid presence of something insistent and haunting,
some strange thing which, however, is not unlike 2 woman wearing
a bodice and a checked jacket—some relic of a disintegrated human
world. After the trance I try to trace it in the crude reality of those
lines and reliefs and colours which mean nothing but what they
actually are. If they have no relation to a world of fantasy, can I
dismiss this Seated Woman or Woman Dressing Her Hair as being mere
monsters? The model has been mercilessly stripped of all its tradi-
tional values, so that the picture is less a free rendering of nature
than a ‘nature’ of its own. It has nothing to do with the physio-
logical order of things or with the tried and proven rules of optics,

was raged to the grownd by plases
marked with the mvastika, which were
them im Franco's service. Two thowsand
cipilians lost their lives. The bombard-
ment larted three and a balf bours and
was intended to fest the combined
effects of explosive and incendiary
bowsbs on a civilian popalation. Picasso,
who bad been asked by the Republican
Lovernment in Janmary 1937 for a
large composition to decorate the
Spanich pavilion at the International
Exchibition in Paris, at once decided

WOMAN LEANING ON HER ELBOW. 1937.
OIL AND RoroLIN, 201" # 247, Lowiee Leiris Gallery, Parir.,

fo make thir bratal act the theme of
bis work. On 158 May be drew a
sketch confaining all the essential
features of the final versiom, though
they are omly roughly indicated. A
whale month of work followed between
this initial idea and the final piclire.
Christian Zervos has reprodwced in
the Cahiers d'Art (rs0h _year,
Nor. 3-10, 1938) the photographs
which Dora Maar took of Guernica
in its various stages, as well as the
stketches and drawings which either
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nor with the subjective concepts of ugliness or beauty. There is
nothing here but the decisive intervention of a man who is indifferent
both to the object’s appearance and our idea of it—the intervention
of an artist who is not interested in qualities but cares only for
being itself.

Although Picasso’s variations on the theme of the Seated Woman
are very numerous, they avoid the monotony of device or of belong-
ing to a series. Some of them are dominated by the curve, and have
energetic modelling and a violent touch, while in others there is
angular drawing, with geometrical volumes and tonal harmony.
Sometimes the subject is so simplified, the form so abridged and the
colour so limited that we see little more than a primitive mask on
a pyramidal base (IFPoman’s Bust, May 1943; Woman in a Striped Bodice,
September 1943). With much the same outlook Picasso was also
painting Reclining Women: in January 1939 a Woman Lying on a Sofa,
shown before a window through which trees can be glimpsed; the
Reclining Nude of September 1942, constructed according to Cubist
principles, since it shows both front and back of the body; finally
the astonishing Rec/ining Nude and the Musician (Musée d’ Art Moderne,
Paris), which is one of the most important works of the war period.
Two figures are defined entirely by straight lines and curves, among
a network of vertical, horizontal and diagonal lines all intersecting

accomparied the first beginnings or in
some caser followed after the complet-
ion of the work. It cam be seem that
far from being am improvization of
Zeninr, Guernica cont Plrasse ar
il toil and care ax it demanded bis
comparsion and pity. The whole work
war built up stage by stage, detail by
detail, with drawings in black pencil,
colowred crayons, pem and ink, and
monochrome  paintings and wash-
drawings. During that immense work
of preparation cerfain stwdies reached

SEATED WOMANW, & JANUARY 1937
omr, 40° % 324", Artist's Collection,

such concentrated expressiveness that
they became independent works of art:
for instance, that painting of a borse's
head with its baggard eyer, dilated
wostrils, its tongwe like the point of
a dagger in its distended faws, which
ir set against a background uniform-
ly painted in black oil-paint. We
must go back to oth May fo follow
the work's entire develapment. An ex-
tremely detailed pencil-drawing shows
that the artist first thought of his
theme with a kind of blind excitement,
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at sharp angles. Though they are structurally unlike and their seg-
ments are differently assembled, they attract all the light in the
picture, which is everywhere painted in subdued colours, spread
over broad surfaces that together make an immense prism. The
artist also used this spatial approach in a number of still-lifes, but
these works all show signs of expressionism, though it is well not
to generalize too much about this,

To do so would be to misunderstand an artist who delights in
effacing his own tracks and following one excess by another, com-
bining everything with its own opposite. The author of Guernwica
and the creator of so many freaks in 1937 engraved the Portrait of
Vollard and the thirty-one plates for Buffon’s Natwral History, in
which his exuberance was dazzlingly canalized along the ancient
channels of classicism. As though with a smile on his lips, he painted
with an easy brush birds in a cage (1937), fruits beside a pitcher,
a fighting cock (1938), or, at night and by artificial light, objects that
he handled with a more flexible technique but with a more serious
touch, such as the S#//-/ife with Red Ball's Head (1938). Here we see
once more the bull of Guernica and the Minotauromachia. The candle
was a new motif which Picasso began introducing into many of his
still-lifes, In March 1940 at Royan he painted three still-lifes with
fish (the Conger-eels; the Seoles, in two versions); and a few landscapes,

and that under presowre of  the

moment be was wmable to avoid a
certain overstatensent. When be began
transferring this siudy fo the canmvar
on 11¢h May in a calmer mood, there
wars already a tendency to simplify the
drama and reduce it to the siriciest
passible limits, From that moment
the right-band section of Guernica
fook on more or lesr the gemeral
appearance and structure now familiar
to as. But the central and left sections
were still fo undergo important changes.
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Thas the dying borse, instead of rear-
ing in that final protest seen in the
fimished work, completely collapred
with itr bead mo more than an fmani-
wrate object crashing down to the
Zround; as for the dying warrior, who
was at first more fo the cemtre of the
canvas, be lay with bis face to the
ground and ome arm raised fowards
beaven. Finally, if, on the left, the
mother clutching her son's dead body
bad alwrost reached the definitive siage,
this was nmot the case with the bull,




FAUN UNVEILING A WOMAN, 12 JuNe 1936, aguativt, 12§ x 164"

whore ﬁur:_l'j war sill obscsred by ihe
pasition of the lengthened bead, which
was turned mway fo the right, In the
third phase the warriorwas moved over
to the left, while the sun against which
be silbosetted bix ontstrefched arm war
Ziven fhe form of an eye fo which were
later added, almost inevitably, the thin
Jilaments of an electric balb.

It was only i the fourth stage that the
Dicture underawent two decisive changes
that turned it into the work of vengeance
with which we are all familiar. This

ir worth pondering over, for it was
so that the drama, whittled down to
vbr ersentials and steipped of anything
that might bave diremed if, war set in
action. There are always two worlds
facing each other, that which baunts
the artirt's mind, and the seething
world of forms already alive on the
canvas. The final work springs from
this challenge and the conntless ex-
changes between the two. Suddenly we
ste the barse's bead lifted up to oconpy
a space in the centre of the camvas,
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with astonishing speed and ease, since at the same time, and in
the very place where he could be prodigal of the joys of light and
abandon himself to fresh emotional experiences, he was describing
darkness and suffering in the immodest Nude Dressing Her Hair and
the shocking Women's Heads which he painted on paper. Nor did he
show any more tenderness towards children, as we see in The Little
Boy with a Lobster (1941) or The First Stepr (1943).

The series of freakish Seated Women continued into 1944, alter-
nating with a series of portraits that were manneristic in their
naturalism, and in fact almost prim, such as the Porirai? of Nush
Eluard (1941) and the Portrait of Inés (1942). Next to the elegant line
and light tones with delicate modelling shown in these portraits, the
Seated Women look carelessly executed with their heavy line, muddy
pigments, drab or garish colours. The still-lifes of the war years
were more carefully handled and show admirable strength and crafts-
manship. Less lavish or decorative or logically arranged than those
of 1925-26, they are quite as solid and well balanced and have more
energy, more dramatic point and drive. The object placed before a
window appears frequently as a theme. Short of a window, a looking-
glass serves to throw out the light and give depth. The familiar
guitar, jug and palette also reappear. The colour is more unified, the
strokes and lines are smoother, the brush more abandoned, the

Jormerly occupied by the bull's body.
The bull bas turned ite head rownd
viglemtly, changing pasition to take up
the left side of the painting. In this
mew arrangement the artist had only
o turn the warrior's bead ap towards
the sky, leaving the dismembered body
scattered over the ground (revemth ver-
sion). There iv an wrge to say every-
thing at once, yet alro an absolute
conciveness of lampmage—two  rules
which the artist seems fo bave always
had in mind. It is alro significant that
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the action, at first shown in the opent
air, was gradwally moved into an
enclosed space, since the final version
shows a door on the right and wooden
planks on the floor, quite apart from
the clectric light: all these features
appeared not long before the work war
completed.

Ar soom ar it was finished Guernica
was installed in the Spanish pavilion.
The picturs thur gained world-wide
recognition, Guernica, the ontery of
a revolted soul demanding revenge, still

DRAWING. JUAN-LES-PINS, 7 APRIL T936.
INDIAN TNE, 307 % 267



composition freer. Reminiscences of Cubism were becoming rarer
and less noticeable, while the painter’s lyricism overflowed with a
strength that constantly threatened to destroy the forms that em-
bodied it. What has always saved Picasso from the extravagance of
the great expressionists is his intellectual clarity, his unfailing confi-
dence as a draughtsman. Even when his most savage impulses might
have broken up the contour to spread over the canvas, he was
always warned in time by an infallible instinct for form. In expressing
the most intense emotions and feelings such as anger, hatred, revolt
and drama, it was never in the manner of a Soutine, a Marc, a
Munch or a Kokoschka, but always as an artistincapable of sacrificing
form to the ego. Painting, for him, is “an instrument of warlike
aggression” and could never become a complaint, a whine, an ebbing
| of vitality, a nostalgic spiritual vagueness or the weak protest of the

defeated.
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SEATED WDMANM. FPARIS, 2 FEBRUARY Igjﬂ; INDIAN INK,
GRAFHITE, COLOURED CRAYONS
ON CARDBOARD, 1o0§” X BY7.

The particular value of these still-lifes painted during and after the
war lies in the outstanding energy of their conception and their no
less impressive workmanship, The S#/-life with Ox-skall (1942) and
above all the superb S#ill-life with Guitar (1942) produce an imme-
diate impact. In the latter work the table, the musical instrument,
the plate glass and mirror are all rendered with incisive lines, sharply
syncopated forms and pure bright colours. We admire the urgent
but harmonious rhythm of this work, and the smooth strength of
the contrasts, the way in which the soft curves of the table and
guitar are balanced by the vertical line of the sword, firmly planted
in the lower part of the composition. Another work of 1942, the
Still-life with Eggs, is the only still-life in which Picasso made use of
eggs in his plastic scheme, their elliptical shapes playing an essential
part in relationship to the verticals, parallels, diagonals and the
pattern of angles that combine to produce light and perspective. The
skinned rabbit and dead chicken lying on the table would not have
been enough to restore the balance, broken by the intersecting
straight lines that start from entirely different angles of vision. It
was by including the three eggs and giving them light, that the
painter found the solution to his problem. From 1943 onwards
Picasso enjoyed painting flowers in vases, baskets of frait and ears
of corn, according to the discouragement or hope he felt during the

serves ar @ witness foday and bas lost
nothing of its power.

war had not yet nearly died down. For
Picasso thir remilted alio in the serier

Early in 1937 Picasso bired a studio
in the rue des Grands-Augusting o as
to be able to work wndisturbed and in
better conditions. Known ar the
‘Barrauwit loft' becawse it was for-
merly occupied by the actor Jean-
Lowis Barranlt, thir studio—uhich
Picarso  still  wser—goon  became
Samons. Guernica was ome of the
Jirst camvases to be painted there.

The storm wnleashed by the Spanish

of Weeping Women ¢f 1938, To
this sequence belongs the efching with
aguatint which is reproduced on page
190. Then be made many poriraits of
MUe Dora Maar, bis new companion.
In painting these be invented and used
far the first time bis onn convention of
combining the profile with the fromt
view of the face. Let us turn back fo
the early months of 1939, or more
exactly to 17th January, which was
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Occupation. With the rationing of electricity and food, the Occupa-
tion gave him fresh themes such as the lighted candle, the coffee-pot,
tomato-plants, leeks, a chicken prepared for cooking. No artist ever
had a firmer grasp on reality, or ever portrayed it enhanced with so
much meaning that normally escapes us, and with all the sensations
such meanings give him. Always aware of the external world, he
puts into his work only what he has seen for himself, sick people
and acrobats, musicians and dancers, the bull from the Spanish ring,
women he has loved, or his children, his furniture. At Dinard and
Royan he naturally painted fish. As for the ‘Catalan’ Side-board
{1943) he looked at it for months at the ‘Catalan’ restaurant in the
rue des Grands-Augustins. He had the tomato-plant in his room—
the Parisian housewives were then growing vegetables on their
balconies to eke out the rations. The 1920 landscapes were
brought back from Juan-les-Pins, as he had brought back his
first Cubist canvases from Horta de Ebro. The dazzling seascapes
of 1940 were made at Royan, and the Paris of the Libera-
tion inspired his most moving landscapes, just as ten years later
Vallauris suggested the little cottages peeping through greenery
and flowers.

