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Preface

THIS BOOK 1S DESIGNED as a short critical introduction to the work of
the twentieth century’s most significant artist. It is not a biography,
and 1 have made no attempt to describe the whole of Picasso’s
cnornous eurre, excluding most of the work ot the last twenty vears
from my discussion. However, my sclection of works to represent
Picasso 1s not at all original; most writers on Picasso choose the sanie
two or three hundred paitings out of thousands, whatever they may
teel about their relative mierits. I believe that there 15 roon for more
discussion about the nature of these familiar works. It is clear that
every generation will have its own view ot Picasso, but the critical
assessment of his achievement and his place in modern art has now
been static for some time. This may simply be because his art was
superseded long betore his death. Itis now a quarter of a century since
the last magjor paintngs that were influenced by him or took note ot
his example, the Abstract Expressionist paintings ot the late 1940s.
Since then, neither pamting nor art criticisim has paid much attention
to Picasso. However, during this time the basis of Picasso studies has
been laid. T am thinking in particular of the devoted scholarship of
Douglas Cooper, John Golding, Roland Penrose, Robert Rosen-
blum and Witham S. Rubin. I hope to have shown throughout the
text how much I—and every other writer about Picasso —owe to their
work. I have also tried to indicate where I have allowed myself to
difter from their opinions. For the fact is that Picasso presents a whole
arcna for disagreement. He is so important to the art of our century
that making decisions about him involves decisions about miodern art
as a whole, and attention to very high standards ot achievement. |
believe that we trivialize Picasso 1f we do not think of hin in this way,
and yet Lam very well aware that writers about art should teel modest
beside the great pamtings of their own time.
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1 Early paintings and the
blue and rose periods

PaBLo Ruiz Picasso was born m 1881 in Malaga, a town built on an
ancient Phoemician site, below the Sierra Nevada on the Andalusian
coast of Spain. Across the Mediterrancan can be seen the Atlas
Mountains, m Africa. Picasso’s father, José Rz Blasco, was an artist
of moderate talent who carned his living as a muscun curator and
teacher. Successive appointnients took him and his family first to
Corunna and then, m 1895, to Barcelona. His son’s blazingly apparent
ability when a child had immediate support, and was nurtured by
parental pride. There was never any question that he would be an
artist. A concervably apocrvphal story relates how Picasso’s father,
amazed at his expertise, presented him with his own palette and
brushes, vowing himself to paint no more. Picasso’s juvenilia,
generally rapidly made, are indeed remarkable. Unlike most other
work of the gifted young, academically precocious or carctully
considerate of an admired teacher. they are swift, vivid. and cclectic.
Their confidence is alniost unnerving. One immediately begins to
make comparisons with artists of the very highest rank. Before
certain of the childhood works —a Rembrandtesque portrait sketch, a
casual Monet — one niaght well feel in the presence of a major artist
whosc identity one could not begin to surmise.

"Neither his father nor the Academy he briefly attended had
anything to teach him, and the only encouragement he needed was
the widening of his interests. This kind of stimulus was initially
provided by the intellectual and bohemiian atmosphere of Barcelona.
Not only was there a lively artistic scene, as we can sense by looking at
the little magazines of the time, Pel i Ploma and Catalunya Artistica;
scparatist Catalan politics guarantced the competitive interest of a
provincial capital in the culture of Parts and London, not Madnd.
Picasso frequented the café which was the centre of a tight-knit and
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2 Interior of the
Quatre Gats
1899—1900

ambitious artistic circle, {the Quatre Gats, a rendezvous consciously
modelled on the Partsian’ Latin Quarter, and advertised as “a Gothic
tavern for those i love with the North'. There Picasso met the older
painter Isidro Nonell, whom he may have admired, and intellectual
leaders such as Ramdén Casas, who had antiquarian mtcerests i El
Greco (who was not a well-known artist at the time) and medieval
Catalan art. Casas also knew Paris; he was personally acquamnted with
Steinlen and Toulouse-Lautrec. Picasso designed a menu card for the
Quatre Gats, and painted an interior which is quintessentially a café-
society picture. Darkly lie, it is dominated by the bravura of the red
dress of an independent woman who ssits at a rough table with a pipe-
smoking man of ideas, a modern painting by an habitué on the wall
behind them.
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Many people of that temper made the trip trom Barcelona to Paris,
Picasso was ius‘t mucteen when he set out for the North, accompanied
by Carlos Casagemas, another young pamter. They were welcomed
b\ Spamards who had .1]rc.1d) settled into the arastic colony n
Montmartre. But they were there tfor hardly more than a month
betore returning to Spain. Picasso was back in Paris soon cnough,
however, in the spring of 1901, this tme for a much longer stay. He
saw as much pﬂntme, as he could, in the Louvre, in du]u\ galleries,
S other arusts” studios. He w“i_iﬁ“‘” dul ]mmdt and began
that process, crucial in all voung artists, of rLIatm«r his own work to
the avant-garde of the d.l\' It 1s lmpmtdnt to ru{meL that this

pertod of Ad_]ustmult for Picasso, was protracted.

IN THE RS yEAR of the twentieth century both the quahty and the
diversity of art to be seen in Paris was enormous. The whole of the
modern tradion since Manet scemed to be asseimnbled there. Picasso
had ample opportunity to consider at first hand, not through
reproduction and hearsay as in Barcelona, some forty years of avant-
garde art. Impressionist painters such as Monet, Renoir, Pissarro,
were still ;l‘]iVC, and varnously active. So were Gauguin, Cézanne,
Degas and Toulouse-Lautrec. Within the Umiversal Exhibition of
1900, an ‘Exposition Centenale’ showed many paintings by Manct
and a general anthology of the Impressionists. Rodin had a pavilion
to himself. Elsewhere in Paris there was a large Seurat exhibition. Van
Gogh and Gauguin could be seen at Ambroise Vollard's galiery. No
single style predominated in the art of the day, and there was no
consensus of informed opimion. On one major point, however, we
may be reasonably sure that there was agreement. Plein air Tm-
pressionmism, with its screening of perception, its wide and fair
lununosity, mundane and candid iconography, rapidity of facturce
and love of the fugitive, was no longer acceptable. The reaction
against this type of Impressionism had begun as far back as the mid
18805, when Renorr turned to his classical style, declaring that he had
‘wrung lmpressiomsm dry’, and Pissarro allied himself with younger
men, the Neo-lmpressionists Scurat and Signac. {In the last fifteen
years of the century, the transitory aspects of the older style were
rejected by all the exponents of new art. This applied to Symbolists,
Neo-Tmipressionists and Post=-Impressionists alike.
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Picasso’s relationship to ds state of mund 15 an mteresung one. He
was too young by a decade and more to have personally experienced
the shitt of sensibility which led awav from inpressiomsim. Further-
more, he had no paruality tor the theoretical and even dogmatic
nature of some of the work mvolved.\Very soon. his adoption of a
monochromatic Symbolist mode would replay some aspects of that
movement But he was not untally concerned, as the Symbohists
were, to replace Impresstomsm by a more "meanmgtul” art whose
address to the spectator suggested oravowed signiticant purport. And
at no tme did he wish to develop, hke Scurat and Ins group, a
scientific and logical art. k[:lﬁc_llagLungtgm,iuuLnn parti pris. NThe
capital was tull of alternanives, not m themselves partcularly
important, but which he obviously telt like tryving out: they would
not take up much time.

So much of Picasso’s carliest pamntimg looks like other work ot the
dav. or has a consideration of other work trankly built mto it, that
some commentators nusleadingly represent him as subject to a
plethora of influcnces. In the Barcelona period they find Pre-
Raphachtism. Nonell, Steinlen and El Greco guidimg his hand, and m
Paris they add to this list Carriére, Munch. all the Post-Ipressionist
masters and much besides. Certainly, Prcasso had a curtous and alert
interest in all these people, as was noticed by the entic Féheien Fagus
at the time of Picasso’s first exhibitton at the Vollard Gallery in 1901
*One can castly perceive many a probable influence apart trom that ot
his own great ancestry: Delacroix; Manet, Monet. Van Gogh,
Pissarro, Toulouse-Lautree, Degas, Forain, Rops, perhaps others ...
cach one a passing phase, taking thght again as soon as caught. It 1s
evident that his passionate surge forward has not lett hun the lewsure to
tforge for himsclta personal style: his personahty exists in this passion,
this juvenile impetuous spontanceity (they say that he s not yet owenty
and covers as many as three canvases a day).’

This was perceptive. But to speak so tirmly of influences, as we can
now sce, ignores the exceptional ability of the voung Picasso. much
clse that we know of his artistic character, and above all the nature of
the works themselves. When we see a cloisonniste portrart, with the
heavy black outhine introduced by Gauguin and his tollowers: or are
reminded of Anquetin, Bernard, Laval: or notice that a mout closely
tollows a Munch. or that a little group of racccourse pictures almost
mockingly outpamte some works by Ker-Xavier Roussel, then we
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4 The Races 1901

must realize that the lively experience of bemyg m Paris micant that
Picasso quite often painted pictures inmuch the same way that one
goes through a mixed exhibition, with catholic interese, looking tirst
at this, then at chath\These paintings are not important i themselves,
and their aesthetic $tatus is not an issuc. Those who wish to speak
of pastiche will no doubt do so. Meanwhile it 1s enough to say
that the deep influences on Picasso’s art, when the example is

magisterial and the 1'cspomnmb]cx'tni?, do not occur durmg s
apprenticeship but later in his career: and then our concern will not be
with tluml‘\_\";rﬁ 1 which one artist attects another, but with
the whole evolution of the modern tradition, swhere successive styles
arc absorbed and developed, not imntated.

14
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I Picasso’s styliste alignments at this stage were not fixed, the
personal and social attitude which lay behind his arccand which hisart
often exhibited, was quite detintte. He was clearly and provocatively
anti-bourgeots. There was nothing novel i this, of course. Further-
more, the voung Spantard could hardly be expected to understand
the many extra-pictorial subtletes — things to do with class, dress,
urban hite — which were certamly explorted by Pansian artists and
thetr commentators since Baudelaire and Manct. Picasso never really
had a social_eve. The nature of his subject matter was a kind of
declaration, and one that brought hum closer to_painters ot-an-older-
generation for whom he fele real appreciation tor both artistic and
soctal reasons: at first Toulouse-Lautree, the legendary debauchee of
Montmartre, and a htde fater (with deeper signiticance) tragic exiles
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5 The Moulin de la Galette 1900



and outsiders hke Gauguin and Van Gogh. As one would expect,
theretore. Prcasso had no interest i the tranquil domesticity of
pamters ke Bonnard and Vuillard: how could he know, or care
about, French tamuly hte anyway?