Picasso is always in direct contact with life. When his works seem
to be thought out in an abstract way or entirely imaginary there is
varnishing-day for the last exhibition 'Picasso; Forty Years of His Art'
Picarso gave before the war. It war  was the title givem to the important
beld in the Rosenberg Gallery and was retrospective show beld in New York
Jull of surprises. It comtained thirty- in 1939 amder the awspices of the
three  still-lifes, all exceptionally Mausesm of Modern Art (N.Y.) and
gentle, mast of them painted while be the Art Institute of Chicago, It con-
was siill engaged on Guernica, Al sisted of 364 paintings, sewipinres,
most a marrative of bis private life, water-colowrs, drawings and engrav-
ar Jaime Sabartés has pointed ont in ings. This exhibition finally estab-

Portraits and Memories, fhere can- lished the artist's fame in the United
vases confained all the everyday things Stater.

with which Picasso likes to surround After spending the summer of 1939
himself. at Antibes, Picasso returned to Paris
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generally some link, however slender, that gives them a firm con-
nection with reality—some person or object, animal or vegetable,
or some emotion they gave him, whether joy or suffering, irritation
or pity, love or hatred. He seeks his inspiration neither in history nor
fiction, nor in books nor museums (except satirically), but in exis-
tence itself, in the finite, the contingent. He did not discover the bull
through reading Greek mythology, and if the animal later became
the Minotaur, yet the corrida underlay its changing forms. Nor were_
his still-lifes ever influenced by some purple passage from Colette or
a2 Dutch painting. He cared little about rendering appearances.
Cosmology means nothing to him. He is less intent on observing
the object than in, so to speak, entering it, informing it, seeing the
world from the object’s point of view. There is nothing arbitrary
and nothing created i absfracts in Picasso’s work, however much
we might think so. The key ideas of his work are a natural order
and the assertion of an individual mind., The things he examines,
dissects, contracts, distends or undoes try to protest, they sometimes
grate or jam or creak. But in spite of everything there is enough in

WOMAN LEANING 0N HER ELBOWSE,
READING. PENCIL DRAWING, Tof” x8]7.
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CAFE AT ROYAN. ROYAN, 15 AUGUST 1940, DIL AND RIPOLIN PAINT, 387 % 52"

for a few days at the end of August.
With the declaration of war impend-
ing be decided to refire fo Raoyan,
where be arrived om 15t September.
He spent the rest of the year there, ar
well ar the first eight momthr of 1540.
This stay war mot so calm as might
dpipear, ar Picarro returned to FParis
on five pecasions, staying only a few
days each time, except for two months
there (15¢h March to 16th May) dur-
g the tragic spring of 1940, At the
time of the fall of France many of his

friends advised bin fo go to America
or Mexica, but Picassa refused o
leave France, and on 24th Augusi be
returned to Paris and remained there
for the rest of the war period.

194 1-44—During thore tragic years
which put an end to all that normally
makes up the pleasare of existence,
Picasro conld bardly remain aloof from
the wmiversal drama. He whe bad
painted Guernica war not likely to
reflect the war like a phatographer;
but as be said bimself, ' Perbaps the
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common between him and them for some compromise to be
reached, even though it remains insecure.

One feels a mixture of admiration and fear while watching this
intrepid man shaping, constructing, trying to extract every possible
potentiality from matter; superimposing his own world on to the
real world, moulding it in his hands, giving line, volume and density
to the crude magma; making direct attacks on inertia, shapelessness
and heaviness, in other words on evil itself, yet finding no issue to
his harassing search and no reward for his self-imposed torment.
Picasso once said, “For me, art is a search for salvation.” But we
may doubt whether his wish will ever be granted. What we may be
sure of is that no artist has greater power than he for transfipuring
the world through his own resources, for conquering it and wresting
its secrets and making it his obedient slave. But nobody is more
aware than he of its absolute stability, its enduring sameness. He has
penetrated the world through and through in search of his own ego,
with the buoyancy of a conqueror and all the fury of a baffled despot.
This man who wants peace for others refuses it for himself. When
his adventure takes him too far and he feels himself carried away
he swings the wheel and returns to dry land. It is then that he enters
most deeply into reality, and begins a new phase of activity. He
takes up sculpture again.

bistorians will motice that my style
changed during the war.” A thewme
that obsessed bim during those years
was the Seated Woman, in obich be
redistributed facial featurer at the
dictate of Iis emotions, achieving a
sombre, agonizing erwelty which swg-
fests better than any deseription conld
do, the intalerable atmosphere of thore
days.

At the same time as these "portraits’
be made a sequence of still-lifes in
which certain obfects vecnr more often
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than otbers, being obviously chosen for
their topical meaning, swch as the
lighted candle nred fo offret the restric-
tions on electricity; the tomato-plant
be bad in bis own flat; while the
skinned rabbit, the leeks and the
morbid ox-skall — of which the origi-
wal cam be seem in the rue des
Grands-Aungusting studio—were also
Bix own.

It was while waiting to retwrn bome—
for be was then sharing bis time be-
fween the riudio, where be worked at

EMBRACE.

1940-
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In the same year as his expressionistic ‘trance’ led him to compose
Guernica, he seems to have tried to find his inner balance by carving
on pebbles, as did our remote ancestors. At the height of his Baroque
style in painting, he carved pieces of bone, like primitive man, or
started cutting out, joining together and colouring strips of card-
board with a boyish enthusiasm. Whereas the painter had passed
beyond realism, the sculptor was approaching matter in the raw,
limiting his own intervention to a minimum and assembling the
most unlike objects, blending the least compatible materials, exploit-
ing the most unexpected and trivial things which seem at the
opposite pole from plastic art. He took a child’s scooter and fixed
it on a metal stalk, added a bird’s feather, and the result was a wader.
Two bits of wire and a chunk of wood covered with plaster were
encugh to make a bird: a bicycle saddle and a pair of handlebars
became a bull’s head. Using whatever bits of discard he could lay
hands on, Picasso used them for non-functional purposes. Without
in the least changing or deforming them a single gesture was enough
for him to put them together in some unexpected way and thus
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might, and bis flat in the rue La
Boétie—that Picasso bepam writing,
bath to kill time and to avenge bimself
for ihe privations imposed by the
Germans, a ome-act burlesqne play
¢called Desire Trapped by the Tail.
Tlis was finished on 178h Janwary
1941 and was performed in March
1944 fo & Jarge pathering at the
Leiris's flat, with Losise and Miche!
Leiris, Dora Maar, Simome de
Beawvair, Albert Camus, Raymond
Duenean and Jean-Paul Sarire taking
Jparis,

Picasso war not yei a Commainist, bit
with Paris occupied by the Nazgis we
can sndersiand what was in the minds
of those who annosmced that be war.
At the same time there were others
who began spreading rumours that be
was balf Jewish, through hiv mother.
After pointing fo bim for years as
one of the masters of ‘degenerate art'
the Nagis did not besitate to approach
bim in the bope of perruading bim to
collaborate. They failed miserably, but
did not dare to touch him and were
SEATED WOMAN. T3 DECEMBER 194%, ETCHING satisfied with refusing permission to
(93" % 517) Pon “conTRie’, By DEsNDS. show his pictures. Picasso would wot
compromise with Vichy any more than
with Berlin. As a resnlt the most
absurd and vitrislic attacks were made
on bim, and there were even josrnalists
who fried to popwlarize slogans sch
at “Maticse in the dusthin’’ or
“Certify Picasso” and pass them off
Jor aesthetic judgments, During that
time bis oldest friemd Max Jacob died
in the concentration camp at Drancy,
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transfer them from the sphere of the concrete into that of art, These
things became authentic ‘sculptures’, absolutely original, obvious
and undeniable. He made masks, animals’ heads and amusing
silhouettes with matches and paper. He continued modelling and
casting figurines, busts and human skulls in bronze. He did all this
during the war when his pictures showed no sign of any sculptural
features. But after 1944 his painting and sculpture appear to have
come together again. It was in 1944 that he made one of his most
important and largest picces, The Man with a Lamb, which is 7 feet
4 inches high. His feverish activity spread out into every direction,
into every artistic medium: painting, sculpture, ceramics, which he
now took up, engraving, which he had neglected since 1938, and
lithography to which he now gave much of his time.

The 1944 Autumn Sa/on marked the beginning of this excep-
tionally fruitful period. The liberation of Paris (24th August) filled
him with new emotion and he left his surly isolation. He felt the
need for living on more friendly terms with his contemporaries, for
sharing their happiness and hopes and their will to begin a fresh life,
He agreed to take part in the Salon for the first time. At the Autumn
Salon he exhibited seventy-four pictures and five sculptures which
firmly established his fame. Foreign countries honoured him and
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organized exhibitions of his works. When he could have relaxed his
efforts and lived a quiet life and looked back proudly on his career,
he set to work again even more energetically than before. He was
still painting views of Paris in a style which, as might be expected,
had nothing derivative about it. If we compare The Sguare du Vert-
Galant (1943) and its tropical exuberance with those landscapes full
of jarring lines and gloomy colours of 1945 we are at once struck by
a change of tone. We might ask what was the meaning of those
views of Paris, in which the bridges and quays of the Seine, Notre-
Dame, the Panthéon, the Eiffel Tower and the Champs-Elysées all
crowd into the same canvas, together with bits of houses full of
windows. Why such a jumble of architecture, such a prismatic
composition? Why so much pathos, when we are told that Picasso
was trying to pay homage to the recently freed and revived capital?
It was because his heart and his sensitiveness were still bruised by
the effects of the war. The days of calm and relief were still fewer
than those of tension and torment. The death’s head which he set
beside a bunch of lecks, in defiance of logic or necessity, or next to
a lamp or jug, points to a deep-seated pessimism. But as soon as he
removed the skull from his still-lifes they had a remarkable freshness.
One of them, to which we draw attention, is perhaps the simplest

THE OSTRICH. 1037. AQUATINT, 1ob” = 8]°.
ILLUSTRATION FOR BUFFON'S "MATURAL HISTORY
(Fabiani, 1942},
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and with owe or two others Picarso
insisted on attending hir funeral and
paying bis last respects.

25th August 1944—The wightmare
ended and  Paris war et [ree.
The committee of the Autumn Salon,
which was fo open six weeks after the
Liberation, offered Picasso a whole
room fo. bimself. He accepted this
mark of sympathy and showed reventy-
four paintings and five sculpinres, This
was the first tinve be bad ever exchibited
in a Salon. This event bad an exccep-
tional and symbolic importance, for at
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the same time ar an afficial tribute was
being paid to a man whose attitude
during the war bad been above re-
proach, the public wanted to homonr an
artist whose work, after being the
target for the grossest attacks and
inswits, bad mow become a symbol of
liberty. On 8th Ociober exctremints
ereated scemes by tearing the camvases
down from the walls and demanding
either their money back or some form
of explanation. Picasre's declaration
of official adberence to the French
Commenist Party on the 5th October




and most expressive still-life ever painted. This S#ill-life with Enamelled
Pan (1945) was painted in one night. As he was disturbed during the
day by both friends and busybodies, it was in the quiet and peace of
the night hours that Picasso refound his inspiration and his unspoilt
capacity for work. He enjoyed the melancholy of those shapeless
hours, he shared in the conflict between the artificial light and the
shadows, the fantastic changing forms thinning out or looming
upwards, enlarging and contracting according to the placing of the
light and the moving of this or that object.

There is nothing but a lighted candle, a jug and a pan set on the
table. The composition would collapse if anything were removed.
The yellow of the candlestick and the blue of the enamel pan oppose
their heavy lustre to the neutrals, the brown of the table and the
grey of the jug and background. The artist has not tried to render
the natural or artificial light as would Caravaggio, Honthorst or
Georges de La Tour. The light here is invented, transcribed with
a few stretches of colour, lines and shapes. The flame is in the shape

HUMAN SEULL, PARIS, 1943.
BRONZE., HEIGHT, 11§",




of a white spear-head, the shadow a black, sideways cone. They are
forms which portray what is least definable and tangible in reality,
forms which define the volume and internal structure of things
simultaneously. By a freely interpreted echo of Cubism these things
can be seen in the sum of all their parts. Everything in this canvas is
real and imagined, in the sense that while we can easily recognize
the things Picasso wanted to represent, yet not one of them is the
same as its material model, either in contour, relief or proportions.
Picasso has re-created their essence, their permanence and truth by
lending them his own strong individuality. Nobody could deny that
this candlestick, pan and jug are in a sense more solid and more
concrete, more convincingly present both in themselves and to our
eyes than their originals. He drew them with such a firm, deft stroke,
and their measurements and colours are so precisely worked out in
relation to each other, the work is so perfectly balanced that it
would have a kind of classical perfection, were it not that a
certain line has been given a cruel twist, or if this or that colour
had not an almost toxic quality, and if the style itself did not
stress the shameless devices of an eccentric, surgical touch. But
any museum-picture would look completely dead next to such
oddness and contradiction, such liberties which have been unified
by logic.

might bave bad something to do with monrners, a Reguiem without pomp",

ihere scemer,

1945—The first six momihs of this
year witnessed the retwrn to France of
those whe bad survived the concentra-
fion camps. The whole country was
shaken by the magnitude of the drama.
Picasso then decided to record some-
thing that words cammor dercribe
and began one of the greatest camvases
be painted after Guernica. The
Charnel-house is a kind of “Grief-
lers Pieta, an Entombment without
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as if was correctly desribed by Alfred
Barr in bis book, Picasso, Fifty
Years of his Art, New Yor£, 1946.
For the first time since the war,
Picasso left the capital to spend bis
vacation on the Céte d'Azur in
August 1944. The time was approach-
ing when be war fo '.rpmg most of bis
Jyear in the sowth. He war in FParis
again in tarly November, and on
and November be made bis first visit
to the workshop of the Monrlot
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THE “SQUARE DU VERT-GALANT', PARIS, 2§ JUNE 1943, o1r, 26° % 3617,

brothers in the ruwe de  Chabrol,
Nebody knenw, that day, that be was
Fﬂ!‘ﬂ':lrﬁ_fﬁ'g on ane :f,f_ Bir miost dsctra-
ordinary wnderiakings, It is mow
apparent that on that day Picarre bad
already decided to retwrn to lithe-
graphy, a procers which be bad Ieft
wntonched simce 1930, etbermive be
watild mot bave laken with hivy three
‘women's beads' ent omt in Jpater,
which be wanted to bave transferred
to the block, on the spat, by the best
pressman in the workshop, He did not
know, bowever, that for the mext Jfosr
monthr be wonld be returning to that
shap day after day to toil like a work-
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Ariist’'s Collection.

man, arriving al mine in the morming
and only leaving bis work late in th
evening, affen after eight o'clock. He
war fiked by the workmen who at owce
recognised him as one of themselver by
bis love of work and bir doggedwess.
He completely changed the whole
atmosphere r.-,r the worksbop by bis
prerence. Fermand Mowrfot bar let it
be known that Picasso aved onmly bis
puwn fools, consisting of no more than
a little penknife which served ar a
scraper, while for graving-tool be bad
something that looked [ike a sickle,
which be bad made bimself. There was
mo limit to Bis imvemtiveness dnring




In 1945 Picasso returned to the Céte d’Azur for the first time
since the war. New themes began to appear in his canvases, such as
fish, cuttle-fish, sea-urchins, lemons, leafage and flowers in a vase.
The next year, the extraordinary rumour came to Paris that Picasso
was decorating the walls of the Antibes Museum in the Grimaldi
Palace. So far he had never tried monumental painting. His friends
had never even heard him mention it. But on the 8th of September
he had remarked to M. de la Souchére, the curator of the museum,
“I've always wanted to paint big surfaces, but I've never been given
any.” He was given some. He set to work at once in a large room
in the Grimaldi Palace which he transformed into a studio. Night
and day, with incredible enthusiasm, glowing with inspiration, his
bewitched hands conjured up a world of centaurs, fauns, satyrs and
the huge still-lifes which were soon to fill the ‘Picasso Muscum’
and attract a stream of visitors from all over the world. These visitors
were stupefied by what they saw, because they failed to understand
these pastorals and idylls which revive the ideal of a race of creatures
endowed with happiness, innocence and harmony. The nightmare of
Guernica, the massacres of the bull-ring, the djsﬁgu:cd ‘seated
women’ were now forgotten. There were no more bloodthirsty
monsters, no more avenging Furies or gods of punishment and
remorse, The Minotaur gave way to lo transformed into a heifer,
and Nemesis fled before the gentle Amaryllis. The shepherds leaznt
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ULYSSES AND THE SIRENS. ngﬁ.