{ Picasso produced a number of works 1901 which represent the
catés and night life of Montmartre. They are full of prostitutes and
their madams, demi-mondaine entertammers, absinthe drinkers. But
there 1s not a great deal of social observation. The characters seem to
be there as some kind of assertton about the type of picture that 1s
bemg made. Inthe Moulin de la Galerie we are first of all putin mind of
a social downgrading of Manet's Tuileries, one of the first modern
paintings to represent contemporary life without comment and
without mherited notions: and chen we think of the precedent as
mediated by Renoir, who painted the same café. and by Toulouse-

6 Old Woman 1901




7 Dwarf Dancer 1901

Lautree, who had recentdy made low-hte subjects such as this the
staple of a new and daring art. But these were three artsts ot great
sophistcation, of a Panstan sophistication which Picasso does not
share. The extent of his indebtedness to Toulouse-Lautree can be
exaggerated. The formal and pictortal connections do not amount to
very much: the common subject matter should not concceal the quite
un-Lautrecian violence of some ot the panungs ot the “cabaret
pertod’, nor the cagerness and faltermg tone ot certam others. Unlike
Lautrec, Picasso has no mterest m desigmng the picture by an elegant
line, no wish to copy the way that bold arabesques and silhoucttes
make play with spatial equilibrivm but arc controlled by refinement.
Very litte is drawn 1o these paintings. The appheation 1s rough.
sometinies frenzied, occasionally as it the brush had been held fise-
like. The colours are hot and vehement. Quite often they are put

17



6

down in separated halt=imch dabs. In Dirarf Dancer, a hideous subject
(which may well have Spanish forebears, in Velizquez and Goya),
and in the cackhng Ol T oman, as also in the Harlorwitd a Hand on lier
Stieulder, there are whole arcas where the pamntmarks are ditter-
entiated by tessellation mto contrasting colours.

What kind of paintings arc these? They have mdividuality, but ot
what sort? They are awkward when considered withm the sophiso-
cated urban tradition (they are, incidentally, the last sigmiticant
pictures of that type). They are not pastiche. and they are not directly
cmulative of any particular model. We are sometimes told. however,
that the divided brushstrokes relate to Neo-Impressionist (or Pomul-
list) techniques, and turthermore that the pamtings are “an anucipa-
tion of Fauvism’. Netther interpretation can be admiteed. Neo-
Impressionist brushstrokes are even across tlu whole canvas, are
unitormly separated, and are not directonal. Picasso’s, on the other
hand. arcirregular in \]Zt and dramatically highlight difterent pares ot
the paintings. And. while the colour sahuncs of the \pot\ m a Nco-
hmpressionist painting mdicate recessional space as well as the natural
delincation of objects, some of Prcasso’s arbitrary and rushing Hurries
function almost as curtains, concealing space elsewhere imphed by
their aggressive holding to the picture surface. Furthermore, these
passages are quite often independent and partial, in that they do not
knit into the whole management ot the paintng. ‘Thisis the opposite
of Neo-Impressionist methods and aims; for Neo-hmpressionism
ammedata \tdb]k and hicratic composition and a car ctully worked-out
hdlmun\ based on the contr asting hues ot colour opposites. There is
no temperamental or technical u]mw]u)t in Picasso’s paintings. The

vague argument that patings ot the ¢ abarct pumd have to do with
Fauvisn is based only on the fact that they are often highly coloured.
But Fauvism was to liberate colour by its flatly apphed, non-
denotative use i arcas rather than in passages, thus demoting local
colour. In these paimungs of 1901, on the contrary, Picasso’s colour
orchestration scems to be struggling out of ¢ hiaroscuro, and when the
colour is least notational 1t seems wanton, and is sometimes nasty. I
has not the disembodicd autonomy we assoctate with Fauvism, or
with any good twenticth-century  colour painting: 1t 15 more
remimiscent of German F\prcssioni\m, as 1t happens. Picasso was
m\\u‘ lull\ an innov ative colourist in his carcer, and (Cltdll]l\ was
natso at this tme. But his colour is always personally significant, ~and
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since it 1s never allowed independence can otten scem illustranve of
()t])L‘r CONCErns, or P].()blC]]lS.

Picasso’s relative lack of interest in colour as such, and the Inghly
expressive but ultimately unmanaged way i which it is used i the
cabaret paintings, is one reason why we feel in this first group of
independent pictures that the Tavish disclosure of energy s paradoxi-
cally somewhatstifled. There isa parallel to be drawn, thoughitisnot
at all an exact once: the social aggressiveness and wiltul disregard for
e taste is remimscent of what Cézanne, employing a dehberately
coarse expression, called his conillarde manner ot the late 18605 and
carly 1870s. That pamting. also tigurative, was abrupt, brutally
sensual, made from rough and impulsive motives with unpleasant
colour and trowelled brushwork. Cézanne made this mto a personal
manner, together with the thickly Provencal peasant specch and oaths
which he brought out to oftend the suave Manet (whose Olympia
Cézanne repamted a la conillarde m no spint of homage): and he
as deliberately courted rejection by the Salon with pamungs like
The Murder, The Rape, The Strangled Woman, and the six-toot-high
panting of a deformed dwart sitting on what scems possibly a chaise
percée. There 1s in common a rejection of accepted pictorial fluency,
though this is less marked i Picasso. and there is some kind of testing
of personal thew against painting’s agreed limits. Inart since Cézanne
there have been times when a need is felt by an innovative artist for a
crude fracturing, with congested force or cracking disruption, to sce
what sort of weight the structure of painting can take. It 1s not
suggested that Picasso was in this situation now: but since in his
immediate tradition that sort of dislocation was most readily done
through tigure painting — and i particular through anti-crotic
violence done to the nude. as we see i Cézanne — we may say that
both the crudeness and revolutionary character of Picasso’s Les
Demoiselles d' Avignon had some preparation during the cabaret
period. I '

Picasso was never really anartist of the boulevards. The paimting of

modern lite and observed subjects soon began to disappear from his
art. The Flower Seller 1s perhaps the Tast time tor vears that we have a
sense of a specttic time, place and social milicu, just as The Blue Roon,
with its respectful tribute to Degas and ies talismanie collection of
reproductions on the wall, seems like an end to ns youthtul
enthusiasms. That painting i fact represents Picasso’s own stadio on
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the Boulevard de Clichy. But hencetorth all such mmages are
generalized, and painted ina deliberately unworldly colour. l’ic-mo\
painting betore this time was vivacious and changeable. Tt now
becones s&)111l\tt and repetvous. Y Where pu\l()uxl\ the plll)[ll)”\
continually surprised by their alertness. they are now recogmzed by
their preoccupations. No sull-htes are painted, and observaton is
subdued by thematce reiteration. The themes are unrehlievedly
wocftul: bhindness, alienation. poverty and despair. At the samc time
Picasso’s tmagimation evolves a cast, a number ot recogmzable
characters. Here he tollows certain pamters of the previous generation
in the accumulation of a figurative repertoire, a draniatis personae.
figures who appear and reappear. arc extended and repeated i a way
that belongs to and signals that arust alone. Degas’s dancers,
Gauguin’s Polynesians, Lautrec’s Montmartre deni-monde are exam-
ples. Picasso’s dolorous company is less specitic than these. s mvented.
and evidently has some symbolic import. They are beggars. madmen,
blind people. lonely couples and forlorn mothers. They meet with
bowed heads, sit in deserted catés, share trugal meals. Sigle higures
arc crouched, the women pulhng shawls closer around therr
shoulders: and couples ching together i hopeless companionship.
Their attitudes bespeak lives bevond lamentation. They do not look
dircetly at cach other; they pomt rather than speak. They are naked,
or in rags, or in generalized quasi-medieval clothing. All of the
paintings. until 1904, arc in bluc.

Picasso’s time was largely taken up with work, but his social ifc
was tull nonetheless. He was surrounded by Spanish trniends,

particular Jaime Sabartds, who was latc;ftp become his secretary Jlld Cudba
brographer. His Fruull was improving I‘dpld]\ The exhibition at
\‘/ull.n'd'_‘lmru.md his circle of acquaintances. He began a clmc 9“'““6’
friendship with Max Jacob. the son ot a Jewish tailor trom Brictany, «