OIL ON FIBROD-CEMENT. ABOUT 1§ X 10 FT.
Picassa Murenm, Autfber,

the poetic warbling of the flute from the singing birds, while the
little horned gods danced round them. Picasso gave the title “Joie
de vivre' to the pastoral, painted on fibro-cement and ten feet
square, which covers a whole wall in the Grimaldi Palace. The title
is significant. Three other panels, 8 feet 4 inches high, portray in
a graphic rather than a pictural style a satyr blowing through his
reed pipes, a young woman leaping into the air, a centaur with a
trident in his hand. Near by we can admirc an immense still-life,
also on fibro-cement, which is dryly drawn and very sober in colour,
showing a fish, a ewer and a bowl of fruit. In another room, but this
time painted on plywood, is a still-life with a knife, a glass and some
sliced fruit. Farther on there are some sea-urchins, a bottle and three
apples, then a dish of grapes, a guitar and two apples on a plate.
These unusually large still-lifes are followed by others of normal
size, more freely painted on canvas, altogether less stiff and painted
with a full impasto: a cuttle-fish waving its tentacles, an octopus and
a lamprey with their curves all interwoven, a golden-yellow lemon
next to a purplish aubergine, some flatfish and sea-urchins with their
bristling black-tipped quills. The Antibes Museum also has paint-
ings of fishermen and fishmongers, a kneeling goat, and a reminis-
cence of an earlier theme in two great Reclimng Women, straight-
forward in volumes but monumentally constructed. Lastly, there is

THE OWL, ANTIBES, § NOVEMBER 1940,
LEAD-PENCTL, 267 3 20%,







the tremendous panel representing Ulysses and the Sirens, which is
flooded with sunshine.

What is the meaning of all these images of the pleasures of every-
day life? How did he come to paint these eclogues which all radiate
such grace and simple happiness? Their purity of line, subtle colour-
ing, their bucolic themes set against horizons of sea and sky, remind
us of Theocritus, a Theocritus who has exchanged the flute for the
brush. Of course this was not the first time that Picasso sought his
themes in antiquity. In 1920 he had already drawn centaurs, and in
1930 he engraved Ovid's Metamorphoses. In 1932 he painted Daphnis
playing the pipes beside a drowsing Chloe, and in 1934 he illus-
trated the Lysisfrata of Aristophanes. But that antiquity belonged
to school books, fifth-century Greek vases, Winckelmann and the
art-historians, whereas the ancient world portrayved on the walls of
Antibes Museum has nothing to do with its origins, except through
the subjects he exploits. Even the Greeks had never known how to
portray with such power and ease the musical revels and divine far
niente of their nymphs and shepherds, however much they respected
human anatomy in their limning of the gods and always viewed
nature with a calm, objective eye, The rustic deities that Picasso
brought from Thrace and Boeotia were transformed in his hands.




those months, when there was nothing
to binder his freedom and gemins. Far
[rom keeping to the rules and tradi-
tions of the eraft—uwbhich be mastered
in a few minutes—as usual be wanted
t9 try bis hand at what bad never been
dome before. He- gave bimself mannal
jobs to do that any ordinary eraftsman
wonld have recoiled from, bt bir
suiccesses were equal to bis daring.
Working without any fixed pro-
gramme, during those four months he
cnt more than thirty plates, some of
theme in colowr, which the Losise
Leiris Gallery was to publish with the
rest af bis later lithographs. At the
end of the winter Picasso returned to
thir work, but this time in bis siudio,
rue des Grandr-Augusting, using gine
blocks in preference fo stone as being
easier to bandle—thongh lithographbers
Lewerally find working in gine more
difficult ax well as less pleasant,
Thanks to the imvaluable catalogne
drawn ap by Fernand Mosrlot
(Picasso: Lithographer, 2 wolr.,
1949—50, with a Preface by Sabartés)
we can count 179 lithographic works
produced betoven 2nd November 1945
and sorh May 1949. The figure bas
been almost dowbled since then. They
include all the themer most dear to the
artist, still-lifer, corrida reemes, fawns
with pipes, centanrs, free interprefa-
tions of famons works (such as David
and Bathsheba, affer Cramach),
young women's beads. Among the
latter, dated 14th June 1946, are fen
lithographs of an admirable purity of

CENTAURS ON THE SEA-SHORE.
ANTIBES, 1946, 20]" 3 261",

THE MAN WITH A LAMB. PARIS, 1944. BRONZF,
7 FT 4 IN. MIGH.

Jine, depicting the featuires of Frangoise
Gilot, a young woman whom be
bad recently met and who became bis
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THE FLOWER-TRIMMED HAT. 10 APRIL 1940, OIL, 283" 24", Private Callection, Parir,

companion. Thir survey of bir liths-
graphical works would be incomplere
withont mention of the series of animals
which make bim ome of the fimest

animal artists of owr age: the owl, the
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toad, the lobster, the chicken, mot fo
mention the pipeon and dove.

1946—_After a short voyage to Golfe-
Juan and Antibes in April, Picasso
refurned to bis rwe der Grands-

ATH'S HEAD AND LEEKS. PARIS, 18 MARCH T945.

o1, 3587 % §2". Lowire [eivir Gallery, Paris.



They assumed the shape of his dreams and fantasies. They dance and
leap and twirl in an ecstasy which is heightened by the instinctive
awareness that nothing endures. Their bodies are remarkably
lengthened and narrowed, obeying that alternate contraction and
expansion imposed by the state of Picasso’s conscience or mood.
But we must try to explain why he produced these faunish visions,
these rustic idylls, this escape into a pagan Eden. How can we
cxplain this generous impulse, such a spring-like renewal of life that
gives these Antibes works their exceptional tonic quality? Perhaps
it was because Picasso, who loved the Mediterranean and had always

felt its appeal, had now come into close contact with the regions
where man first found his human stature, the shores which brought
life to the oldest themes of human history. He had just met the
woman who was to become his close companion and the mother of




his last two children, He was finding new friendly faces everywhere;
he had found new reasons for continuing his struggle to advance
still farther along a road he had thought already closed to his tireless
pursuit. He had discovered the happiness of having vast surfaces on
which to paint, difficulties to overcome which no one else could
have even got round, especially those panels of cement that dismayed
the eye and the painter’s brush. Everything combined to inspire him,
mythology and nature, the people and objects of everyday life.
Everything seemed to bring him happiness. The portraits of Frangoise
Gilot have a Madonna-like appearance, in contrast to the tormented
figures he was painting a few years earlier. The Seased Women he
painted in Paris during that winter were treated very like the nymphs
in the Antibes pastorals. Though he now had as much canvas as he
wanted, he continued to use plywood. The Mediterranean influence
was still at work. But for how long? He is so made that every
pleasure seems to conceal some kind of pitfall, every delight has
only a deceptive gloss. Experiments are hardly finished when he
begins to question their validity and implications. He is only too well
aware that life is not a constant happiness. 5o his searching eye found
darkness as well as light, the suffering that lurks beneath a smile, the
fear that lies behind every desire. The Lobster on @ Table (December
1946) and even more The Cock and Knife (March 1947) radiate an

Asgusting studio, where be parsed the
monihs of May and June. In July be
left the capital for Ménerbes, where
we Enow fram one of bir drawings that
be war otill staying in Augnst. From
there be went to the Cite d'Azgwr,
sharing bis time between Golfe-Jaan
and Antibes, It was then that be
began  spending  bis time in  ihe
Grimaldi Palace. By some miraclk
which those who witmessed it are at a
Joss ta explain, be transformed it into
ane of thase places in which one wonld
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be plad to spend the rest of one's life,
for that ix what the Awtibes Musesns
seener fosngpest, The factsof the matier
are worth recording, bowever briefly,

On 8tk September 1946, M. Dor de
la Sowchére, the curator of the
musenm, war with Picarso on the
beach at Golfe-Juan when the artist
voiced bir regret at wever baving been
given large surfaces to paint. It might
be asked wheiber regret was the proper
word. The ‘regret’ war perbaps mo
more thaw a vague desire, and no

WOMAN, WASHING, 6 MAY 1044
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WOMAN SEATED IN AN ARM-CHAIR. §



intense dramatic feeling that springs from the artist’s affection for
animals. But his favourite theme at that time was the owl, which
appeared for the first time in one of the Antibes Museum paintings.
No doubt he was aware of the strange chance that brought him
‘Minerva’s bird’ at a time when he was living in an atmosphere of
myth. We can imagine the poetic associations he must have made
between his private thoughts and those fables in which the owl is
the familiar of witches. In any case the bird, which Picasso kept in
his studio, so that it shared his nocturnal hours and never allowed
him to forget its presence, gradually became an obsession. Either in
its cage or perched on a branch or on the back of a chair, this owl
figured in most of his paintings, drawings and engravings and, as
we shall see, in many of his sculptures and pots. This wounded owl,
that was picked up in a lane in Antibes one autumn night and given
to the artist, became in his work a kind of essence of owlness, for
him the only real, authentic Owl. When the bird died two years later
its double continued to exist and multiply in his canvases, on paper,
in plaster, bronze and clay, very much alive not only in these
reincarnations but sometimes even in the human faces and figures

PAUL LAMGEVIN. 1046,
INE-DRAWING.




he portrayed. The triangular volume he used to represent the owl’s
body, and his way of rendering the glint of the round eyes by two
circles inside an oval, are often found in his drawings of people.
Whatever meaning or appearance he gave the owl, and he certainly
gave it hundreds of different ones, Picasso repeated this theme long
after he found fresh symbols in new experiences.

He returned to the Midi early in the summer of 1947. Passing
through a village where pottery has been made for two thousand
years, he was fascinated by the work of the Provengal artisans, who
with a simple turn of the hand could transform a crude lump of clay
into a wonderful variety of forms and colours. He could not resist
the temptation to become a potter. He quickly picked up the tradi-
tional skills of the craft, and found that since early times they had
remained subject to unvariable laws. If he found it impossible to
break these laws, yet he gave this art, to which he was a stranger,
a new lease of life, a life of his own which he gave out without stint
or calculation, with a passionate curiosity that had only increased
with age. He sat down at the wheel, kneaded the clay, then shaped
jugs, vases, dishes, plates, figurines; painted and glazed or varnished
them, and put them in the kiln, using all his resources of intuition,

PAN. VALLAURIS, 10 MARCH 1948,
LITHOGRAPH, 26" X 20",




COCK AND KEXNIFE. 2T MARCH 1947. OIL, 20} X 363"

sooner was it formulated than its fulfil-
mwent became probable, It remains fo be
explained bow a chance meeting on a
beach conld result in sweh a mvsesion
ar the ome at Awtibes, which is an
d!?l’&:'r.rﬁfi}' ment and MRl achievement,
“Surfaces? You :u;.r'. bip surfacest? T
can offer you some.” The very mext
day M. de la Souchére gave Picasso a
Jree band in one of the mescenm roomes.
Using it ar a studio, the artist starfed
work there and came every day for over

s i 1

Mr. and Mrr. . Gang Call

AR,
rlilj.r.r' moRthr, urn!nrg rer'-"ru'} .,.f.. Er
moon and a"-a!'r.rrg only af miphtfall. Ar
camvar war hard fo find at that time,
M. de fa Sanchére got together all the
materials be could find in the shaps at
Antibes, such ax sheets of fbro-cement
and plywood, and bad them bronght fo
the musemwor. It ir dowbtful whether
any painter war ever gripiped by such
a .I"mr as, bappily, now filled Picasso,
With his ueual speed :..:'.'.-d" shrewdners
ke grasped all the essential features of
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WOMAN READING. 19§2-%3.
PAINTED BRONZE, 7§ = 17"
Private Collection, Paris.

virtuosity and imagination. The range of his decorative schemes was
drawn from all that he had already observed or discovered—the
story of the Minotaur, Greek eclogues, the arena, fishing scenes, all
the living things of earth and sea. Under the pressure of his thumb
a vase would assume the shape of a woman, or a dove, a vulture,
a goat, an owl, a marrow. His statuettes of human figures echo the
terra-cotta idols of the Aegean or of Cyprus. Like the ancient
Peruvian potters he made vessels which were at the same time
effigies of animals or human beings. He rehandled all the ancient
forms, brought old formulas up to date and upset all the conven-
tional terms of the craft, exploiting them for his own unexpected
ends. His hands made Baroque vases, but also vases of classical
purity, and set classical patterns on Baroque forms or Baroque
decoration on classical forms. Picasso did not give up pottery. But
the painter and sculptor continued their collaboration, though un-
fortunately without profit for the rest of mankind. It was hoped that
the models he created at Vallauris would be reproduced in large
numbers and thus reach the masses, to brighten up the existence of
ordinary people and refine their sensibility and taste. Was the cost
of mass-production too high? Or were the utilitarian qualities of
these prototypes thought to be unworthy of their aesthetic qualities?
What happened was that Picasso’s pots became show-pieces and

THE SCREECH-OWL. 19%0.
BROMZE, 14" HIGH.




articles of luxury, unique pieces which were sold to flatter the vanity
of the middle classes and fill the purses of tradesmen. Picasso
certainly did not intend his efforts and sacrifices to be nothing more
than an exercise of ‘pure’ art, or a dead-end experiment. That is
why, although his ceramics are of great significance, it is above all
in relation to Picasso himself and because of the place they occupy
in his work. There is no doubt that in turning his hand to this
technique he at once enlarged his own ficld of invention and gave
a further stimulus to his imagination, that most precious of all gifts
which in his case is so lively, so profound, yet always liable to rest-
lessness and doubt. While being aware of his fertility, we can hardly
admit that these thousands of pieces of pottery he made at Vallauris
did nothing to hold up his activities in painting, sculpting and
engraving.