brilhant and \\xtt\ poct . and art ertic who lived on his tal ents, dmn«r

odd ]ubx and pieces of W writing. His nervous jestng. and a lll\ll)" for

buskined tomfoolery. which Picasso shared, overlaid a sensitive and

melancholy disposition, steeped in the aesthetic and lapidary pocetry

of the Symbolist heritage. Through Jacob, Picasso became more

aware of the writngs of Baudclaire, Rimbaud, Verlaine and

Mallarmé. As the winter of 1901 approached. and the blue period

began, however, there scems no doubt that he was in depressed

spirits, and there are indications that he was looking tor a more
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personal and mumate style. He was soon to leave Paris, despite the
atmosphere and the old and new friends, and retumn to Barcelona.
Betore gomg back to Spain he pamted a partcularly revealing
portrait of himself, the first of the major selt-portraits. Like all the
tmportant sclf-portraits 1t combines intense selt=awarceness with a
quite complex shelter of nasks and dl\"lll\\.\ In the later works
Picasso could be both Hippant and noiound. cither alternately or —at
first sight - simultancously. This painting. however. is personally the
more transparcnt by reason of his unbashtul atatude towards his
novitiate. It might be retitled Portrair of the Artist as Van Gogh, for the
derivation is so frank as to amount to some sort of identitication. Like
the late tragic portraits of Van Gogh that Picasso would have seen at
Vollard’s, the painting 1s basically trontal but turned shghtly towards
the left. and employs exactly the same powertul and compact single
outline against a very shallow background. Picasso does not use Van
Gogh's lh\tllllllL brushstrokes (and perhaps could not have), but he
boldly tollows the late selt-portraits i excluding all extrancous
matter and such typic attributes as paluttc and brushes. We recognize
the active pamtul} concision which rivets attention by the foree with
which 1t displays the power of the artist’s own self-examination: it
shows the acstheticism of modernism in its autobtographical phase.
This 1s not quite negated by the fact that Picasso does not pamt with
the power of Van Gogh or Gauguin, and that, barely twenty years
old. he makes himselflook older and as if he had suttered much more.
The picture is significantly reminiscent of those selt-portraits and
mutual portraits which used to circulate at the end ot the 188osamong
Van Gogh's and Gauguin's friends, often — pathetically — inseribed “a
son copain . . .. The young Picasso, tactfully but also proudly,
ANNOUNCes a lmlt reverential camaraderie with the artists who had
preceded him, who were close to him though not personally known.
He never painted Braque, or any other hving artist, with serious
intent. And if Picasso paints himself more gaunt with suffering than
is warranted, there 1s this to recall: that the hives of many artists n
Paris were heroic and martyred to an extent that we, conscious of the
hardship as a famihar part of the mythology, too httle respect. But
this was real and immediate to Picasso, as to any ambitious artist of his
own age. What guarantee could he have that his lite would not be like
Gauguim’s, Cézanne’s, Van Gogh's, whose sacramental activity as art-
ists was attended by poverty, illness, public scorn and unhappy death?
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The selt=portrait ot 1901 was sensitive to the communal position of
advanced artsts. Thatis part ot 1ts meaning. Yet the blue period style,
it would be idle to denv, was determined by highly personal factors.
The tact that Picasso chose to paint most of the work ot this type m
relavve seclusion, in Barcelona. away from the sumulus of the artistic
capial suggests this. So too does the enclosed and static nature of the
work itselt. Most reasons given for the onset of paintings entirely in
blue are by therr nature extremely conjectural, and sonmie are
stmplistic. Only one personal reason can be entertained. In 19or.
Picasso experienced the blow of the death by sumcide of his triend
Casagemas, a fellow-artist and his first companion to Paris. In love,
Casagemas shot himself because of his impotence. The effect on
Picasso, as has plausibly been argued. was brutal and long-lastung. It
certamly has much to do with La Iie (Lz;‘c). and with other bluc-
period punungs. Those who seek psychological motivations for the
blue period will not be able to prove its origim in this event: but they
may at least feel that one reason why the period did not end unil 1903
was that for two years Picasso was unable to make a good painting
that would function as a convincing memorial to his friend.

“Outside events are alwavs morce likely to conclude an arastic period
than to inaugurate one: whatever impact the death ot Casagemas had
on Picasso. this would not in itselt have cticcted a styhisuce change.
Other influences should be adduced. There was the general fin-de-
siecle interest in melancholy n intellecrual Pans, and n Bauclom 0o,
Picasso would be the more aware of this as he read more of the
literature that Max Jacob showed hime Sabartés Later recalled how it
was common in their crele to feel that “sincerity ... could not be
tound apart from sorrow’. Blue had literary assoctations with
decadence, and was thought ot by some as the most “spiritual” colour.
There were advantageous technical charactenistics. Lighting becomes
cerie when blue is modelled tonally. Picasso was aware of the effects
that had been produced by El Greco, for one. with such means. He
would also have known that this was a Symbolist procedure. Those
artists used blue, and the associated tones of green, to produce a
reverberatingly submarine quality when suggestung, as they so often
did. the vast secrecy and nonlocality of the sea; and they also used a
pervasive blue when there was no naturalistic reason tor doing so.

In any case, 1tis more signiticant that the painungs are monochro-
matic than that they are blue. Monochrome approaches the ultmate
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i the restction of a pamter’s palette. Teis composed ot the tonal
degrees ot only one colour, or ot a very few colours i close harmony,

as i this case are blue and areen. Old=master «rnxull( pantngs are
monochromatic. no doubt. but they are also classically constructed
by chiaroscuro. Ounly atter the peinture claire of hmpressionisn, with
1ts negation of chiaroscuro method, does monochrome really become
amodern concern. Henceetorth itis either naturalistic, or symbolic, or
(at a later date) literal: these distinetions may correspond very
roughly with the degree of radicalism with which monochrome is
consciously adopred. Naturalisic monochrome may be scen in
Monet's toggy paintings of the Thames, which as 1t happens are
coutemporancous  with Picasso’s blue period. or (as the dtles
announce) m such pamungs as Whistder's Arrangement in Silver and
I hite. Svymbohst monochrome. which would have been closest to
Picasso’s own experience and concerns, 1s in painters like Carricre
and. one should add, m the widespread practice of reliet sculpture at
Just this e, These Symbolist artists also employed chiaroscuro: in
the sculprure 1t was, of course, unavordable. (The best Svmbolists
were usually the colourists, and that quality immediately Ted them
out of the style.) Literal monochrome, when the paint and the
painting are equally autonomous, belongs properly to abstraction:
Malevich's White on W hite of 1918 was the instigator. Clearly. we
must assoctate Picasso with the Symbolist camp here. But his place in
asuccession of monochrome attitudes does notatall nican that he was
part of some developing or purposive movement, tor there 1s no such
thing as a monochrome tradition in that sense. The blue period is
certainly cautious: it could even be argued that 1t was backward-
looking. As suggested above. there are ways in which it repeated the
move atter hmpressiomsn into hieratic, signiticant, and sometines
archaizing styles ettected years betore by advanced artists in the 1880s.
Furthermore, decisive changes in pictorial colour, ot vastly greater
historical importance than the mere temporary assumption of a
monochromatic mode, occurred during this period; and Picasso had
nothing to do with them. These were not at all to do with the
restriction of the palette — in which colouris still modulated by value -
but with a restriction ot modelling and perspective so that light as
generated by flat colour ratcher than reflected in artificially moulded
volume. This revolution, for such it was, made between Van Gogh
and Matdisse in precisely the vears between the beginnings of Picasso's
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10 The Soup 1902

interest in art and the invention of Cubism, did not significantly atfect
himself. He missed it all. As we shall sce, this fact is profoundly
significant to the art of the twenticth century, even to our own day.
Meanwhile, we should bear i mind that when Matisse came to paint
a monochrome picture, in the Red Studio ot 1911, he did so as a result
of an attitude formed by previous experience quite the opposite of
Picasso’s.

Onc of the first of the blue-period pictures, known as Soup (1902).
combines the themes of religion and poverty which will be common
during the next three years. In what one must suppose to be a
dehiberately unsophisticated manner, Picasso pamtsin pr otilc agamsta
Hat background a child whois receiving, or pe rhaps giving, a bo\\l of

soup. In contrast to the lively movement of the child the other figure
is bent over n an attitude Salmost of prayer or supphication. Their
gestures, so little realistic and so reminiscent of religious painting, put
onc in mind of an Annunciation, and more pmncularly of the ritual of

the Eucharist, though that in itself is not a particularly common
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subject m art. The pat conjunction of a sanctitied atmosphere with the
democratic simplicity of soup is too neat, too obvious; but would the
painting be improved it 1ts 1deational basts were murkier? There 15
certainty an obscure rehgious undertow throughout the blue period,
as we see in the many mother-and-child pictures. These have
convincingly been charactenzed as seculanzed matermues. Religious
themes are implicit i The Two Sisters of 1902, and certain pamtings
such as Evocation are specitically rehigious. A social strain is perhaps
mevitable m paintngs that so much deal with destituton. Picasso’s
sympathy with the sutterings of the poor was doubtless real. but thisis
too casily exaggerated as being m itselt an active component of the
blue period style. Nonetheless. it would be wrong not to make a
tentative association with a general late nineteenth-century current ot
socially conscious subjects with Symbolist overtones. Like Syim-
bohisim atselt” (which was not a movement but a phase), this ran
through a surprisingly large and varied number ot artists. We sec it in

11 The Mistletoe
Seller 1902-03



12 The Fisherman's
Goodbye 1902

Millet, carly Van Gogh, and late Munch:itas there even i Puvis de
Chavannes™ The Poor Fishernian and m the German Impressiomst Max
Licbermann it is explicit in the reliet sculptor Vincenzo Vela and m
Constantin: Meunier, and 1t 1s planned though never executed by
Rodin. Compassionate rather than detached, and usually generahzed.
much of it deriving trom late Pre-Raphachie sources, this tvpe ot art
is quite unlike the social observation of, for mstancc Deg gas: thereas a
gult between Ins laundresses and Picasso’s. It Picasso’s outcasts,
beggars and occasional characters (like The Mistletoe Seller) remind
one a little of this social art, he sull excludes what 1s common and
mavbe essential to the purport o of all these artists: a feeling for the
dignity of labour. Picasso’s characters do not work and tha) do not
have gricvances, only the despair of telicity. In fact, Picasso is closest
to the least forthright of this groupmyg, Puvis de Chavannes, who was
to be quite important to him ina few years. Larly m the blue perod.
s Fisherman's Goodbye owes something to Puvis,

to
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14 The Two Sisters
1902

A socially conscious art does not as a rule mix well with religions
and se xual themes, tor w hich Picasso had a vivid fechng at this tme.
His interest in prostitutes was intense. We know that in Paris he
rcwul

1y visited che Saint-Lazare lmsilul for venercal discases, drew

tluu and patronmized, as dld thL sick whores, a ncarby caté. His
intention seems to have been to transiit this urban and se sual horror
on toa loftier, timeless scale. In 1902 he wrote from Barcelona to Max
Jacob: Tam making a picturc of this drawing I'send you. Itisa picture
that T am making of a whore of Saint-Lazare and a nun.” This was The
Two Sisters. Bduiuntcd robed, and 1 sohd poses. these two women
look a httle ]ll\k some rugged medieval sculpture. Judging from a

preparatory d]d\\]l]”. (hg\ have L\(hlll"td sides in the pamntng.
Indeed, they look much alike. their physical similarities therefore
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belving their opposed natures. And so the painting 1s usually tken as
some sort of meditaton on the ditterence. or silarity, between
sacred and profanc love, beeween the spiricual and the sensual s and so
on. 1t is reasonable to complain about this, on two grounds. Firstly,
such biographical information as provided above tends sometimes o

Justify rather than explain what is not a particularly good painting.

Sccondly, there 1s a general ditficulty about Symbolist art involved.
In so far as it was an art of subject matter but opposed to Realism,
Svibolism was necessarily dominated by the acadennce, or by the
clicication and display of personal beliefs or occult fantasies. Thus, a
painting like The Two Sisters sutters rather from the abruptness with
which, as Symbolist art, 1t reverses the address of  previous
significative painting @ that is, it makes the mood, though mtangible.
transparent 1 a way that the meaning can never be. The contrast
would be with the brillianc delicacy of Les Saltimbangues.