His son Claude was bom in 1947. Picasso was touched, and
enjoyed depicting the child. This new theme also gave him new
means of expression. On plywood, he painted the little Claude
either alone in his cradle or in an arm-chair, or in his mother's arms.
Later, he painted him in a play-pen, waving toys. The lines move
gracefully, festooning and embroidering all kinds of graphic varia-
tions round the young figure, the metal struts of the play-pen
describing a sort of fugue. One version of this is particularly

the landrcape, ar well ar the land's
secres bistory and that of its peaple,
and sterted creating werks of sk
mrpsierions transparency that they are
an integral part of the setting for
which they were made and in which
they were born, The secret of the
Antibes Musense meight also be songht
in the admission be once made to bis
friend Sabartés: 1 did what 1 could
there, and did it with pleaswre, bvcanse
Sfor once 1 had the foeling that I was
working for the mass of man"
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1947—Returning fo Paris in mid-
Jamnary, be remained there sntil the
beginning of August, when be wemt
back to Golfe-Juan. The south mow
seemed to comtain some special inspirs-
tion for bim and to play an indirect
part in the prodigions revival we bave
seen in bis work since the war. News
we less swrprising than that of the
previsus year reached Paris varly in
the awtwmn: Picarse bad become 2
potter. Hy bad takes sp coramics
wiile staying af Vallawris,
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1948—For a whole year, antil
Octobir 1948, be went fo work every
afternoon at the ‘Madoura’ pottery
belonping fo Suzumne and Georges
Ramié, where be picked ap the secrets
of a craft about which be previonsly
knew mothing. The 149 pieces which
were on show at the Maiven de la

Pensée Frangaise (rwe de P Elyséc)
[from November 1948 fo January 1949
amounted to bardly a tenth of his out-
pad. In fact, in that one year be
produced some 2,000 piees. Horned
beads, Jupiter-like faces, soms and
moans, men and women playing futes,
fibermen, nmymphs and centanrs, owls
and balls, dancing-girls with beaving
breasts and their bips like rownded
vares—ibe Browght a whole race of
Dpeople info being, made wr familiar
with them by labauring day after day
in an endless, daring improvisation
that involved discoveries of forny, de-
sign, colowr and material. Vallasris
guickly became world-famons and
attracted a stream af visitors which
changed the whole life of the little old
village. It was thus a gesture of under-
standable gratitude when in February
1950 the Jocal Town Cowncil amani-
weonsly made Picarso a Freeman of
their community. To seal this pact,
Picasso gave the commnme a replica of
The Man with a Lamb, shich war
installed in the markst-place.

19495 1—.AF the rame time as bir
work in ceramics, Picarro carrivd on
bis painting and senlpting. The birth
of bis som Clande in 1947 (#his was
his third child), them of hir dawghter
Paloma in 1949 explains the large
mursber of 'Maternitier' in which we
see the children with their mother,
Frangoise Gilot, He also painted
them separately, catching from day to
day their postures and games, their
bappy or amxions expressions, These

WOMAN. PARTS, 1043.
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appealing with the baby lying down and a skein of wool unwound
and criss-crossed round the fanciful outlines of the pen. All the
father’s intimate tenderness comes to the surface in such a work. Or
we see the little boy in his chair or pram, or playing with a wooden
horse. After 1950 he is no longer seen alone, but accompanied by
his sister Paloma, who had just recently been born, Picasso then
began a series of childhood scenes which are full of charm without
being sentimental, and in which the chastest of emotions is, paradoxi-
cally, rendered through an obviously expressionistic technique. As
the two children developed, the pictures became more frequent. We
see them at their games, outings or meals, and sometimes asleep. We
sense that Picasso was trying to avoid glib effects and to exclude
sentimentality. Thus he used a deliberately clumsy line, spontaneous,
workmanlike but deliberately careless, with thick, casual colours and
loosely proportioned forms, He disfigured and disjointed those who
were most dear to him, made them submit to all sorts of deformities
and streaked their faces with brutal strokes of line and colour. In
spite of that they have the freshness and innocence of their childhood
and are not without signs of paternal affection. Tt is hard to explain
how Picasso was able to express the finer human emotions while at
the same time violating the natural order and using a language so
unsuitable to his subject. There are plenty of touching details such

works are full of tenderness, as are
the mumerons landscapes be made at
Vallawris, showing the south ar it is
knoun only to few, the black, Lawnat
Midy of the long winter days.

As for Picasso's seuipture, its reputa-
tion dater from that period. We had
to await the publication of Kabn-
weiler's book, The Sculptures of
Picasso (1949), before this aspect of
bis activitier was properly recogmized.
This is all the more surprising as
sewipture bad alwayr been ome of the

ariist's main preoccupations, the first
of bis piecer in this medium dating
Jrom 1Bog. It i guite true that before
the recent war the public mever bhad
amy opporiunity of seeing Picasso's
sculptures, apart from the two plaster
Women’s Heads wibich sere shonw
in the Spanich pavilion at the Inter-
national Exchibition in 1937. On the
other band, after the war, apart from
the Awtumn (Liberation) Salon,
which showed the motorions Bull’s
Head made omt of a saddle and
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as the hair-ribbon, the little hands clasped on an apron, a cheek as
round as the ball the child is holding, a little girl’s face the image
of her doll’s. As the years went by the brother and sister took on
childishly grave expressions. The Luncheon (1953) shows them at
table, watched over by their mother with her sweeping protective
gesture. The drawing is simplified, the form better defined and the
composition more studied than before. Volume and space are no
longer obtained by means of values or touches merging into each
other, but entirely by very marked lines and flat patches of red, blue
and green (page 243). In later pictures we see Claude and Paloma
writing or drawing, bending gracefully over their task. Picasso’s
manner was again modified. For instance, he returned to a device
he had used before in his Papiers collés and in a series of paintings of
1928—the dissociation of form and colour.

Of course the theme of family life was not the only one he was
handling. But it is not always easy to grasp the cause or motive for
some of his exploits, apart from his desire to be constantly renewing
himself and that inner fire which enables him to live without being
consumed. We might ask, for example, what was the origin of the
daring research to be noticed in the two versions of The Kifchen,
dated November 1948. What was his aim in making these two
monochrome compositions, which the untutored eye might regard

bandlebars, we shosld recall the varions
exchibitions which were beld either at
the Maison de la Penrée Frampaise
(November 1948: The Man with a
Lamb; November 1gso: a refro-
spective show of about fifty browges),
or at the Leiris Gallery (October 1948
and May—June 1953), or at the May
Salon of 1952 The Goat. Appiy-
fng fo sculpture the same principles as
in the Papier collé, which consists of
fitting fragments of real objects into
paintings, from 1943 emwards Picasso
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tried to show that there is wothing
which camnot be raised fo the dignity
of art. As an example ne might take
André Warnod's acconnt of bix visit
to Picarso, when the artist rhowed bim
a meetal statuette which looked fust like
a woman's form. As Warnod conld
not tell where it came from or judge
its style, Picasso told bim it war only
a bit of bir gas-stove. This wonld be
mothing but a paradox if we did not
know that the statuette of @ Woman
(page 2i4) ic made of corrmgated

THE TOADL T§ JANUARY 1949
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as being completely abstract? Was he trying to qualify space in a new
way, as is suggested by the lines running in every possible direction,
oddly punctuated with dots or ending in little bulges or circles? He
also used that calligraphic manner in a new series of Seated Women,
even accentuating it by exaggerating the thickness of the lines and
the knots, to the point of giving them the appearance of something
like a coat-rack. The outlines of the face, the hair, the arms of the
arm-chair are indicated by heavy strokes, sprouting occasionally into
bulbous forms, In The Seated Waman in a Blue Dress with White 5pats
(1949) this mannerism has spread over the whole composition. It is
not just the lines but the forms themselves that appear to be made
up of knotted points. This picture is remarkable in other respects.
Picasso obviously painted it, together with half a dozen others, by
facing himself with the kind of problems that concerned Matisse. The
interlocked arabesques, dry but vivid, clear-cut tones and purely
decorative intention show that he was strongly stimulated by
Matisse, whether he copied him or not. Matisse’s style acted as a
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reagent on his own artistic investigations. The results prove nothing,
except that Matisse remains Matisse and Picasso cannot be anything
but Picasso, and that he is even more Picasso when he plays at being
Matisse. There was no question of rivalry, but if we have to compare
them, Matisse is an inimitable, incomparable master of colour, while
Picasso has a better grasp of forms. What distinguishes him from
the former Fauve, Matisse, is that the themes and elements of
Picasso’s work are never external to himself. He never paints a
woman for the sake of the colour of her blouse or her dress, but
because he cares for her, nor a thing or an animal for some aesthetic
reason, but because he is emotionally attracted in some way. When
a theme disappears from his paintings it is because he has had
enough of it. The places where he lives or loves, or where his
children are born also have claims on his sensibility. This is why in
1950 and 1951 the coast of southern France inspired him to make
a few landscapes which are perhaps the most cheerful he ever
painted. They usually show a farmstead among orange-trees and
lemon-trees, the fruits glinting through the foliage. And then the
series was sharply interrupted by the Koreaw Massacrer (1951). This
was a new protest against war, declamatory rather than just violent,
and weakened by its reminiscences or its political intention. The
Dream and Lie of Franco and Guernica came from the man’s very

cardboard, a cake-tin and a motar-cyele
petrol-tank; or that the Monkey of
1952 ir @ consiruction made wp of a
child's ball, a frying-pan handle and
two tay motorcars joined together to
form a bead; or that the Stork, alse
of 1952, has an old fork for its foot,
a navyy's spade for its wings, while its
peck conristr of a length of cable, and
a gas-fap server for itr crest. The
Woman Reading reproduced on
page 230 is mo Jess surprising. The
Jimbs consist simply of nuts and bolts,
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the body is a piece of wood picked up
ot @ vacant lot, and the fingers are
[five foiner's nails. Even more astonish-
ing is the Goat, the lower part of
which is covered in places with plaster.
This is a masterpiece of meticolons
care and imventiveness. Its chest was
made of a wicker basket, its dugs are
twa ferra-cotta fars, while the spine
is a palm-branch which bas the advan-
tage of both firmness and supipleness.
A few nails, a few metal pipes, a few
bits of old wood and a fruit-can were

MOTHER AND CHILD, 19§3. CONSTRUCTION
1M WOOD. HEIGHT ABOUT o INCHES.
Artirt’s Collection.






depths, but there is little of the heart in the Korean Marracres, and this
tells on the execution.

Picasso was still at Vallauris when he made some of his most
moving sculptures. Chief among them is the Pregnans Woman (1950)
in which he has passed beyond realism and achieved that universality
which primitive cultures expressed in their ‘Earth-Mothers’.
Another is The Goat (1950). He has taken up the cternal theme of
fertility in this poor pregnant goar, which is sculpted with a ferocious
energy, an almost cynical emphasis on truth. The animal is shown
life-size, solidly planted on its hooves, with the bony structure
almost sticking through the scarified surface of the bronze. While
the head, neck, back and feet are little more than jagged lines and
harsh intersecting planes, the belly and dugs are treated, on the other
hand, with infinite delicacy. After this the sculptures were turned
out rapidly in every dimension and medium: plaster, bronze, wood,
ceramics. He continued bringing together all sorts of incongruous
objects, saved from the dustbin by his mania for hoarding and
collecting: an old flat-iron, an old mooring-ring, a fruit-tin. . . . He
continued the series of ‘owls’, sculpted heads, feminine figures, an
extraordinary Monkey and a Crane (1952), a Woman Reading in painted
wood (1952), and, also in painted wood, a statue (6 ft 8 in. high)
of a Mother and Child (1953). He was very interested in polychrome

all be reguired for bolding thir odd
“arsortment together. There inventions
which result from a genwine state of
ballucination shaw Pirarso's wnurual
sensitiveness fo the compelling power
of poefry. Fe said to Mickel Lsiri
ome day, * You should be able to pick
up a piece of wood and find you bave
a bird in your band."

Ine the summver of 1952 Picasso worked
on the fwe panels, War and Peace.
These pamels, specially desipmed for
the walls of an abandoned chapel at
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Vallanris, were intended to be joined
together in such a way as to form a
vault in which the public conld meet.
For this work—the most ambitions
work ever umdertaken by the ariist—
between 282h April and 141h Septem-
ber 1952 be made mo less tham 150
drawings and sketches, the progress of
which can be followed in a book
publizhed in 1954 by the 'Cercle
d'Art' wnder the title War and
Peace.

First shown do the public in 1973,




sculpture after 1952, and to such an extent that he applied colour
even to his bronzes. He was perhaps the first to revive a process
which was used from early times until the Renaissance.

All these activities did not keep him from lithography, Between
1919 and 1930 he had already tried this technique, though with a
certain amount of caution, drawing with a lithographic pencil on to
paper which was subsequently transferred to the stone, or else
tracing his figures on to the stone. In 1945 he gave up etching and
threw himself enthusiastically into lithography, whose secrets he
soon mastered. For the next three years he was often to be seen at
Mourlot’s workshop, or else in his own studio, engraving corri das
still-lifes, pastoral scenes, girls’ faces, portraits of Frangoise Gilot,
and doves and owls. When he had more experience he often used
wash and colour, and at times scoring, rubbing or superimpression.
What for others would be only refinements or tricks of the craft
became originality and an enrichment of the medium in his hands.
His lithographic output increased again in 1949. In that year he

ILYA EHREXNBOURG. PEMNCIL,
WARSAW, 19 AUGUST 1948,

,,HF:.H o, FYY
VP,
19 evak- 19%Y



produced such staggering successes as The Lobsser, The Toad and
Tropical Plants. In 1951 he made a plate which is a masterpiece, The
Knight and the Page, a new theme suggested by the illustrations in
a copy of Ivanboe, and which he treated in numerous drawings. The
cighteen versions of Two Nudes (1946) and the eleven of The Bul/
(1946), with the nine of David and Bathsbeba (1947-49) give us a clear
insight into one of his methods of creation, He has several. Either
he advances cautiously towards the aim he has in mind, or at a single
stroke, with an impressively swift decisiveness, achieves it without
further ado. Sometimes he works out a task with great care, gradually
cutting out the superfluous or unnecessary details, simplifying his
line, concentrating or increasing the density of his forms, and some-
times he seems to improvise, to produce at one blow some total
statement which in reality had been gradually forming over a long
period in his subconscious mind.

Since 1953 he has painted still-lifes, landscapes, *Seated women’
(such as the Woman Seated in an Armchair, March 1953), naturalistic
portraits and some which are very freely interpreted, such as those
of Sylvette David (1954). Shortly afterwards he was inspired to make
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these panels formed the main attraction
of the two large Picasso exchibitions
beid in Bome and Milan, They conid
ot be shown at the exchibition beld at
the Musée des Arts Décaratifr from
et Jume o v5th October 1955, ar by
this time they bad been installed in the
chapel for which they were imtended.
Thir exchibition, complered by the one
beld at the Bibliothéque Nationale
which showed bis emgravings, will be
knoun as one of those “refrospectives’
that gave the public some insight into
a work which cannot easily be grasped

ar a whole, thanks to the careful
choice and importance of the Paintings
which were rhonn.

A we reack the end of this biogra-
_f{-’."-'.’:.'ﬂr ontline, we are aware that if
we have sometimes been obliged only to
skirt cerlain essential evemts, it war
becanse any closer approach would
bave yieided very little, and becawre it
is Picasse's work ar a whole, in it
many pbares and moods, which alome
can provide the best form of bisgraphy.
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two superb portraits through his meeting Jacqueline R. at
Cannes. In the first of these the model is seen in profile, and in the
other three-quarter face. In the first of these (page 250) the young
woman has her arms gracefully round her knees, and is sitting on
a black-tiled floor. The head rises straight from the shoulders on the
long neck, and is drawn in firm strokes which bring out the self-
willed and commanding expression. All the exposed parts are
uniformly white, standing out against the blue and red background,
while the yellow parallels in the dress help to define volume. Then
in February 1955 Picasso finished a series of fourteen pictures based
on Delacroix’s Algerian Women. Delacroix’s famous picture was for
Picasso only a pretext for graphic and pictural variations which were
of an entirely personal nature. This was not the first time that
Picasso took up some old masterpiece and gave free rein to his
own imagination, for purposes completely alien to those that the
original painter had in mind. Five years earlier he had ‘interpreted’
El Greco’s Painter as well as Courbet’s Young Women by the Seine. He
‘remade’ them, not without a certain element of impertinence,
using methods which El Greco and Courbet could not have even
heard of and asserting his own principles above the established ones
—that is to say, that in art there are no principles at all. When he
allowed himself to make parodies of Poussin, Cranach and Delacroix,
we may rest assured that it was not in order to learn from the old
masters, but both to take up their researches and throw light on his
own. It was with a kind of malicious pleasure that he took up some
museumn work, turned it over like an old coat, recut it and adjusted
it to his own measurements.

Works as impressive as Guernica and War and Peace are sufficient
evidence that Picasso’s work can be recognized by an extreme sensi-
tiveness to the events and struggles of his age, Painted in 1952 after
hundreds of sketches and preparatory drawings, the two isorel panels
of War and Peace, which both measure 19§ % 34 ft, were designed
for the walls of an unused chapel at Vallauris. This explains their
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unusual size. On the first panel War is shown brandishing a blood-
stained sword and advancing in the form of an odd, horned figure,
standing in a hearse which is drawn by a few old nags. Peace,
carrying the sword of justice and a pure untarnished shield, stands
waiting for this miserable team to appear. In the background a group
of soldiers are silhouetted, wielding their arms. The composition is
full of symbols which explain the artist’s intention. The colours are
brighter than those generally used for frescoes: vermilion, blue,
vellow, brown and white, with black predominating, A starless
darkness seems to be falling on a scene played by ghosts. On the
other panel of the diptych, Pea, it is blue, green and grey which

create the desired atmosphere. Children are playing games, women
dancing, a centaur is blowing into a reed pipe, a child leads a winged
horse, and three people are quictly enjoying their leisure in the shade







of an orange-tree. Above this vision of a paradise on earth there
hangs an enormous, multicoloured sun which looks down upon
human happiness.

Much larger than Guernica, this diptych has neither its emotional
violence nor masterly execution, nor that perfect adjustment between
inspiration and expression which silenced the visitors to the Spanish
pavilion at the 1937 Exhibition. It is true that colour, which was
lacking from Guernica, was generously used in War, where, however,
it tends to lessen the dramatic feeling because it distracts the senses.
We are tempted to think that in 1952 Picasso was not in the same
frame of mind as in 1937. Besides, if he seems to have been secking
to create something like naive theatrical scenery and the attractions
of the fair-ground so as to impress the crowd for whom War and
Peace was designed, and if he deliberately used a curt 2nd even
trivial line and the garish colours so dear to the masses, and if he
simplified and vulgarized his forms, the result was only to blunt the
edge of his style. In spite of this, War and Peace, with its contrasts of
dark and light, violence and sercnity, is none the less a work of
uncommon value. It is not meant just to please or to displease. It is
conceived and executed without and against art, and is deliberately
offered as something necessary. War and Peace was all the more
necessary to Picasso himself as it freed him from one of his most
deep-rooted obsessions. The urgent, painful theme it dealt with was
handled less bitterly than in the Korean Massacres, which he painted
in the following year. His heart had not cooled, nor was his inventive
vein dried up, but other themes and obsessions were by now gripping
and exciting him. Perhaps we should have another look at Far and
Peace. 1f War still appears on wings of darkness with its train of
miseries and crimes, yet it already belongs to the past. It is with-
drawing before its radiant opponent, who comes forward full of
triumphant promises. This is no doubt how we must interpret the
gesture of the Archangel, who stands fast, holding up the chariot of
destruction and death with his shield, on which are emblazoned
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Minerva and a symbolic dove. Peace is not confined to the panel
named after it, but is seen also in the other, rising on the frontiers
of hell to defy the bloodthirsty monster with unflinching courage.
No, war no longer drove Picasso into that furious revolt and proud
despair from which he had drawn such overwhelming effects in the
past. Peace had entered into him, had found its way to his soul. Is
some conversion on the way? To what feast will he invite us, on the
shores of the hospitable Sirmio where the sea cast up a majestic
divinity at his feet, in plumes of foam? Will he now openly enjoy the
gifts of heaven and earth? Or else, too hardened a warrior, will this
untirable conqueror set out in search of new spoils in a world which
has already given him all it had to offer?

Reaching the end of this study we are fully aware of its faults.
They are inevitable. We have taken the risk of wearying the reader
in an attempt to keep track of an artist whose decisions are always







surprising and impossible to foresee, and to follow as closely as
possible a career whose rapid, irregular and sometimes hidden
progress can often elude the most careful observer. The reader
could easily fall behind or find himself stuck in one of the many
by-ways we have had to explore. This is why we have had to set up
a few dates as milestones in Picasso’s life, as well as adopting, against
our own inclinations, the division of his work into ‘periods’ which
we realize is both artificial and arbitrary. To clarify our work we
have also had to make concessions to the mania for classifying
and cataloguing which infects the abstract, logical era in which
we live. But no creator is less amenable to such an analytical
method of approach as Picasso, just as no work is harder than
his to explain systematically. The so-called Blue, Pink, Negro,
Cubist and Expressionist periods, dear to the critics, explain
and mean nothing.

If we look back on his life and work, we see a painter who was
not slow in showing his exceptional gifts, who soon shook off the
academic canons, who was prodigal of his immense resources, who
never once failed to assert his inventive powers, uncontrolled
impulses, unbounded ambitions and flair for unlimited discovery,
and who extended his prestige over reality, over men and success
and everything except himself, and who now scems to have said
everything and will yet have something more to say. His is an
everchanging, ever unforeseeable work. A burning confession,
interrupted by sobs and derisive laughter, fury, caresses, insolence,
witticisms and curses, Such is this capricious and fantastic artist, so
changing and so contradictory that hardly has he finished a picture
before he has begun another to deny it. No sooner has he finished
a piece of sculpture, fired a piece of clay, traced out a drawing and
dried a lithograph, than yet another work is there to confound us.
New Picassos are always emerging, yet they are all equally impatient,
restless, inconstant, proud, with a terrible vitality that can all be
crammed into a terse drawing, or overflow into an avalanche or fill
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the stage with grimacing figures, a crazy masquerade of shapes.
Sometimes we find the snout of cruelty and stupidity lurking under
some elegant disguise, or swectness and compassion under the rags
of 2 tumbler or a beggar. Anguish is dressed up as impudence, long-
suffering as brutality, violence as seductiveness, doubt as certainty.
When we are reduced to silence by the conjuror’s tricks we cannot
even sec the emotion that unnerves his hand. The hoaxer’s laugh
drowns the cry of a wounded soul. It is when he is most generous
with them that we think he is mean with his feelings, and when his
heart seems hardened that he is most full of tenderness. We think he
is cheating, just when he is giving himself completely; or cynical,
when he is most trusting. He is taken for sincere when he is not, and
for affected when he is being sincere; he side-steps when he is sought
after and comes to meet you when you have turned your back,
tricking us when we believe him and being honest when we think
he is a trickster, and many a time tricking himself. He believes in
nothing except, perhaps, mankind; he accepts nothing except what
is thrust on him by surprise, his models and themes, his tools, the
means and media that are given him by chance, by circumstances, by
the passing moment. He is disconcerting in every aspect of his being.
He seeks his inspiration in the real, or rather the real lays hold on his
imagination, stirs it and gives it new life,

It is useless to try to ignore or conveniently put away such a
turbulent and fearless personality as his. Some have tried to pigeon-
hole him in conceptual categories or in the historian’s card-index,
but this cannot be done with so much passion, dreaming, invention,
liveliness and colour in such a vast and many-sided output as his.
Picasso never ‘had the idea’ of using only blue or pink rather than
red or green. He never meddled with Cubism. “It was others who
did that after him.” It is only the learned commentators who claim
that he painted cubes. They have been so successful in imposing their
ideas that we have been obliged to follow them, for fear of not being
followed in our turn. But there is no point in being taken in. No
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need to be like the Emperor, in that fable about the Chinese Nightin-
gale, who preferred the mechanical bird to the real one. The real
Picasso cannot be classified or easily summed up. We have only
tried to draw nearer to him and take stock of the scandal of his
genius. He can either in turn or simultaneously be romantic, classical,
realist, unrealist, expressionist; he can respect nature or torture it,
reproduce appearances or transform them into abstract signs, abase
or exalt colour, stress modelling or relief then sharply replace them
by line or flat colour. He can pass with ease from geometrical
complexity to the simplest arabesque, express himself as well in
a painting the size of a cathedral wall as in a two-minute sketch; he
can please and displease, flatter or bully, charm and terrify, yet in
spite of all these variations remain exactly the same person. For he
does not contain several warring personalities, He is just an indivi-
dualist who is interested in everything, in all the causes, forces and




struggles on which the emotions feed and which he submits to his
intellect, He is a lyricist ever anxious to renew himself and rediscover
the universe, a revolutionary who pushes his inquiries in every
direction, with no use for prejudices, opening doors on every hand
and shutting them with a bang after him. He is an artist definable
only by what separates him from others. A unique personality behind
so many unresolved contradictions which he carries into his work,
in which the peculiarities are very much those of his own tempera-
ment. We can only admire his vitality and his unrivalled ease of
expression, the punch of his onslaughts, his flashing decision, the
vigour of his line, which knows no rules, the boldness of his form,
for ever new.,

With whom can he be compared? To what line of ancestry does
he belong? In spite of his Spanish origins we could as well relate
him to the Greeks, the Italians or the African tribes, although he has
spent most of his life in the land of Ingres and Delacroix. This
Baroque luxuriance combined in his work with a classical severity,
the provocative self-assurance shot through by qualms of anxiety,
the mixture of aristocratic haughtiness and vulgar roughness of
manner, the crude, materialistic realism sometimes transfigured by
a kind of supernatural fire, such are the conflicting signs of a genuine
creative urge. Creation finds itself in liberty, and this is a truth which
nobody has more deeply felt or better illustrated than Picasso. His
work reflects the misery of a modern world which has lost the
consolation of Redemption, but it escapes from that world by freely
creating another. He has a will to absolute creation and a will to
absolute liberty: only the philosophers can explain the religious
significance of these two aspects of the same principle,

If we are dismayed at the sight of so much energy, so many
contrasts and exaggerations, perhaps it is because a Niagara has
suddenly burst into the garden in which Art was a nice little elegant
fountain. It is perhaps because we cling to the idea of the artist as
a subtle, intelligent, delicate, clever, respectful heir to a tradition
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and a long chain of masterpieces to which he was content if he could
add a few small links, But as we have scen, Picasso has never worried
about producing ‘masterpieces’, but rather aimed at shedding the
visions and sensations by which he was obsessed, and at putting all
he loved or hated into his pictures. As a sculptor he joins discarded
odds and ends together. When he draws he does not mind what the
size or quality of the paper is. He can paint quite happily on a dirty
piece of cardboard, on a bit of warped wood, a rough-surfaced sheet
of isorel or any old bit of canvas. He has little concern for the
durability of his materials nor the help they can offer, and nothing
stimulates him more than some such difficulty to be overcome. He
refuses to bother with all the tedious business of making a good base
or foundation which marks the good conscientious artisan, and
makes light of such aspirations to immortality. He does not work
for the museums and refuses to draw dud cheques on posthumous
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fame. What matters for him is not what he does but what he is. He
cares nothing for the approval of future generations, so long as he
can be free now to carry human expression to a degree of incandes-
cence that will make the Here and Now worth living in, without
thought for the future. His greatness lies in this supreme unconcem
about things that do not matter, and this awareness of himself and
of his age. Picasso can be seen in all his authenticity in his assertion
of the individual as he denounces the divine creation or accepts it
in order to tomplete it, and in this search for the absolute in all
created things, He might be called the man of the Eighth Day of
creation.