There 1s something wooden and voulu about The Two Sisters. Its
rhvthms are stolid: this is also true of many of the maternities and




other pamtings of the period. This 1s not only the case with the more
sculptural figures. The enclosed shapes that Picasso derived from
Gauguin are not acsthetically alive; they do not have the same
tunction as they do m Gauguin, a continual binding ot the movement
of the painting. The more one looks at the ‘ambitious” or important’
blue period paintings. the more one teels that the relationship
between outline and colour 1s uncasy. One comes to preter pictures
like the Two Women ar a Bar. They are seen tfrom behind, and the
contrapuntal shapes of their heads and curving backs. and the stool on
the right, are set against quite strongly contrasting hght and dark
arcas. This kind ot compaosition is much nearer to Gauguin, and is far
preterable to the pompous set-preces such as The Tragedy. Another
type ot blue pertod painting with real mentas the sort represented by
the Nude from the Back. trenchantly drawn wich a tirmand racher chick
black outline, and featuring a deeply sable chevelure; the point is that
the blue mflection of the surface of the painting is more or less
neutral, and in no way impedes the vivid nature of the line.

15 Two Women  Piasa-
ar a Bar 1902

16 Nude from
the Back 1902
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Pudss(» returned to Parts m the carly autunm ot 1902 and shared a
room with luuh They were extremely poor and often had to go

lnmgx v. Picasso’s carhier succeess was not repeated, and he found that

he was unable to sell his work. On the one occasion when he did so, he
used the money to go back to Spain, where he remained for more
than a year:along time away from Paris tfor an artist at the beginning
ot his carcer. The suicide of Casagemas remained in Picasso’s mmd

Or, certain thmgs to do with him - his character, the circumstances of
s death, his art. ther common nationality, age and friendship -
came to occupy Picasso m a way that he wished to enlarge by
generalization trom those facts.

The painting La e, usually taken as the major work of the blue
period, 1s not reducible to any single preoccupation: and yet the tate
ot Casagemasis central to 1t Prcasso nmself both shunned and invited
mterpretation of the work: “It wasn't I who gave the painting that
utle. .. .1 certamly didn’t mtend to pamt svmbols: I simply panted
images that rose i front of my eves: it’s for others to find a hidden
meaning m them.”

Whether or not one 1s interested m ‘hidden meanmgs™ (which in
modern art seldom justity the search), at least the idenuey of the
protagonist is not in doubt. That his teatures are those of Casagemas
has recently been shown by the publication of three rough paintings
retained by the artist in his own collection, and never exhibited.
Immediately posthumous portraits, they arouse an cerie suspicion
that they were painted directly from the dead model. One is in lunid
colours and shows a bullet wound mn the temple. Another — for in
1901 we are at the very begimning of the blue period - depresses these
colours mto blue and green with a pallid ochre. In this small pammting
Casagemas is represented in his cothin. Two programmatic works
about the death soon followed, The Mourners, m which a group ot
people are gathered around an open coftin, and Evocation, a very large
and, onc must add, totally improbable vertical composition. A
lamentation over the corpse occupies the lower halt of the painting.
Above, Casagemas’s soul ts borne upwards by a white horse galloping
mto the sky past three stockinged but otherwises naked prosti-
tutes. Both paintings have a sentinel-hke woman with infant child
to the right of the composition; this will reappear in La ie. The real
pictorial failure ot Evocation, however serious its intentions, makes
plain that Picasso at this stage had no facility in conceiving a large

2
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18 The Mourners 1901

tigure painting of monunmental nmport. Physically the most sizeable
work he had ever undertaken, it contains some twenty people and a
horse, between carth and heaven. Remarkably soon, at the end of
the rose period, he would be able to make a big painting that
mdependently absorbed the classical and academic French tradinon:
but not vet. Evocarion s derived trom El Greeo, a greatartist who was
admired by Picasso and his Spanish triends, but at this date was
virtually ignored in Paris. It depends on such works as the The Burial
of Connt Orgaz or the Toledo Assimnption of the 1irgin. Its unsureness
and lack of taste are 1 total contrast to that vivid sense of himself that
we noted m the self=portrait at just this time. Here, then, is the whole
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problem of Symbolistart, porsed as 1t was between the acadenuc and
the progressive. Picasso’s acute respect for the Paristan avant-garde
was not accompanied by any deep teeling for any of the post-
Renassance art which has a philosophical or eschatological scope.
The meensely forlorn characters ot the blue pertod, whose very
significance 1s diminished by the want of such a sense, were better
managed by concentration on one or two figures i a correspond-
ingly intensiticd emotonal aura: and there the example ot El Greco
was put to more potent use m an cnclosed and singular composition
such as that of The Blind Guirarist.

."c?'

19 The Blind
Guitarist 1903
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20 Study tor La
Vie 1903
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This was the background to the attempt 1903 to make a
generalized commemorative tribute to Casagemas. Four prehminary
studies exist for La Vie. From them it can be scen that the conception
of the painting changed markedly. and pentimenti on the canvas
indicate that the picture itself was evolving m the course of pamnting,
and that 1ts present state represents a deliberate halting of that
evolution. This interpretation accords with the nature of the work,
for La 1T7e (not Picasso’s title, as he pointed out) is essentially a
Symbolist cycle-ot=lite painting which makes dramadce how that
cvele can be cut short. Cycle-of-hte paintings were quite common at
the turn of the century. They were often done as large-scale mural
decorations, or have the feeling of fresco about them, and they play
out the themes of birth, youth, maturity, death, rebirth. The best-
known of them is Gauguin’s Whence come we 2 What are we ? Where are
we going?, which 1s more personal and complicated than the
somewhat ponderous ruminations on these themes which were
produced by lesser artists like Toorop, Hodler and Segantini.
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Paitings of this sort belonged on the whole to that kind of Northern
Svimbolist outlook which was admired m Barcelona. There was a
strong enough teelng tor them beyond Parnis to have produced not
only Munch's Frieze of Life but also the uncharactenistic Evolution by
Mondran as lately as 1911,

La ierssetmanartist’s studio which has also as e The “Thwo Sisiers,
some vague suggestions ot cloistered architecture. A naked girl clings
woctully to the artst, who pomts silently towards the child carried by
a heavily draped swoman. The naked couple’s posture, apart from the
openness caused by the gesture towards the child, 1s similar to that
seen in The Embrace, which was pamted in Barcelona at the same ome
and also depiets a naked couple. In that pammting, however, the
woman s pregnant. In La e, between the couple and the mother are
two canvases, on which work has hardly begun although their
subjects are outlined. In one, two scated higures Took out hopelessly.
In the other a figure that might be of either sex rests 1ts head on
draswn-up knces. The posture is unmustakably foctal. And so
Casagemas’s physical impotence is alluded to artsucally, and i some
sense equated with artistic impotence. The pamtng 1s about a career
terminated just as it attains the vigour of vouthful maturity.

La 1ie completes the blue pertod for the good reason thatits stressis
on the frustration of artistic pronuse as much as on the sympathetic
depiction of irremediable afflictions m others. There had been no
artists among Picasso’s blue period characters, and one ot the
preparatory drawings shows that Picasso originally thought of
himselt m the central role of the pamting. Since the painting 1s not
cvclical but frozen, since it does not carry through the developig
rhyvthms and mamations of regeneration which belong to all other
pamtings of its sort, there is a particularly strong feeling in it that what
its creator can do is being withheld. How much fuller a picture, for
mstance, 1s The Ewmbrace; humane, digniticd and mature in a way that
La 17 is not. and with an obvious emphasis on the potenual rather
than the stunted. This has a wider application: the blue period lasted
for a long time, and the more 1t was extended, the tewer pamtings
were made, and the Tess Picasso developed as an artist. La Tieis a
personal painting as much as 1t 1s a tribute to what is past, and its
artistic significance has much to do with Picasso’s now developed
apprehension of his own route. It is not a breakthrough, but it marks

a break.
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‘La VIE' CONTAINS some recognition of the tact that the blue period
had become an mmpasse: Prcasso was at the same ame looking tor
ways to free himselt” tor an advance. He did so genty racher than
abruptly. This i itselt mdicates how he was able now o let his art
evolve through experience rather than be changed by a sudden new
conviction. For the moment. the colour does not change, but there
are many more watercolours and gouaches. Monochrome painting 1s
as much the realm ot fasudious as of bold artsts, m that 1t can
command a close reading of 1ts tacture and texture, displaving as
much variety or delicacy of brushwork as the artist thiks proper, or
can attain. Monctand Whistler are evidence enough of this. Butin the
blue period proper we are hkely to tind that the application is crude,
that the paintis smeared on around drawing which hews out figures,
that there are disagrecable transitions from matt surtaces to cnamelled
ones. In these new watercolours, though, there now appear the most
subtle effects of all kinds, to such an extent chat one of them, The
Brooding Woman, appears almost as a showecase tor textural nicetes.
Equally. the drawimg becomes much treer, sometnes with a
suppleness that can spring into elongations, more often with a tine
and wiry precision. Thisis so important, and so welcome, that on the
occasion when drawing creates its own texture, n The Frugal Meal.

22 The Frugal
Meal 1904
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24 Brooding Woman 190405

we recogmze a blue perniod masterpiece that paradoxically contains
1o bluc atall.

The Frugal Meal 1s an ctching, and was only Picasso’s sccond
attempt n the medium. He had done a small hulltwhl scene when
his teens, but nothing since. By reason of the fact that it is made inan
cditton and goes through a process apart from its miual execution,
graphic work generally is technically and publicly conscious i a way
that drawing is not. We sce this here. It has been caretully worked to a
completeness that has not been seen i Picasso’s drawings betorchand.
It 1s quite big, a toot and a halt high. but not so big as to lose that
essential characteristic of a drawing, that it is examined trom abourt the
samie distance that one reads a book. Indeed, one is ted to pore over its
virtuosity. Weirdly long and tapering tingers, a mout picked up and
repeated by the plucked-in chenise and scart, are the expressive
highhghts within a taut outline that makes shoulders and elbows as
gaunt as the faces of the misérenx. That outhine s plaved against a
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repeated rectangle alted at another plane. the tablecloth, and 15
balanced and completed by the roundnesses which at one pomt
become the profile, from the plate to the glass and the bottle, rsing to
the crown of the hat, while trom there the long arms shelter the
tullness of the woman's breasts.