A PAGE FROM "POEMS AND LITHOGRAPHS
(1949—34). Text in Picasso’s writng.
Publithed by the Losite Leiris Gallery.
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WORKS BY PICASSO
IN EUROPEAN MUSEUMS

This list is no doubt incomplete, although it was made after careful
inquiries at the various European museums, Wherever possible the
titles follow those given (in the French) by Christian Zervos in his
monumental catalogue of Picasso’s work. In other cases we have
accepted the titles nsed by the museums themselves. The term oil
stands for works painted in oil paint on canvas; otherwise the
necessary details are added. The height of the painting is always
noted before its breadih, Readers might regret that this list was not
supplemented by the very important list of over 150 works by
Picasso which are now in American museums, But it would have been
superflucus to reprint the very detailed descriptions made by
Dorothy C. Miller and William 5. Lieberman, which ean be consulted
at the end of Alfred H, Barr’s Picasso, Fifiy Years of his Art.






FRANCE
PARIS {Musée national &’ Art Moderne)

Portrait of Gustave Coquiot (1901). Oil,
40"% 32", Given by G. Coquior.

The Glass (1914), Gouache, papier-collé on
cardboard, 14%s"x6". Purchased by
French Warional Museums.

Seill-life (1914). Oil, 32%/s"x30". Given by
Raoul La Roche.

Suill-life (1922). Oil, 29%/4"x36%4". Given by
Raoul La Roche,

Woman's Head (1924). Oil, 26"x 210",

Seill-life with Classical Head (1925). Oil,
38%/4"x 52", Given by Paul Rosenberg.

The Milliner's Workshop (1926). Oil,
68%4"% 106", Given by the artisc.

Woman's Torse (1929). Oil, 40"x 32",
Bequeathed by Maurice Meunier.

Still-life with Apple-Charlotte (1929). Oil,
28%4"x 26", Bequeathed by Maurice
Meunier.

The Muse (1935). Oil, 52"x64%4". Given by
the arcist.

Figure. Qil, 40"x 324", Given by rhe artist.

Srill-life with Lemon and T'wo Oranges (1936).
Oil, 2156"x 26", Given by the artist.

Woman's Portraic (1938). Oil, 39v/4"x 31%,
Given by the artist.

Portrait of Nush Eluard (1941). Oil,

28%4"x% 24", Given by Paul Eluard.

Reclining Mude with Musician, known as
“The Aubade’ (1942). Oil, 78"x 106"
Given by the artist.

The Rocking-chair (1943). Oul, 64%/i"x 52",
Given by the artise.

Sull-life with Cherries (1943). Oil,

21%/5"x 32%". Given by the artist.

The Woman in Blue (1944). Oil, 52"x 58%/".
Given by the artist.

The Enamel Pan (1945). Oil, 32%/4"x 42",
Given by the artist,

Ceramics: Vase with Dancing-giels (1950).
30%/a" high. Purchased by French
Mational Museums.

Musée des Beanx-Ares de la Ville de Paris
(Petit-Palais)

Evocation (1901). Oil, 58%/s*x35%%". Given
by Ambroise Vollard.

Drawing in Coloured Crayon (1901). Former
H. Vinés Collection.

The Madman (1905). Bronze, 18Y/4"* high.

Head of a Girl (1906). Bronze, 4%/4" high.

Girardin Collection

The Pigeon, wicth Peas (1912). Oil, 24%x 215",

Man’s Head (1912). Oil, 24%/s"x 154",

Ham and Bottle of Old Marc (1914). Qil,
213/ x 14%s".

Composition (1920), Oil, 10%/"x 8",
ANTIBES {Picasio Musenm, Grimaldi Palace)
Seven fibro-cement panels, painted in ail:
‘La Joie de vivee', a pastoral scene. 48%x 100",
Ulysses and the Sirens. Abowt 1807x 1207,
Still-life with Fish, Fruit-bowl and Ewer,

48%x 104",
Faun Playing the Flute, 1007x 48",
Young Faun, Dancing, 1007x 48",
Centaur with Trident, 100%x 48%,
Recombent Woman, 487 100",

Seven plywood panels painted in oil:
The Goar. Ol and charcoal, 48%x 607,
Srill-life with Warer-melon, 38"x 70",
Srill-life. Bortle, Sea-urchins, Fruit-dish with
“Three Apples on a Table, 34%/4"x 84",

Sull-life. Fruit-bowl with Grapes, Guirar,
Plate and Two Apples on a Table,
38" 7O,

Reclining Woman, 34%4"x 84",

Crouching Woman, 66"% 58",

Suill-life wicth Fish, Muracna, Octopus, Sea-
urchin, 36%x 509",

Five wood panels painted in oil:
Woman with Sea-urchins, 47%/s%x 32",
The Tdle Fisherman, 37%/4*x 32",
Seated . Fisherman, 32%:"x 429",
Owl on a Chair, with Sea-urchins, 32"x 30",
Composition (Harmeny in Grey),

7Y% 360",

Eight oil-paintings on canvas:
Eating Sea-urchins, 52%/s"x 32%/%".
Lemon, Fish, Aubergine, 111/4%x 168",
Basker, Sea-urchins and Lamp, 14%x 26",
Curtle-fish, Lemon, Fish and Sea-urchins,

24" 290",
Vase with Foliage and Sea-urchins, 18%x 151/s".
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Fish and Lemon, 15%4"x 22",

Lemon and Fish, 15Y:"x 22",

The Curtle-fish, 13%/"x18%%".

Paintings in Ripolin {enamel paint) on paper

(26%a"x 20%5%):

Study for a Ewer: Four Fauns’ Heads; Two
Heads of Satyrs Playing the Double-
flute; Two Still-lifes with Fish; One
Composition,

Three charcoal-drawings, touched uwp with

white Ripalin:

Srtudies for Fauns' or Saryrs' Heads,
263" 20% ",

About 30 drawings, either in graphite or
indian ink, on Arches paper,

265" % 20",

Two cement sculprures: Woman's Heads
(1932).

NOTE: All the paintings and drawings at

the Antibes Museum were made between Sep-
tember 1946 and January 1947.

CAGNES-SUR-MER (Chatcau-Muséc)

One ceramic piece: Vase with Dancing-girls
(1950). 30%s" high.

CARCASSONNE (Musée de la ville)
Head (1926-302). Pencil, 327x 24",

CASTRES (Goya Museum)
Porerair of a Child (1903). Graphirte,
1292 108",

CERET (Municipal Musewm)
Srill-life. Oil, 18%/5"x 22", Given by the ardst.
Ceramics: A jug 12%%" high; Three dishes

(with picador, Faun, dove); 30 cupels

{with corrida and roreros designs, 634"

diamezer, all unique pieces). Given by

the artist.

GRENOBLE (City Museum)
Child with a Doll {about 1899). Oil on wood,
955" 134",
The Bowl of Fruit (abour 1907). Water-
colour, 9%/s™x 12%/s".
Woman, Reading (1920). Qil, 40%x 36%/s".
Naked Man, Profile. Graphite, 158/s"x B".
Standing Nude (1945). Bronze, 5%/4" high.
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Mude (1945). Bronze, 835" high.
Miode (1945). Bronze, 108" high.
Hand (1945). Bronze, 9%/" wide.

LYONS (Musée der Beasx-Arts,
Palair Saint-Pierre)
The ‘Caralan' Sideboard (1943}, Oil,
32%s"x 407,
Ceramics: The Red Owl (1953). 21%/4" high.

NICE (Musée Masséna)
Ceramics: Large vase. Height, 26%";
width, 134/4".

RHEIMS (City Musenm)
The Railwayman (1901). Water-colour,
b
Woman in a Large Hat (about 1900). Pencil
and chalk, 8%/4"% 556",

SAINT-DENIS (Municipal Museum)
The Dove of Peace (1950). Pencil,
16%/4"x 283",
Henri Martin (1952). Pencil, 12V/4"x 844",
Christmas (1953). Gouache, 29%/¢"x 2344".
The Dove (1952). Lithograph, dedicated to
Paul Eluard, 21%¢"x 30%,

SAINT-ETIENNE (Musée d'Art et
d'Tndustrie)

Still-life with Por, Glass and Orange (1944)
Oil, 131/"% 169/5",

Ceramics: Dish showing 4 profiles (1950-1).
Diameter 10%/s”, (Original piece.)
Provengal jug (1952).

Diish Decorated with a Goar’s Head

{1952),
VALLAURIS
The Man with a Lamb (1944). Bronze, 88"
high.

War (1952). Oil on Isorel, 188~x 408~

Peace (1952). 0Oil on Isorel, 188"y 408",
(The last two works are in the disused
chapel, Vallauris.)

GERMANY
BREMEN (Kunsthalle)
Woman's Head (1949). Oil, 16%/s"x 108"
Head, and Study of Hands. Indian ink,
6" 445",



COLOGNE (Wallraf-Ridhartz Musewum)
Head of a Woman, Reading (1953). Qil on
wood, 18%s%x 154",
Goar’s Skull (1952). Wash, 20%"x 264",
Ceramics: Oval dish with corrida design
(1948).

DUSSELDORF (Kunstsammlungen)
Ceramics: Terra-cotra jug (1948).
Dish with design of a coffes-por and
cup (1948).

STUTTGART (Staatliche Kunstsammlungen)
King Dagobert (1905). Pastel, 27"x 18",
Woman wich Bent Head (1906). Oil,
208/s™x 1584,
Woman's Head, Profile and Front-view.
Water-colour on brown paper,
249 "% 185",
Seared Woman {1906-7), Charcoal, 19"x11%/¢,

WUPPERTAL-BARMEN (Seddtisches
Musewum)
The Man in a Cape (1899). Oil, 32%s"x 20%/s",
The Offering (1908). Wash on paper,
18%/s"x 208/s",

AUSTRIA

VIENNA (Albertina)

Study of a Seated Man (abour 1905). Indian
ink, 12%/x"x 93",

Srudy of a Recumbent Woman, Legs Raised
(about 1905). Indian ink, 9/s"x 12%/s",

Oriental Dancing-girl (about 1905). Indian
ik, 984" 6347,

Cubist Head. Pencil, 251/4" 181"

BELGIUM
LIEGE {Musée des Beanx-Arts)

The Soler Family's picnic (1903). Oil,
60%x BO~,

DENMARK

COPENHAGEN (Royal Fine-Arts Museum)

Village Sereet (1905), Oil, 21%/%"x 15%/s".

) Rump Collection.

Enlaced Nudes (1905). Gouache and warer-
colour on paper, 10Y:"x8%s". Jarl
Collection.

SPAIN
BARCELONA (Museum of Modern Art)

Woman Wearing a Shawl (1899). Pastel,
914" 107",

The Divan (1899). Pastel, 10"x% 115",

Lola Picasso, the Artist's Sister (1899). Char-
coal coloured with spiri, 195/ % 115",

Lovers in the Street (1900). Pastel, 23%/s"x 14",

The End of the "Turn® {1900). Pastel,
283" 18%w".

Woman at a Looking-glass (1900). Pastel,
194 % 214",

The Fortune-teller (1901}, Pastel, 183/4"x 12",

Waiting (1901). Qil, 274" x 234/4".

Midger Danseuse (1901). Oil, 40"x 28",

La desserte (1901). Oil, 24"x 32%/s",
Woman with a Love-lock (Femume d la méche).
1903, Warer-colour, 22%x 14%/4".
Woman, with Child wearing a Tucker (1903).
Paseel, 18%"x 16",

Sebastian Junyer Vidal (1904). Water-colour,
22" 18",

The Madman (1904). Water-colour, 34%x 14",

Mme Canals (1905), Oil, 3544 % 274",

Harlequin (1917). Oil.

Woman, in the Streer (1900). Pen and water-
colour, 63/a%x3%/s",

Man and Woman in Evening-dress (1900). Pen
and water-colour, 63/4%x 448",

Woman in Green (1900). Pen and water-
colour, 63/4"x 4%/5".

Can-can Dancer (1900). Pen and water-
colour, 6%/4"% 475",

Chanteuse, Standing (1900). Pastel, 8"x 5",
Page of sketches: three studies of a woman,
a glass, a bottle (1900). Pen and
coloured crayons, 544" x 10Y4".

Page of sketches: four cabmen’s heads, one cab
(1900). Coloured crayons, 54/4"x 104",

Garriga Roig legacy:

"La Chata' - a standing Girane (1899).
Coloured crayons, 30%a"x 125/,

Pere Romeu, Mo date. Pen and coloured
crayons, 74" % 54",

Nude on a Bed: a Man sitting at her Feer.
Pen and coloured crayons, 7"x 944",

Woman in Profile: studies of heads (about
19042). Wash, 744" x 6%s".
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MADRID {National Museum of Modern Art)
Woman in Blue (1901). Oil, 54"x 40",

SITGES ("Can Ferrat' Musenm)
Sanriago Rusifiol legacy:

Bulls, Running. Pastel and gouache,
61" x 1244,

Three Can-can Dancers, Coloured crayons,
7% 5",

D. Paco and Family. Pen, coloured crayons,
B 54",

Seated Woman, Drinking, and Woman Stand-
ing. Pen, coloured crayons,
BY/a"x 53",

Two Women, Sicting. Coloured crayons,
B 5%a",

Two Women, Standing. Coloured crayons,
BYa"x 5w",

GREAT BRITAIN
CAMBRIDGE (Fitzwilliam Museum)
Vase of Flowers. No date. Oil, 17%/4%% 15%%".