The source of this lincar virtuosity — which has the cticet of
diverting attention trom the subject of the drawing 15 1n
Muannerisi, Picasso’s mterest in that type ot art was not contined to El
Greco. He was also much taken with the School of Fontainebleau, as
we can see trom the tamous sheet Woman's Head with Srodies of Hands.
The hands are of the same type that we see in the etehing, and the
wholce is taken from a Primaaccio representation of Charity, made
for the Galerie d'Ulysse at the Chiteau de Fontamebleau. Picasso’s
response to Mannerism, however, was not stmply a matter of picking
up a motit here and there. Ieretined contidence m his draughtsmanty
cquipage, as he developed a hne, whether with penal or brush. that
was as lowing and mimble as his circus characters. From The Frugal
Meal onwards he develops slenderness out of cmaciation, movement

: 25 Woman's Head with
o Studies of Hands 1904




26 Salome 1905

fronmmobility: and this caseful but trickily balanced manner, with
an immense increase in poise, meant that (as suited his themes) he
could paint or draw almost as a performance - again a Mannerist
characteristic because it assumes appreciation of the knowing exper-
tse in plaving out what 1s alrcady established as a norm. In this 15
Mannerisim’s pedantry, which can be crabbed or frivolous according
to the type of sophistication 1t expects tron its spectators, but which
m an art of grace and display 1s always as courtcous as curtsies betore
the ballet. Just as in Fontainebleau art, we now begin to see the turned
postures. the costumes, clegances and mirrors, and their associated
classical themes of allegory: Panitas, the transience of human lite, and
Impudicitia, the eftects of the sin of Tust — there s much of that i the
celebrated ctching of the naked, dancing Salome.

Picasso had left Barcelona tor the last ame i Apnl 1904, and on

returning to Paris moved into the dilapidated building at the top of

Ruc Ravignan on the Butte de Montmartre. the home of so many
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27 Woman in a Chemise
1905

-
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artists and bohemians. Max Jacob christened it the Bateau Lavoir.
28 There Picasso met Fernande Olivier. She became his mistress and was
to live with him for the next six vears. Her-description of Picasso at
this time 1s worth quoting: he was ‘small, black, thick-set, restless,
disquieting, with cyes dark, profound, piercing, strange, almost
staring. Awkward gestures, the hands of a woman, poorly dressed.
badly groomed. A thick lock of hair, black and shining, slashed across
his intelligent and obstinate forchead. Half bohemian. half workman
i his dress, his long hair brushed the collar of his worn-out jacket.”
Fernande Olivier’s memoirs describe the gaiety with which they and
a group of largely Spanish friends put up with the hardships common
to many young artists — the unpaid rent, the shared meals, the
drawings hawked for next to nothing. After Picasso’s return to Paris
1t becomes more and more evident that some of these drawings, and
especially the gouaches, are of ligher quality than the o1l paintngs.
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29 Woman with a Helmet of
Hair 1904

Most noticeable 1s che work known as IWoman with a Helet of Hair,
which has the essential characteristics of a tinted drawing. The
imvention ot her teatures is a beautiful conception, as the gestation ot a
modern Venus must be: she is bold as Martanne, France's national
symbol: tart-mouthed, sharp yet sensual, with a long neck and large
cves. The modulation into rose colours now begins, as the previously
omnipresent blue warms into ashy lavender tones. greyved cimnabar.
dawn pinks and a washed violet: all of them the more poignant in
their emergence from blue because of their appearance of having
taded trom their parent primaries.

THE ROSE OR CIRCUS period 1s described too vaguely m some histories,
which give the mpression that it lasted unal Cubism. On the
contrary. it extended only from the lacter part of 1904 to the summer
of 1905, when Picasso went to Holland. There was not more than six
or nine months” work in this particular style, and were it not that the
rose and the circus characters lead direcely to the Saltimbanques, a
major picture, we should probably consider this no more than a
minor interlude in Picasso’s carcer. After all. its very stylishness.
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redolent of Mannerism and the court. would tend o preclude
formal advance. Only four or five pictures during this ome are in oil,
and of these one or two, like the Woman in o Chenise, are tairly
desultory hangovers from the blue period. The preterred medium s
gouache. which is sometimes used on canvas, and is otten augimented
by pastel and india inks. There are a large number ot drawings, and
continuced experiments with ctching. The habitual excess of charm
and silky conjuring in many of these works makes plan that thereisa
disjunction in the period between thetr relative trivolity and the real
aravity, however dulcitied, of the Saltimbanques.

This sudden access of seriousness, of a lofty mtention not at all
visible i the works which preceded it is the most nportant teature
of the Saltimbangues. however much some critics may smooth over
the distinction with tatk of a shared ‘exquisite melancholy’, or
suchlike. It the seriousness 1s puzzling, the reason is simple enough.
Picasso was given to producing masterpicces, not quite as the word
was originally used = showing mastery ot what had been studied - but
rather in the sense of a final assembly of themes or motits which had
been separately developed in previous works. La e, the Saltimban-
ques and Guernica all have this characterisuc, but the Saltimbangues s
the only picture of this sort in Picasso’s carcer which is quite clearly
superior to any ot 1ts previous components. For this reason, among
others, it 1s considered here as the pamting which tinally closes his
long and complex apprenticeship.

Picasso’s close triends m Paris had been Spamish, on the whole.
They were people hke the engraver Ricardo Canals, who taught
Picasso to etch, and the painter Ramdén Pichot. who married the girl
who was unfortunately concerned in Casagemas’s death, Germaine.

Pichot’s own death in 1925 has much to do with the Three Dancers of

that date. Picasso now met, when he returned to Pans i late 1904,
many pocts like André Sahmon, Pierre Reverdy and Maurice Raynal.
More mmportant than these, though. were the poet and cnac
Guillaume Apolhinaire and the creator of Ubu, Altred Jarry, a manic
drunkard who joked with a shotgun, i the attire of a racing cyclist.
These friends were the nucleus of the bande a Picasso, the Picasso gang.
By the end of 1905 Picasso had also attracted his first patrons, Leo and
Gertrude Stem. They had previously been buving paintigs by Post-
Impressiomsts, and by Fauves such as Deram, VIaminck and Braque.
A common enthusiasm was tor the circus and the popular theatre.
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31 The Acrobat’s Family with a NMonkey 1905



Gertrude Stein recollected: “At chis time they all met once a week at
the Cirque Medrano and there they fele very flattered because they
could be mtimate with the clowns, the jugglers, the horses and their
nders.” Roland Penrose adds detail: “There, behind the scenes and
outside among the sideshows of the farr that traditionatly occupies the
whaole boulevard during the winter, Picasso made friends with the
harlequins, jugglers and strolling players. ... With their famihes they
camped beside the booths in which they pertormed under the warm
glarc of parattim lamps. Their wives, their children, their trained pets,
monkeys, goats and white ponies squatted among the props.”

The crreus, and of course the Cirque Medrano itselt, was already an
established subject m French arty painted many times by Degas.,
Toulouse-Lautree, Seurat and others. The new subject matter in
Prcasso’s art was thus by no means anartastic invention. It was, rather,
brilliantly seized on durning this pause m Picasso’s carcer. However
many tumblers there m reality were i Montmartre, they are made
unreal in the pictures. The aura of the style 1s particularized only by
décor, nather rural nor urban, not of the palace vet not quite of the
theatre, picked up by the characters and carred with them. Tts
transitory  nature, cven its evanescence as watercolour, suggests
themes of ahienation, of a vanished order whose relationship to the
real world (the Cirque Medrano ieself, for instance, sweaty and
blaring) is lost. Whercas many of his predecessors showed cominedia
dell'arte characters such as these as urban tragedies (which in truth they
were), Prcasso nudges them away into a relationship with pastoral, at
first rococo, then mysteriously nomadie: and the more he does so the
more cimphasis is laid on the painted tactuality of the work itselt, and
the less 1t ingers among nostalgic connotations. Thus, quite‘carly on
i the rose period. an oil paiting with a real location acquires, by
comparison, quite a fierce edge. This is Ar the Lapin Agile. In the
Montmartre cat¢ trequented by che artstic community 1s Picasso,
looking grimly sclf-absorbed and dressed in a harlequin’s costume.
He does not look at his companion. Years later he identified her as
Germame Pichot.

The comparison above between Woman witl a Helwier of Hair and a
Venus was a relevant one. tor the short-lived rose period was the last
time tor some twenty vears that Picasso would recognizably concern
himsclf with ideal beauty of a tvpe deriving from post-Renaissance
art. les fine features, one can say without exaggeration, carry
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32 Mother Combing her Hair 1905

remimiscences ot Florentine Iine. Such ideahism has an importance m
the rose perntod. Tois particularly demonstrated in the 1anitas pamting
ot the Harleguin's Fandly: and in that popular work The Acrobat’s
Family awith a Monkey there are references to a tradinonal Holy
Family. After all, one never encounters a child in that pose outside
Reenaissance pictures. This might lead one to consider whether the
monkey has any attributal meanings (there is, for mstance, a Diirer
Madonna and Child with Monkey, v which the antmal represents lust.
greed, ctel): but thisas plainly an otose enquiry : works such as this,
with their avowed charm, have a plavtul atotude towards therr
accomplishments. Equivocal atttudes to stvhshness mevitably fol-
low. For mstance, m high art as opposed to popular art.ideal beauty
and canicature have an imdmate relationship, not as poles ot an ideal
sevle butas linked concerns (as some of Leonardo’s drawings, the tirst
true caricatures, make quite expheit). Cancature occasionally has a
purgative role m the carly stages of modernism as an anudote o
chché, a progressively weakened and contectioned repention: and
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34 The Dance 1905

Picasso could not but have fele how near he was to cliché. (We shall
see how cartcature has a specitic role mn the hnear and ideal
involvements of the Vollard Suite)) In the rose period there needs to
be. at the least, a mannered wit to erisp the edges. and one finds this in
the shghtly preposterous quotation i The Acrobar’s Fawily with a
Moukey; and then caricature 1s starthingly evident when Picasso
suddenly jeers at his own arcus characters, in The Dance, and
morcover goes to the trouble of making a drypoint engraving to do
so. This puzziing and unpleasant drawing sceius to recede from the
classic to the Ornental to the bestial. It is sour and negative. If its
1conography has a meaning, 1t can only be, surcly, m the bitter
assertion that the besaal is closer to splendour than we think. At the
least, the drawing makes plain that Picasso’s temperament was not
content with the sentimentaliey ot sav. Two Acrobats witl a Dog.
Such faclity in the pursuit of sentimentahty was to be shunned. A
sense of seriousness, and of artistic etfort, 1s transmitted by the Young
Acrobar ona Ball. A massive, broad-backed vouth sits squarely ona die
watchimg an epicence little cumbler, arms n the air, balancing tiptoe
on a ball = again a mout that has a Renaissance ancestry. The rose
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tones which predominate elsewhere are almost dried out m this
picture mto hght and sandy tans and greys? and the vaned brushing of
the surface shows up how the paint has been worked. Picasso kepta
hold on artiste reality even when his production elsewhere was
affected and tnvolous. We have seen that the experience of ctching
was important to Picassoz now. the medinm kepthim from too much
lightness of touch. Ths produces a great ditference in enmotional tone
between a gouache and a drypomt of the same subject: the roilerre of
the acrobat’s wife. Etching also provided an occasion m the carly
months of 1905 for the deliberate preparavon of an extensive
composttion. This as The Circus Family, m which a number of
characters are assembled. Some of them are performing domestic
tasks: 1 the centre, others are practising balancing. In this was the
begimning of the large canvas of the Saliimbanques, a more ambitious
painting than anything done mn the previous months, and the largest
picture Picasso had ever worked on.