GLASGOW (Art Gallery and Musewm)

The Flower-seller (1921). Qil on cardboard,
1M 14447,
LONDON (Tate Gallery)
Flowers (1901). Oil, 26"x 19%/s",
Woman in a Shift (La Femme en Chemise)
(1904). Ol, 28%/s"x 24",
Youth with 2 Horse (1905). Gouache,
207 128/4",
Female Busc (1909). Oil, 294/4"x 24",
Seated Nude (late 1909-carly 1912). Oil,
368w 290,
Nude in 2 Red Armchair (1932). Oil,
527% 3B3/4",
The Big Cock (Le grand cogq) (1932). Bronze,
26" high.
OXFORD {Ashmolean Musenm)

The Blue Roofs (1901). Oil, 16%x 24",
Nude. Pencil and ink, 127x 81/2",

GREECE
ATHENS (National Pinakothek)

Figure (1939). “For the Greek people: a tri-
bute from Picasso. Paris, May 1946",
Oil, 26%s"x16". Given by the amisc
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HOLLAND

AMSTERDAM (Stedelije Museum)
Still-life with a Mandoline (1924). Oil,
3I84"x 4144". Regnaule Collection.
Interior (1934). Oil, 40"x32%:". Regnaule
Collection.
Head of a Girl (1940). Oil, 26%/s"% 20",
The Aobergine (1948). Qil on paper, 20"x 227,

OTTERLO (Rijksmusenm Kroller-Muller)

Dancing-girl (before 1500). Pastel,

144 a"x 8Y/4".

Box in a Theatre (before 1900). Pencil,
14Y4"x 844", (On the back of the
preceding item.)

Portrait of a Youth (before 1900). Pencil,
142" 119",

Portrait of a Woman (abour 1900). Oil on
wood, 200 x 131/~

Nude (1908). Gouoache, 24%/4"x18%/s".

Violin (1911-12). Oil, 40%x 29V/4".

Guitar (1919). Qil and sand on canvas,
AN 17,

IRELAND
DUBLIN (Municipal Gallery of Modern Art)

The Orchids (1934). Oil on cardboard,
10%s"x B%e”,

NORWAY
OSLO (Nasjonalgalleriet)

The Poor Family (1903). Oil, 32%/s"x 264/4".
Guitar (1913). Oil, 29"x 24",
Composition (before 1915). Oil, 21%/4"x 16%/4".
Still-life (1927). Oil, 294" x 364",
Guitar on a Table, before 2 Window {19??}.

Black and coloured pencils, 74/s* wide.

SWEDEN
GOTEBORG (Konstmusenm)
The Kiss (1907). Water-colour, 15*x 10%s".
Family of Acrobats, with a Monkey (1935).
Gouache on cardboard, 41%/="% 30",
Fernande Olivier (1905). Warer-colour,
245/5%% 191",
The Straw Har (1939). Oil, 18%s"x 15Y/4".
Sea-fruit (1946). Oil on cardboard,
205/a"x 26%8".




Sull-life, Graphite, 183" 241/s™.
Woman's Head (1905). Bronze, 13%s” high.

STOCKHOLM (Nationalmusen)

St Anthony (before 1914). Water-colour,
24" 18%s".

The Guitar-player (1916). Oil and sand on
canvas, 52"x 383/y".

Woman with Blue Collarecte (1941). Qil,
243/y"x 20",

Nude (1945). Bronze, 944" high,

Mude, Standing (1948). Bronze, 99/s* high.

Nude with Falded Arms {1948), Bronze,
10%/s" high.

Ceramics: a plate {1951).

SWITZERLAND
BASLE (Kunstmusenm)
The Two Brothers (1905). Oil, 56%/s"x 38%/4".

Bowl of Fruir and Loaves on a Table (1908).

Oil, 655/&"x 52%/4",

The Torero (1912). Oil, 54%x 323/~

The Oceasional-table (1914). Oil, 52%x 35%/+".

Woman with a Guirar (1914). Oil,
521/4%x% 36>,

The Guirar (1920). Oil, 26"/s"x 367"

Glass, Bottle, Packer of Tobacco (1922), Oil
13%e™x 164/s",

Harlequin (1923). Oil, 52% 380",

The Young Ladies by the Seine; after Cour-
bet (1950). Qil on wood, 40%x 80",

The Naked Porrer. Ink-drawing, 6%x 3'/s",

Nude, Arms Raised, Fronr View, Graphite,
6%x 32", (On reverse of preceding
item.)

Nude, Front View, Leaning on her Elbow.
Graphite, 6%x 2%/,",
WINTERTHUR { Kunstverein)

Head of a Madman (1905). Bronze, 16%s*
high.

One drawing,

ZURICH (Kunsthaus)

Acrobar, Sitting with a Boy (1908). Tempern
on cardboard, 407x 28~

Female Bust (1907). Oil, 29%/¢"x 24 4

Landscape (1908). Ol on wood,
268 4"y 98g" »

Woman in a Chemise, in an Armchair (1913).
Oil, 607x 40" .»

The Occasional-table. Oil, 531/4"x 415/4".

Guitar (1920). Oil, 3554 x 46%/4" *

Piano, Gouvache, 10%4"x §%/5* %

Woman in a Chemise (1921). Qil,
A58 6" 200 M 0

Bowl of Fruit and Guirar (1921). Pastel and
indian ink, 42%s"x 295/3" *

Guitar, Glass and Fruic-dish, with Fruit
(1924). Oil, 38%"x 52",

Man with a Guitar {abour 1925). Water-
colour, 12"% 94" *

Woman, Dressing (1917). Pencil on wood,
60"% 200/4". %

The Dancing-girl (1917). Pencil on wood,
607w 203/4%

Nude, Standing (1917). Pencil on wood,
60"x 207" *

Suill-life (1925). Pencil, 10%s"x 107

Bowl of Fruit, Jug and Glass (abour 1925).
Indian ink, 183/4"x 251" *

Ecstasy (abour 1943), Pen drawing,
13%"x 10",

Woman's Head (1909). Bronze, 16%* high.

U.5.8.R.

LENINGRAD (Hermitage Musenm)
Woman Drinking Absinthe [Buveuse
d'absinthe) (1901). Qil, 291/47% 215",
The Interview (1902}, Oil on wood,
603" 40",
Portrait of Soler (1903). Oil, 40”x 287,
Woman's Head, with Kerchief (1903). Oil,
20"x 143",
Boy with a Dog (1905). Gouvache on card-
board, 22%s"x 164",
The Maked Youth (1905). Indian ink and
gouache on cardboard, 22%/s"x 16%/+",
Still-life with Lecks (1905), Oil,
154 0 22457,
Female Bust, Nude (1906-7). Qil,
24%5% 18",
The Dance of the Veils (1907). Oil, 607x 40",
Sell-life with Dearh's-head (1907). Oil,
46%% 354",
Black Ice-pail with Green Tureen (1908). Qil,
24"% 199",

* Held on loan to the museum from Frau Dr Ingeborg Eichmann.
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Glass, Pot and Book (1908). Oil, 22" 18%".

Carafe and Three Basins (1908). Oil on card-
board, 26%"x 207",

Small House in a Garden (Maisonette dans
wnt jardin) (1908). Oil,-29Y/4"x 24",

Bathing (1908). Oil, 15%s"x 257,

Friendship (1908). Oil, 60%4"x40%s".

Seared Nude (1908). Oil, 607x 40",

The Farmer's Wife (Full lengrh) (1908). Oil,
3Pk 16"

The Farmer’s Wife (bust) (1908). Oil,
IR 26",

Nude in a Forest (1908), Qil, 74"x 434/4",

Woman with a Fan (1908). Oil, 60%x 40°.

Three Women (1908-9). Oil, 80%"x 718",

Seated Nude (1908-9). Oil, 40"x 325",

Flowers in a Grey Vase, with a Glass
(1908-9). Oil, 329/s"x 26"

Srill-life: Fruit-dish, Fruir and Glass (1909).
Oil, 360" 298",

The Factory, Horta de Ebro (1909). Oil,
1Y x 24"

Woman with a Mandeline (1905). Oil,
36% % 290 o",

Maked Man with Folded Arms. Gouache on
paper, 25%s"x 194",

Nude, Seated in an Armchair (1909-10). Oil,
368 x 296",

Musical Instruments (1912-13). Oil and
plaster on tanvas, 394¢"x32"%.

Bottle of Pernod, with Glass (1912). Oil,
1BVa"x 137,

Violin and Glass (1912). Oil, 26"x 21%/".

Violin and Clarinet (1912). Oil, 22"x13%/4".

Fruit-dish with Bunch of Grapes (1914).
Gouache, papier-collé and sawdust,
27T 21007, ¥

Composition: Bunch of Grapes and Sliced
Pear (1914). Wallpaper, gouache and
pencil, 14"x 1297,

The Knuckle of Ham {1914). Oil and sawdust
on cardboard, 113/4"x 154" (oval).

268

MOSCOW (Pushkin Musewm of Decorative
Artr)

The Embrace (1900). Oil, 20%4"x 221/s".

Harlequin and his Pareer (1900). Oil,
284" x 238",

Portrair of Jaime Sabartés, known as 'Le
Bock' (1901). Oil, 32%/s"x 26"

The Old Jew (1903). Oil, 507 36%4".

The Acrobar with a Ball. Ofl, 58%s"x 38%/4".

Old Man's Head, with Tiara (1905). Indian
ink, 64" x 47,

Majorcan Woman (1905). Gouache and water-
colour, 271/ ™ 208",

The Tumblers (Les Batelewrs) (1905). Char-
coal and gouache, 20%x 24",

The Horse (1905). Indian ink, 8%s"x 10%/4".

Study for the Still-life with Death’s-head
{1907). Water-colour, govache and pen-
cll, 12042 9w,

Srudy for 'Friendship' (1908). Warer-colour
and gouache, 24%/s"x 1837,

Study for ‘Friendship® (1908). Water-colour
and gouache, 24%/s"x 183/4",

Small house and trees (1908). Oil,
363w 2T,

Study for *Three women® (1909). Water-colour
and gouache, 21%a"x 184",

Queen lsabeau (1909). Oil, 36%/:"x 294"

The Woman with che Fan (1909). Oil,
407 x"x 324",

Portrait of Ambroise Vollard (1901). Oil,
3ot "x 26",

The Oval Violin (1911-12). Oil, 227% 18%/s",

YUGOSLAVIA
BELGRADE (National Musenm)

Woman's Head. (About 1910.) Oil, 233/s"x 20"

Three Female Figures, in an Interior (1926).
Pen, 11%3"x 15”.

Horseman (1928). Pen, 12%/s"x 104",




1905
1911

1914

1914
1918

1919

1921
1922
1923

1926

1926

1928
1929

1930

1831

1931

1933

BOOKS ILLUSTRATED
WITH ORIGINAL ENGRAVINGS
BY PICASSO

André Salmon. Podfmes. One dryv-
point, Vers et Prose, Paris,

Max Jacob, Sant Matorel. 4 etchings.
Kahnweiler, Paris.

M. Jacob., Le sidge de Férusalem. 3
etchings and aquatints. Kahnweiler,

M. Jacob. Le cornet i déis. One line-
engraving. Publ. by the author, Pans.
M. Jacob, Le phandragame. One eich-
ing. Publ. by the author, Paris,

M. Jacoh. La défense de Tariuffe. One
line-engraving, Publ. by the author,
Paris.

Paul Valéry., La Jenme Parque. One
lithographic transfer. N.R.F., Paris.
Pierre Reverdy. Cravates de chamire,
3 etchings. Nord-Sud, Pans.

André Breton., Clair de ferre. One dry-
point. Publ, by the author, Paris.
Waldemar George. Picasso, dessing,
One lithograph, Edit, des Quatre
Chermnins, Paris,

Christinn Zervos. Picasso,  (Eurres
1920-1926. One etching. Les Cahiers
d'Art, Paris.

Andre Level. Picasso, One lithograph.
Crés, Pars.

Le Muanuserit autagraphe, No, 21. One
lithograph. Auguste Blatzot, Paris.
Eugenio d'Ors. Pablo Picasso, One
lithograph, Chromgues du Jour,
Paris.

H. de Balzac. Le chef-d"euvre inconnu,
13 ewchings and 67 drawings by the
artist, woor engravings by Aubert.
Vollard, Paris.

O, Les métamorphores. 30 ewchings.
Skira, Lausanne,

Tristan Tzara. L'Antitite. One etch-
ing. Les Cahiers Libres, Paris.

1954

1934

Arstophanes. Lysistrala. G etchings.
Limired Editions Club, New York.
Georges Hugnet. Petite anthalogie piod-
tigne  dw Swedalisme. One  etching.
Editions Surréalistes, Paris.

1934 Benjamin Péret. De derridee lei fagots

1936

14936

1937

1938

1434

1939

1940

1540

1941

1942

1942

One etching, Editions Surréalisies,
Paris. )

Paul Eluard. La barre dappui. 3 erch-
ings, Les Cahiers o Art, Parns.

Paul Bluard, Les yeux fertifes, One
etching. G.L.M., Paris.

Pablo Picasso. Sueie y menfira de
Franco. 2 large aguatint plates, each
containing 9 scenes of the Spanish
civil war, Paris.

Luc Decaunes. L'Mndicatsf prédsent o
Pinfirme 1l gl est. One eiching.
Soutes, Parss.

Paul Eluard. Sofidarité, One erching,
Gl M., Pars,

Hogprmage & la Tohdeoloraguie, 'With
texts by Langer, Claudel and Valéry.
One lino=cut. Publ. by Les Artistes
Trhécoslovagues, Paris.

A. Breton. Anthalogie de {fumonr notr,
One eiching. Le Sagittaire, Pars.
Hiazd. Afar. 6 engravings. Publ, by
the author, Paris. -

Pierre Mahille. Le miroir duy Merveil-
fewx. One etching. Le Sagittaire,
Parms.