The components can be quickly hsted. There are six characters.
Picasso. 1nan obvious self=portrait, wears a harlequm’s costume, and
holds the hand of a licde girl carrying a basket of lowers. Next to
them are the paunched and clderly jester, o tamiliar rose period
character. and two young acrobats, one carrving a drum. Apart from
this group at the other side of the pamnting 15 a solitary woman. She,
unlike the others, s nota usual part of the rose pertod troupe. There 1s
a preliminary study ot her, as there are for other figures in the picture:
the girl, for nstance, who was originally with a dog. A gouache
study for the whole picture shows that it was originally conccived as
more extensive horizontally, and was morce particulanized 1 social
terms. The background was a racecourse rather than an untenanted
landscape. and the selt=portraic harlequm was first of all an older,
rageed, top-hatted tigure. These characters are not particularly
unusual; we have seen them all in the work of the preceding months.
The novel feature of the Saltimbangues is that, unhke any previous
panting, 1t replies to the French classical tradinon.

Perhaps as a consequence of the rose period — and how un-Spanish
that 1s, how close to the French eighteenth-century ornamental style,
for a voung Andalusian who had only just mastered the French
language  Picasso now came to consider French art in greater depth
than before. For instance, the racecourse scene in the watercolour
study is reminiscent of Degas, who had himselt pamted some
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interesting pictures n the carly 1860s which. right at the beginning of
Impressionism. announce that berween the academic and the avant-
garde there was a relationship. not an uncrossable gult. The relevant
Degas picture here 1s of sonte Spartan vouths exercising. naked. in a
landscape vaguely similar to that of the Saltimbangues or the Young
Acrobar ona Ball. This was a nineteenth-century theme. though notan
avant-garde one: the utle ota pamung by Puvis de Chavannes sums it
up: Ludus pro Parria. Itis in Puvis that we shall find much ot the larger
signiticance of the Picasso painting. The decline of Puvis’s reputation
has meant that we sometmes torget how much respect he com-
manded. justly. at the turn of the century. All Svmbolism was poised
berween academic and advanced art: and Picasso’s relationship o
Puvisis precisely to the point here. Puvis’s big pamungs — which were
largely done as murals, even if they were torles maronfiées. on canvas
glued to walls in French town halls — are beauntully replete with
references to the French classical tradition since Poussin. He was much
admured. this upholder of ancient values, by Van Gogh. Bernard.
Gaugum. Picasso had derived one blue period picture trom him.
When he was featured at the Salon d"Automne in 1904, Picasso must
have looked quite hard at him again to find out about his amplitude
and his evocation ot Arcadia — le doux pays. 1t is the approach towards
Puvis’s colours that makes plain that at this stage in Picasso’s art what
1s loosely called ‘rose” is more properly terracotta. tawny and plastery.,
and that he has come to paint in what are characterisucally tresco
colours. The disposiuon of the tigures in the Saltimbangues. so much
suggestung that the rose period has tumed into mural art. has
something ot the posed and statuesque quality ot academic pamtung.
There are no lifted motifs (for Picasso at any age was more inventive
than Puvis i the discovery ot potent human images). but there 1s a
conunuity. one which carries the weight of centuries past.

Puvis’s position between the academic tradition and large-scale
new art had this great importance for Picasso: he was a mediator
between a neo-classical and essentially public arc and a later classictsm,
not necessarily attenuated. in which the epic mode is transtormed into
the pastoral. In the opening vears of the century this was an important
trend i Parsian art. and one has only to look at the current work of.
tor mnstance. Matisse and Derain to see how much their conception of
the pastoral owes to Puvis. The Saltimbangues 15 where this rein-
terpretation of tradition emerges i Picasso. and so we tind that we are
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39 The King 1905

never far from reterences to le doux pays, and even to the tirse of all
pastoral metaphors, the ancient Egyptian idea developed by Hellenis-
tic culture of the king as shepherd of his people. There is a pastel of
1905, as sorrowtul as any of Rouault’s clowns (which were also in the
Salon d"Autommne in 19oy4), entitled The King; and royal attributes are
contunually and patheacally mingled with those of the obese but sull
stately old jester. Picasso, never really a landscape arast yet certainly
not an observer of urban hite cither, s through all his career. in one
way or the other, concerned with pastoral. Occasionally thisis forced
back mto a relationship with the eventtul and public statements of
nco-classicism. An essential part ot Guernica, perhaps even ats
essence, s in the ricual slaughter by the epic of the pastoral mode. And
many of the problems of that painting, tornmal ones, are tirst ratsed in
the Saltimbangues. They are of this type, to put things in opposition:
the scope of the mural as compared to the size dictated by cascel
pamung: the display of subject matter as programmatic rather than
spectfic: the arena of the whole stretched canvas as surtace rather than
backdrop. That such oppositions were not tully regarded as pro-
blematical unal they were made into crucial issues by Abstract
Expressionism, at the end of the 1940s, may inmitially give the
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impression that the Saltimbangues, a pre-Cubist paanung, has hede to
do with them, even it Guernica has. But they are nonctheless there,
and the fact that this s a pre-Cubise painung perhaps emphasizes
them. The way that the surtace is variously inflected over an arca that
is much larger than a normal casel pamtng gives it a peculiar
significance, for post-Cubist art on this scale would be restricted by
1ts hentage of planar rather than surface-recognizing construction.
There seems to have been an attempt to make the painting as tlat as
possible while sall allowing volume to the tigures. This curtously
ciphasizes the haight ot the work, asichappens, because the vigorous
dircctional brushstrokes at the bottom have a vertical tmpulsion
which steepens the immediate toreground to the extent that it is read
as actual surtace. This again stresses the mural nature of the painting.
I'he effective absence ot a toreground and the dithicalty of determin-
g the relative posttions i space of the woman and the group of
figures 1s akin to the procedures — or, rather, the ettect — of pamting
thatis done directly on to a wall high above the spectator.

Ihe Saltimbanges has been called, not very illunmmatingly, “the last
pamtng of the nineteenth century™. It s certainly a "mood’ pictare.
with definite athliations to the last stages of Symbolist art: and it was
surcly not constructed with a view to carrving meaning. There 1s an
mterpretation of it. a hiterary and biographical one, which claims that
the picture represents, at a remove, the bande a Picasso. Apolhnaire is
the tat jester, Picasso the harlequm, Fernande Ohvier the woran, and
perhaps Salmon or Jacob the older ot the two acrobats. The
wandermg lite ot harlequins and acrobats 1s thus equated with the
artist’s “position in society”. This 1s not so much banal as posiavely
nusleading : there 15 so much evidence, on both biographical and
artistic grounds, to support a contrary view. The ‘position of the
artist’, for Picasso, was not understood as an opposition between
bohcemian camaraderic and ahostile or inditterent pubhic. It was to do
with being an excellent artist. That s the pomnt of the relationship
between himself and Van Gogh, as seen in the 9ot selt=portrait. The
Saltimtbangues 1s a sensitive and dignitied attempt to claim the most
recent posttion within a tradinon. And m that, there soon came a
contlict with Mausse.
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2 The beginnings of Cubism and the
Demoiselles d Avignon

INTHE SUMMER of 1905, after tinishing the Saltimbangues, Picasso went
to Holland for a month to stay with a writer he had met in Paris.
While there he did some heavily proportioned paintings ot Dutch
women. The rose pertod was over. On his return to Paris he painted
two pictures (they are almost a pair) of a Boy with a Pipe and a Girl
with a Fan. The poses have taken ona deliberate and stately manner. as
it therr meaning were awesome. The boy's gesture 1s near to that of
the single woman in the Saltimbangues; a drawing for the painting
shows that he was first concerved as scated on a die, as in the painting
of the young acrobat. The air of gravity is so impressive that it
overwhelms the incongruity of the pipe, and the fact that he has a
crown of Howers. Is he perhaps a boy-king, or a poct, or both? One
wonders less about this as it becomes apparent in the next year that
Picasso’s intention was to make such extrancous ataributes redundant.
The Girl with a Fan, again a picture of a voung adolescent, mchnes
one to this view. The shallow depth, profile aspect and hieratic
gesture are surely derived trom Egyptian art, but the painting is in
no way tllustrational.

Just as the rose period was dominated, and termiated, by one
painting, Picasso now seems almost to have been gathering material
for another massive work. This was to have been The Watering Place.
The fact chatit was not executed, and that we do not know why it was
not. makes discussion ot 1ts aesthetic mtentions speculative. However,
we can trace the clements ot its construction. There are at least tour
designs tor the whole picture, and a number ot other drawings related
to motifs within that design. One superb painting, Boy leading a Horse,
relates to, or perhaps was rescued trom, 1ts central feature; one would
imagine that the drypoint is the most complete of the designs for the
absent pamting, and may ceven have substituted tor 1it. What 1s
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mteresting s the closeness, except where colour 15 involved. to
Matisse. The general conposiaon, the artiticially shallowed depth of
an extensive landscape. and the arabesqued line are rather like those
ciiployed by Matisse i his Joie de vivre, which was begun 1 the
autumn ot 19os. This is perhaps as near as the painters ever came to
cach other. Prcasso would have been aware of Matisse’s work. At the
Salon des Indépendants i the spring of 1905, just when Picasso was at
work on the Saltimbanqgues. was exhibited Matisse’s Luxe, calme et
volupré. a pastoral pamung which quite openly takes things from
Puvis de Chavannes. There 1s some uncertainty as to when Matisse
and Picasso, the two greatest artists of the first halt of the twentieth
century. actually met. It seems thatit was eicher m the autumn of 1905
or the autumn of 1906. It the mecting took place at the earlier date
there 1s every possibility that Picasso saw the start of work on Joie de
virre. The relattonship between the two was never to be an casy one.
Picasso was extremely wary of Matisse, twelve vears his elder and at
this nme the acknowledged roif des fanres. Fauvism was the very latest
artistic movement in Paris, and one with which Picasso had httle in
common. Leo Stemn wrote: “The homes, persons and minds of Picasso
and Matisse were extreme contrasts.” Fernande Olivier's memoirs
record how ““North pole and South pole™. Picasso would say.
speaking of the two of them', and that "Very much the master ot
himself at his mecting with Picasso. who was always a bit sullen and
restrained at such encounters. Matisse shone imposingly.”

The Boy Leading a Horse, a lovely painting that secms untorced n
comparison to the many other studies ot the same mount taken from
The Watering Place, Ieads one on to consider. since they are also of
nude bovs. the signiticance of the main paintings that were done in
Gosol mn Spain in the summier of 1906, From what was said above, it
would appear that Picasso was attempting to align himself with the
French classical tradition, that he wished to absorb into his art much
morce of the richness of past generations: the Saltimbanques certainly
suggests as much. Now. it is obviously simphstic to think of that
tradition as a mainstream which one could enter, or ignore, at will;
making significant art is evidently more dithcult and more com-
plicated than that. Furthermore, the situation in the years betore
Cubism was extremely fluid. There was such a variety ot art. and such
an absence of a leading styvle — the authority of Cubisnuitself was later
to change this - that there was a great and perhaps unprecedented
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43 Boy with a Pipe 1905

opportunity for stylistic and cultural choice. In a few years’ time, no
voung artist could begin a carcer without painting his way through
Cubism. But in the twenty years or so before Cubism there were
alternatives. We have seen how Picasso, whenever he was in Paris,
showed a lively and cclectic interest in many ditterent types of art,
both contemporary and classic. The case with which he could pick
out, imitate, or absorb the leading aspects of any given style hardly
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needs to be stressed. The result was a great frecdom to doas he willed,
to choose what sort of artist he wished to be. Picasso was sall thinking
classically and thematically when he projected The Warering Place. He
now — late in 19os and in 1906 came to reject the kind of
traditionalism that any accepted classical theme necessanly mvolves.
He began to think in terms of pictures that would be singular rather
than programmatic, and began to produce paintings which are

44 Girl with a Fan 1903 65
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singular not because they respond to a tamihar tradivon or culture,
but because they deny such a thing, or look to a source so remote that
1t is the tact of that remoteness that counts.,

Picasso and Fernande Ohvier Jett Paris tor Spain o the sumimer of
1906. During the spring Picasso had been engaged on a portrait of
Gertrude Stem. She recorded that she had sat for him more chan
cighty times, but that he became mcreasingly dissatsfied: ‘I can't see
vou any longer when | look.” The pamang was put aside, and not
completed unal the autunm, when Picasso totally rejected ies
previously naturabstic character and paimted out the work already
done on her features. After a short visit to Barcelona, Picasso and
Fernande settled i the tiny willage of Gosol, in the Pyrenees. The
village was primitive and ditheult of access: therr luggage was carried
there on mules. Picasso was obviously struck by the wild country and
the ancient and basic selt=suthiciency of village Iite. Portraits ot local
peasant, of the mnkeeper, of a woman with loaves, attest to this
mterest. Many of the pamtings ot the ttime are turnished wiath the
tracdhtional Catalan pottery from which they ate. and the picchers in
which they fetched water. 1t has been said otten cnough that Gosol
was for Picasso as the South Scas were tor Gauguin. Thisis notso. But
something decisive happened there. Itis all to be seen i that haunting
picture The "o Brothers, whose mysternious boldness has always
served to obscure how deeply imaginaave it is, how radical and how
itmately cogmzant of the first nature of art. In this book it is
considered. for those reasons, as the beginning of Cubism.

Thr rrorocur 1o the achievements of Cubism - the most radical
change m art since the Renaissance — was appropriate. and perhaps
necessary. Preasso expermmented with standard types of painting, and
he made animaginative adjustment to past art which, m one case at
least, The “Thwo Brothers, can be deseribed as an endeavour to tind a
primordial vision for painting. The great ditferences cffected by the
Cubist revolution were formal. But they were preceded by an
important phase, the clearing ol a space in which the new art could be
made: and these prehminaries were in large part themanc. Picasso
made some attempt to by-pass the European and classical traditions
by subversion. where previously the relationship (asin the Saltimban-
ques) had been one of mgesuon. Flowever much we recogmze the
radical manner m which the Demoiselles d" Avignon is structured, 1t 1s
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sulla themaunce and even programmanc pamtng. Fhe pomtis that the
formal mmovations ot Cubism were not made without a new
approach to the classic subjects of art. This is what took place m the
remote Catalan village ot Gosol, by all accounts as unaivilized a place
asany in Europe.

The noton of primtivisin as a tactic in modern art had ongimated
with Gaugum. But just as Gauguin, m formmg a mature Post-
Impressionist style, had rejected the histaricism of revivalist pro-
cedures, Prcasso was now inchned to teel that there was rather too
strong an clement ot oprre mer Romanticism i the example ot the
pamter who had meant so much to him three or tour vears betore.
Primiovisim could surety avord that kind of sentiment; andaif so. there

was the exciting possibihey that it could be not merely deseripuive of

native or savage hte (thus sympathetically employing mannerisms
from local tolk-carving or whatever: tourst art), but might be
applicable to a wide range of classical subjects, mcluding the post-
Renasssance genres. Primnovisn nughte be able to gather into iselt all
art from the beginning ot art. It one could 1magime onesclt at the
beginning ot art. then all dependence on an immediately preceding
generation could be thrown aside, smcee everyvthing would be
prospective:; and. furthermore, this would avoid historicism. In the
last quarter ot the twentieth century, one can see many objections to
such a programme: we now know more about such tacties. But the
conceptual, anthropological or art-historical reservations that occur
to us now were not Picasso’s concern in 19o6. As alwavs, he trusted his
nistnct.

The result was that the Gosol phase was remarkably experimental
(in the true sense of the term: an achieved work of art, however
radical, 1s never expernnmental). Looking up everythimg that was
done in the village. one tinds that, unusually for Picasso, a major
proportion of the works were tentative, were merely sketched out,
were hardly begun betore put aside, or were taken to some nidway
state and then abandoned. At the same time, mavbe simee primitivism
imiplics universalism, there s a catholic attitude towards the genres
(but one which still respects the notion ot genres). There are portraits,
nudes, sull-lites, a landscape. figure preces: there are even preparatory
drawimgs tor sculpture or pottery (never made). and Hower pamungs.
The Tandscape. which appears to be untinished, was perhaps pamted
from Fernande’s and Picasso’s bedroom window, looking down over
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48 Landscape ar Gosol 1906

the tny one-room houses of the village. behind them the Sierra del
Cadi Ttis notexactly a tiid pamting - Picasso never produced sucha
thing - butit does appear unsurce of 1ts own rattonale. This might be
sard ot a number of other works done at Gosol: all che sull-lites of
native pottery: the attempt at a large, El Grecoesque  higure
composition, The Peasants: and the Hower preces.

Flower pamtng, extremely rare i Picasso’s art. 15 the most
colourtul type ot sall-life, and the most treshly bountitul. Te was nota
subject that could casily fit mto his character as anartist. This s to be
personal, maybe, but the pictorial and historical reasons are there as
welll Flower panung had more or less disappeared. once Post-
tmpressiomsin and then Fauvism had made colour mto a wide
painterly principle mappheable to the denotatve nicery atter nicety.,
m sprays and bunches, that Howers demand. (Van Gogh was the Tast
true Hower panter, and m his oleanders and sunflowers we may see
this process at work.) One mav suspect that Picasso’s fowers were not
as castally undertaken as they look: they were another try at a
standard type. however much 1t might scem to be doomed to
rrelevance.
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Two old and revered themies ot the composite figure piece, the
coiffure scene and the harem, appear during the summer at Gosol. The
Toilerte, meditated ina good number of prehmimary drawings,
became a beauntul oil. It is curiously abstracted both trom precedents
and trom a credible social mihicu. The prevailing palette at Gosol, ot
carthy pimks and ochres, s here ightened and made Tummous. Thisis
also true of the warmlby modulated rose tones which unity the
pamting of The Harem. The subject 1s taken, v a general way, from
the ambitious grandes machines ot grouped nudes in secular post-
Renaissance painting (and it is more like that tradition than 1t s hike
what Cézanme made ot it). But the nudes are not assembled here in the
grand fashion ot such pamungs, where a unifying colicrence was
obligatory. The tigures of Picasso’s women had all been separately
studicd and separately developed. The tigures do not relate to cach
other compaositonally, the more so since they are at varving stages ot
tinish. The point of the painting must have been to see what could be
done with six nudes: but since they so htde mesh together, with their

149 The Peasants 1906

47

45



50

50 Demoiselles d’ Avignon 1906-07 (sce p. 79)

twisted and awkward articulation, 1t looks as if Picasso was secking a
repertory of forms rather than an orchestration of them. Within
figure painting, the approach to a style had to be made through
particular study: all-over replacements of previous examples were
not possible. A year later, the experience of making the Demoiselles
would confirm this.
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It 15 a surprising use of the nude - 1 ats day 1t must have been
amazing — that controls the impact ot the greatest of the mmages ot the
Gosol period. This is The Two Brothers. Tt may properly be called a
haunting picture: tor there are such pamungs. and they have just this
combination of an arresting address and an avowal of inscrutability,
of somcthing profoundly reserved. Such a unton. much sought and
scldom accomplished (probably it should not be sought), had haunted
the Symbolistartists ot the previous generation. The Symbohists were
too literary. and were quite without the pictorial power needed to
produce such a tremendous nmage as this: so trank, so exphcidy ot a
naked adolescent boy carrying a child on his back. and vet primevally
mysterious. The picture 1s a deliberate correction ot much that went
wrong in the Symbolism-influenced blue period. and of all that was
static there. Its image and ttle supersede the picture ot The Two
Sisters, and 1ts generative themes supersede those of La 1e. Its
mmediate ancestry in Picasso’s artis clear, of course. But the familhial
themes of previous paintings, ot circus folk and their kin, and the
wandermg band who halt at a watering place. are now so much
stripped of their civilized resonances that we seem not just to be nan
Adamic or prelapsarian world, but to be the witmesses of something
more primitive still: and not only because Christan mythology s
bypassed. That the boy has a Greek pose. and that the child — note the
large head and the relations of the hmbs — adds Chrisuan overtones,
hardly detracts from this impression. Picasso’s imagination has caught
something of a world quite unimaginably old. betore history, where
clothes were not known, nor agriculture. nor art. He has arrived at a
mectaphor tor that chimerical obsession of modern art, the rabula rasa.
Since this s a metaphor, the burden ot the painting 1s ot course
thematic: and. indeed. there 1s nothing particularly original m the
way The Thwo Brothers1s constructed. But a step had been taken that
gave him some kind of psychological freedom. that allowed him to
assert an independence from any art then considered in Paris as
advanced.