Paul Eluard. Poemet die *Livee civert’,
15 manuscript copies, each of 20
pages, and each page illustrated with
original drawings by Picasso. Puhbl.
by the author, Paris.

Buffon. Histaire naturelle, 31 aguatints.
Fabiani, Pars.

Ce. Hugnet, Non-vouloir, 4 engravings,
Robhert-]. Godet, Pars.



1943
1944
1945
1945
1947

1947

1947

1948

1548

1948

1548

G. Hugnet. La chévre-fenifle. B engrav-
ings. Robert-]. Godet, Paris.
Robert Desnos, Contrée. One etching.
Les Trois Collines, Geneva.

P. Eluard. Au rendez-vons allemand,
One erching. Edit, de Minuit, Paris,
René Char, Fe marieay sany maitre.
One dry-point. José Corti, Paris.
A, Gleizes and Metzinger.
Cubivme, One ciching. Pars,
Petrarch. Cing sonnets. One etching,
Edit. ‘A la Fontaine de Vaucluse',
Paris.

Ramin Reventos, Das cantes, 4 etch-
ings. Albor, Paris-Barcelona,
Ramén Reventos, Dewy conles. French
edn. 4 new etchings. Albor, Pars.
Gongora. Vgt podmes. 41 etchings,
with the Spanish text engraved by the
artist. ‘Les grands Peintres modernes
et le Livre”, Paris.

Ihazed. Eirito. 6 etchings. Publ. by
the author, Paris,

Ivan Goran Kovacic. La fosse con-
mume. One dry-pomt, La Bibliothéque
frangaise, Paris,

P. Reverdy, Le chant des morts. 126
lithographs. Tériade, Paris.

Ivan Goll. Elégie d*iphétonga. Edit,
‘Hémisphéres’, Paris.

D
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1949

1949

1950

1950

1951

1951

1952

1953

1954

1954

Liazd. Padsie de mots inconnies. 2 litho-
graphs and | dry-point, Publ. by the
author, Paris,

Prosper Mérimée. Carmen. 38 line-
engravings and 4 aquatints. ‘La
Bibliothtque frangaise’, Paris,

Aimé Césaire, Corps perd, 32 engrav-
ings. Fragrance, Paris,

Robert-]. Godet. L'dge du sofeil. One
etching and one drev-point. Publ, by
the author, Paris.

Tristan Teara. De mdmoire d fomme.
9 lithographs. Bordas, Paris.

Paul Eluard. Le visage de la Paix. 29
drawings and 1 lithograph. Publ. by
Le Cercle d"Art, Paris.

Valentine Penrose. Dons des Fémi-
mines. One etching. Les Pas Perdus,
Paris.

Adrian de Monlue. Lo Maigre. 10
dry-points. ‘Degré 417, Paris,
Maurice Toesca. Six combes fanlasgues.
6 line-engravings, Flammarion,
Paris.

Boris Kachno and Maria Luz, Le
Balfet, One coloured  lithograph.
Hachette, Paris.

Claude Roy. La Gierre et la Paix. One
lithngraph. Publ by Le Cercle d"Art,

Pars.




CHRONOLOGICAL LIST
OF PRINCIPAL WORKS

While it is hardly necessary lo stress the importance of this list, which
gives 261 waorks by the artist running from 1894 to 1955, the reasons Jor
our choice must be made elear. As the title shows, only the main works out
of Picasso’s immense outpul have been selected, due regard being paid to the
need for absolute continuity in such a summary. Needless to say, the reader
will find here all those canvases which have been analysed or mentioned in
the text (apari from those already reproduced) in a chronological order
allowing easy reference. The sub-titles are arranged in the following
sequence: year; file of work; place of origing exact date where possible;
medium; dimensions (with the height always given before the width, as in
the text),



L T8, Evocation. La Coruma. Early 1093, Po r:r.a.l:ul'. \I,uu 48T 71, The Ardst's Father, Ol
¥, 144" = 8}~ Signed; P, Ruix. La Cormm, O, 19]* < 12

1897, Science amd Charey, Parceboons 130 The Embrra
Chl. Qil, T

- Paria 1900, Harleguin '\r-II|| his Pareer,
l : Paris. 03, T4 b o

1006, The Cancan. Paris. Pastel, 150 Evocation, Paris. Chil, 1901, THining ouil |Les Sougesm).
158 = 211" B3 « 35" Paris, Ohl, IB




1901, The Taollet, Pa aris bl die Clichy),
4"

Ol 2917 Chi], Ny

L0, Gluseave €3 |||II rl. Paris
-"l:!. 198" 14

1901, Le Bock | Jaine Saluartés). i h.nrnuu]:.u Rareslon 1902, The :.,_J;.,u _{;Lﬂml ML
Parks [ Aunsmn ). Ofl, 3287 « 56" CHL, 32 = 36]°, CHL,



1902, Woman Ironing.
Harcelona. Okl

1602, Corina Romeu |I wreelar 1903, Angel Ferma: .rll-f St
il 247 = 197

I.l'1 cedonnn, CHI _"_ 214"

1903, The Soler Family's Picnic
Barcelona. Chl, 607 = B

1113, Poor Folk by the Sea.
Barcefono. Chl on woord, 427 x 287,

1903, CHestine, Barcelana 19401, Thee Ol ||u Bareelona,
CHI, 3277 =< 297,

Oil, 307 = 363",



1800, The Embuace, Bar |.P||Ia 1904, Portrmit of Jal abme ‘ulunr

PH, Hend of o womon, Paris
Pustel on cardboard, 3917 « 233" Barcelona. (il 195" G

oikhche on cardboard, |6]% « 127,

1904, The Co 19042, Harleguin's Death- -liewd, Pari. IHH, Woman wearing a Shift, Pars.

Gouache an cardboand, 27§ 383" O, 29" = 247,

1904, The Actor, Paris {Winter). 18034. The Acrobar with o Hall, 1905, Family of Acrobais with a
Chil, Il‘.'i' -1-I. Pariz. Ol 38E" = iny Monkey., Porss. Gouselie of candboard,
FEET = 30,




1903, Acredants with a Dog. Paris. 1905, Nide drawing back ber Hair, 1905, Girl with o Tosket of
Gousche on cardboard, 427 < 5" Paris huu.u.-h: o cardboard, Flowers, Pards. Oil, 6OF" x 267,
< 1987

1505, Sty for the Tumblers (Les
Bateleurs). Paris, Wash, pasiel and Pariz, OHl, B6°

1903, The Tumblers | L.n Bateleur),
chareoal, 247« iﬂ . il



heet

PG, Naked Youth iddllIrL # Hurse. 1905=4, The Coiffure, Paris, 0. 1M, Woman with & Loal, Gowl
Paris, O, BE° A T = 405, Sarmumes §. D4l YT 287

1, Fernunade Ollivier, sl 1906, Ceertrusie Siein, Paris 1906, Poreait of the Artist, Paris
iSummer). Oil, 407 = 3237, {Autumn}. O, 36° 33 (Auirmmn. O, 36 < 287,



1657, The * Big Aviguon. Dancer™, 1907, Partrait of Max Jaeoh, Pars.

e Wornen. Pars,
i M Sumrners. (il G «

117, Flswers oo a Talile,
Summer), Ol 365" « 26

10, Woman with a Fan. Pares
Summer). Cull, 607 = 4407,

1907, Nude with a Towe




L

150, Homises in & Garden, La-Rue- 1908, Nude in a Forest, Paris REE! :'\-lzlll-ll:l'1 with Lowves. Chl,
ot B3 527

des-Bods {Awnaemmn b, Oill, 291 <247 Winder), Chl, 744

V-1 Seaped Nude, Ol 1, The Factory, Hora de Ebro 1401, Porrait of Fernande. Horu
0 e | i Summer). Chl, 211" < 34* e Ebrn (Swrmiser), O], 3407 « M



LR, Woman with a Mandolbse, 190, Woman in Green, Paris 19140, CFirl with o '~14|| ||| nr. Paris.
Paris {Summer). Oll, 3637 =29}~ Winter). (i, 407 = 320", Ohl, 40° =

19110, Wilhelm Lhde, Paris 1910, Henry Kahoweiler . Paris 1911, The Mandoline-pliver, Paris
{Sprinm). Ol 327 = 35", { Autugan b, OFl, 407 -'_' (Springl, Chl, HF =287

1911, The Accondon-player. Cérer 191 1. Woenan with a Ciuitar n_!ﬂ

i )
{Summer). Ol 53° x 351", folle}, Paris (Wieee). OO 46F 1512 Coguilles Saint-Jacgues. Paris




1912, The turl Féte. Parks (Spring). 1912, The Port, F'I.rl!. |Spring)- 1902, Viclin, Glas, Pip
hl, 93" = 16}", O, 247 = 1 Pariz [Spring}. Chl, 523

and Anchor,
25"

IH1E, The Violin [ Jolie Eval. ©il, 14912, A Sowvenir fren |PH.nrv 1912 The Little Yialia, t'.;r|-..
247 = 32l Paris | Aviumn), Ol 32 21§ (Winter]. CHL, 147 « 1D

1912, Vialin and Bowl of Fruit. Paris 1512, The Boile of Suve, Paris 1912=13. Violin Hangir
‘-"'" inter}. Guruned paper amd { Wimter). Ciummed paper, 26% « 207, Wall, Parm. Odl. 267 = 307,
pastel, 267 < 217




a1

= Ny RCHE
by IHAT

-k Sy

1913, Af e " Bon Marché™, Pars
CHl ol pammed priper on
wrdbanrd, 947 & 1517,

1918, Vielin ssd Glzss. Paris, 1913, Vol b o Café, Paris
o, 26" = 211", Spring). 061, 323" B

9L, Grntar amd Bottle. Pars
(Spring|. CHl aned gummed paper
THE

0y Canvas, 25 pl St

an in & Shifi, in an
knir. Paria {Winter). (il
391 « 3557

1914 Man Smoking. Paris. O 1914, Head. Paris, Curmmed paper.
o canvas with gusrmed doth 171" = LIt
33" |

1914, Piype, Class, Playing-card
Gudtar amad Diice, Paras, Oil,
"« lag®




1514, Portratt aof n Ll with Cieern 1014 Dice, Ciloss. Botile of Buss,
Back-ground., Avignon {Sufmimier . Playing-ramd, Vishing-rand, Paris
Ol 32" w 314" KL

1916, Man with o Bowler Hat seared 1517, Hurbeguin and Woman with a
in an Armchair, Paris, O, Neckloce, Roane.
ST w55, Wl 18" = TRL"



1977, Drop=curtain for Parade, 1917, Guitar, Oil, 285" = 24"
Manvmuge | Paris). Ol

1917, Mme CHza Picmsso, 1R, Harleguin with Guitar, Paris
Ol 4" < 30" CHL, 407« 3320
1918, Mme Dl Pleasso. O,
i Haglh . i

1918, Seatresd i"ir:ln.:'.. Paris, €l 19TH. Vidin-plaver, Chl, 3637 < 40
T L] :

1 VSRS, Seill-life om @ Clhest of Dirowers
: Paras, Ohl, 3247 = 407,




1919, Ball-life on lktd}llll al-tahle, 15920, The Bather. Parks, 1920, Three Waornen Bathers, Juan-
Ohl, 4637 294", Giounche, 1037 < BE" les-Pins. 0] on wopd , 320" 407,

Wraongly dated 59‘"

|
J
19210, The Manielpiecr, Pars. 120, Two Seated '\.“ des. Paris 1921, Man and Woman. Paris
asvel, 42° = 30", M1, 78" = 5 B April). Pasted, 4177 = 204",
3

1921, Guitar, Bontle and Fruiv-dish, 1921, Girl in & Yellow H.n J-'ma:
Faris {10 April). O, 407 « 367, I[h April), Pastel, 42§° =

2, Four Wommen Bathers,
Tempera on wood, 4% = 6
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i
MRRL VRS

By
Ca bt




12l Lamiscape. (3]

HE2. Ay lr|l|.-lE|:||.e on 4 Tabile, Paris,
L] w4,

1921, Modher aid Child. O
877 < I3~

1922, Sill- life with Cinigar. Chl,
G ey

Pwo Wormen Buanming --.||_.1.I$r-u.rh
l.n::l.uhrunu ok, 31" = 16",
Divog-crertatn for * 1hr Blue Trafn*

15,



-

1922, Fash on a \nﬂna.prl. Dinard.
CHl, |

1922-5. Fraii-dish, Botile and
Gudiar, Oil, 5117 = 3"

1923, The Painter Salvado in

Harleguin® i- [.Drltl.‘l!ﬁl' Paris, O,

o5 g

'

1922
15",

1923, The Ariiaa’s '\1|:|I.|||‘r l A
o Amribees, O], 29)°

1923, Harlequin with Ia;-|-ru. Hasicks,
CHl, 52° « 383"

Mother and Child,

1928, Paul, the Aris's Son, Aged
Twa, on & Doakey, Oil,
40" = 329,



1923, Picasso’s Son, Paul, Aged 1924, The Artis's Son, Aged Three. in
Two, CHIL 32° « 38]°. Harleguin's Costume. O, 337 « 382",

=

24, Mandoline and Guitar, or The Open 1924, Harle
Window. Jumn-les Pins, CHL 571 « BOY", kil

1524, Still-life with Biseuits pod o 14524, The Red Tablecloth, [Decembeer. |
Gireen Tablecioth Ol 384" = 31"
CHl, 31§7 = 30§*



1EEES Statuary. i, 527 x K13

1925, Sill-lfe with Classical Hend.
Oil, 303" = 52

1925, Dhancin

gemirl with Tambourine,
ERR w 53T

LR

1925, Suill-life
§)

with Batile of Wine
il, 383 » 57"

1925, Still-lie with o Ham's Heud,

Pitw (Sacmomer|, O], 31§70 300



5, Landscag
Surnmer]. 4

. Juan-les-Pins
387 4 13",

Saill-life with

195 Caped Binds. €31 321"

wlel.

19245, The Palrit



14925, Bathing-c

9 Augst),

g-cahin, [Hnard
L, 147



1528, Plaving Ball, [Nnard |19 1428, Women Bathers with o Ball. 128, Full-lenpth MNude, €3,
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