Back in Paris. he immediately returned o the portrait of Gertrude
Stemn which had caused so much dithculty. Now it was casy. He
painted out the tace and replaced it with strong, mask-like teatures
derived m part from ancient Iberian sculpture, and not unlike some
vehemently stylized recumbent portraits of Fernande he had tried out
in Gosol. Ancedote sometimes has it that the ditticulties with the
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painting were psychological, something to do with that psychic
contact that 1s reputed to fash between the pamter and his sitter. This
was not so: one thing that Gosol had taught Prcasso was that Gertrude
Stein herselt was not the problem about the problem of Gertrude
Stein's portrait. Picasso’s famous remark to a person alarmed by the
picture, that in time she would come to look hke that, reads now asa
fine presentiment that portrature could never be the same again,
except through trickery or the assumption ot a retrograde stvle.

All the same, portraiture briefly appeared as an mteresting field tor
making anti-naturalistic advances i art. He brooded on this in the
next month or two. The result was a couple of salient self-portraits.
The human tace. so changetul, subtle, and quintessenually individual,
can vet be reduced toa very few elements, and so schematization has a
heightenedidenaty as such when apphied to a genre which previously
had prized an elaborately skiltul naturahism. These new self-portraits
might be compared with the one mspired by Van Gogh four vears
carlier. The attribute of the palette 1s reintroduced. but a normal and
acceptable mumeucism 1s eschewed. The portrait 1s recognizable as
a picture of Picasso because the face can summanly be made
recognizable: but the making of the picture 1s now boldly wathin the
realm of advance mart.

s1 Reclining Nude 1906




52 Self-portrait 1906

53 Gertrude Stein 1900
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Wi SHOUILD PAUSE HERE to remark on a charactenstuce of Picasso’s
art which is so general, and so taken tor granted, that it is often
overlooked. This 1s simply his great fecundity in creating masterful,
‘untorgettable™images, generally human ones. Itisa characteristic gitt
that varies according to the more important qualities that at any time
are the leadig features othisart. It tirst developed. this gift, at the end
ot the blue pertod. and so it s perhaps a sign ot maturity; butitis not
apparent i his most mature and important paintings, those of
Cubism. This particular kind of inventiveness is a significant part of
Picasso nonetheless, and though it 1s more apparent i him than in
any other painter, ever, it 1s not exclusively personal. One thinks of
Muanet i this connection: what the two artists had m common was a
fechng tor Hexability i style and a most retentive memaory for
previous nmages. Perhaps these things go together.

An immediate example of Picasso’s superb ability as an imagier 1s
The Two Brothers. Just now its Greek and Christian motifs were
mentioned. But the pamting 15 also conscious ot Cézanne, n
particular his Mardi Gras of 1881 (it was in Vollard's gallerv in 1904)
and 1t1s not conscious of Cézanne i a constructional sense, m the way
that Cubisim was; Picasso, in this instance, was just attracted by the
image, which he brillhantly and surely compacted in such a way that
it is the carlier image, not the later one, which secems derivative. Other
mmages. such as the powertully outlined post-Gosol sclf-portratts of
1906, came about because the impulse towards the schematic was not
vet assoctated e Picasso’s mind with concepruahzation. But these
portraits, bemg so near to Cubism, are rather a special case; at other
tinies we teel less historically minded about it all, and just enjoy the
mventive fertility; over the years a cornucopia of things which are
terrible. wisttul. playful, and all by Picasso. Often enough these
images seem to have come aboutas the result ot some bizarre decision,
or msprration. The Boy with a Pipe, tor instance, was recalled by the
poct André Salmon as having this origin: *One night Picasso deserted
the group of friends deep 1 tellectual discussion: he went back to
his studio and. taking up this picture, which he had lett untouched for
a month. gave the voung artisan m it a crown of roses. By a sublime
stroke of caprice he had turned his picture into a masterpicce.”

Certamly, reading this account, one is inclined to tecl, with
Salmon, that a chance 1dea made the picture. That may be so with
many of Picasso’s images, the ones that seem too right to be fictitious,
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and yet are so: two women i fhight, a lonely acrobat. sleeping
peasants, a naked girl dancing by the sea.

A PAINTING MADE very late i1 1906, almost certainly the Jast canvas
betfore the Demoiselles d' Avignon, turther stripped down the classical
themes of the harem and the totlet of Venus which were considered at
Gosol. This 1s known as the Two Nudes. Grace has been transmuted
into massive, immovable bulk. The conunuity with previous uses ot
the themes is there i the profil perdu of the right-hand tigure, and the
repeated gesture of the arm raised to plait the hair. But this has an
inappropriateness which stresses the new physicality of the con-
ception: its plasticity, its sculptural quahty. Prcasso is no longer
interested 1n the reflexive uses ot'a mirror, but ciphasizes rather that
the subject has been studied again from a different viewpomt: for arce
these two nudes not one and the same woman? This point - only a
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psychological guess — 15 perhaps supported by the fact that the
modelling is not consistent with a single source of light, but appears
rather to have been twice studied, as though Preasso were trying to get
all round his subjece - now mostavowedly three-dimensional — mmone
pictorial conception. With this impulse comes a very raw apphcation
of pamnt, as though the artist were annoyed, espectally i the arm of
the lett-hand tigure and the back ot her Doppelginger companion.
That sort of frank treatment, and even the nakedness of the tigures,
cmphasizes the tremendous distance Picasso had travelled sinee he
painted a similar “subject’. the Two Sisters of the blue period, tive or
six years before. He had become a better painter in many ways: but
his major conquest had been the rejection ot the facihty which fed hin
towards the illustration of a subject vather than the making ot a
picture.

The Two Nudes, with several of the Gosol studies of women,
indicates the interest that Picasso felt for the figure painting of
Cézanne, in particular the great series of pictures from Cézanne’s later

$5 PAUL CEZANNE Three Bathers




years known as the Bathers. He was not alone m this. Cézanne was
much appreciated by painters of the new generation (like Derain),
and by a previous generation too; Matisse had been looking hard at
him since at feast 1899. The large Cézanne retrospective at the Salon
d’Autonme in 1906 contirmed rather than created a respect tor the
master among the avant-garde.

Soon atterwards, at the begimnimg of 1907, many prehnmmary
drawings tor the Demoiselles d" Avignon mdicate that Picasso was
thinking of a paiting of monumental nudes along the Imes of the
late: Cézanne. He seems to have wanted to make this picture

allegorical, but with a brutal and sexual allegory. not a placid one a la
Puvis de Chavannes. Cézanne could also give a lead here i pamtings
like his Tempiation of St Antony, for Picasso’s mtention was to set his
picture i a brothel. There were to be two characters more than the
ones in the picture as we now know itz a saifor, and a medical student
entering from the left and carrving a skull. These were abandoned
during the deliberations about the painting. As a matter ot tact, so was
much clse that was Cézannesque. Only in one part of the picture as we
know it may we be sure of a specific rather than a general debt to
Cézanne. This is in the pose of the squatting igure on the right: it
surcly came out of Cézanne's Three Bathers, owned at this time by
Matisse.

The Demoiselles d' Avignon is an extraordinary pamting, so much so
that its debts to Cézanne and to African art and its role as a progenitor
of later Cubism arc all overstressed, as if historians were trying to
tic it down. 1t is interesting to see how violently the pamting leaps
away from the drawings which preceded it. Some of them are ahmost
tamely Cézannesque. They do not prepare for what we see on the
canvas, a wildly jagged articulation. The shricking lack of harmony
coes way beyvond any of the quite stately disproportionateness, much
deliberated, that is in the Cézanne Bathers. As Picasso’s nudes went on
to the canvas, their violence increased: and the radicalism of the
paimting increased the more 1t was worked on (in all, probably a
period of some six months). There was never before -~ and never has
been since, one might add - a painting with such a system ot internal
torques, volume made into a twisted or sevthing line. That is. what
are here called torques are not like the “facets” we usually speak of
when discussing developed Cubism — roughly, parts of a depicted
object, observed trom any angle but brought round trontally to help
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detine the object’s construction. For the Demoiselles 1s not at all
ratiocinative in this fashion. ltisa very urgent and very free pamting
tfree e the sense that it 1s not dependent on previous dehberations,
whether Picasso’s or anyone else’s. And 1ts internal parts, which do
not follow the tigural sketching ot the mnal proposinon, are large
cnough, and strongly enough made, to present themselves as shapely
arcas: the torquing becomes gores, shces, lozenges, wedges. crazed
trapezoids. The tact that the Demoiselles 1s a igure panting, however
tenuously so, has obscured this essential part ofits character

The tigures are conceived m shallow depth. There s hude
modelling excepton the nght-hand side, where it is done by barbaric
striation: this 1s the part of the picture that was reworked later. Asin
the Trro Nudes, there is a suggestion that a curtain is being pulled back
by the woman on the extreme left (this s exphait in the drawings).
but that hardly mcans a deep illusion ot space, rather the opposite;
and the ochred-brown gores which represents the curtain are not
particularly legible as such. The Demoisellesis a very shallow pamtng,.
and 1s also very frontal (note how many of Cézanne’s bathers are
turned away trom the spectator) : we tend to read it across its surface.
and not think at all m terms ot the perspectival box which is the
mheritance of Western illusionism.

Now, this signiticantly does not follow the lead given by the
Saltimbanques: that work strongly suggested that any major new
panting of a good size would hencetorth be ot an expansive sort
(although this 1mmpression may be retrospectively entorced by the
need of post=war art for all-over, edge-to-cdge paintings). This is
another aspect ot the singularity ot the Demoiselles. For it is an
implosive paimting. The many things that happen matare held mto 1t
It has nonctheless an internal orgamzation which makes tor a freedom
and a ‘breathing” where the vitality of inadent, mavbe hable to jostle,
would otherwise have been constricted. There 1s a muluphicity of
arcas or passages or special ines which serve to give air to the interior.
The torqued arcas in this part-to-part painting arc allicd and clided by
very ragged strips of white, maybe a couple of inches wide. which
negate the decisiveness of the plane-definimg line. The draperies often
have the same tunction, and so too has the way that the second
woman’s bosom and pelvic triangle are drawn in white hnes. All this
15 most dramaucally done in the part of the painting benreen the two
later right-hand figures and the three on the left. If we make a
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progression down from the top ot the canvas between these two
groups of tigures. and then down to the complex adjustments at
bottom lett, 1t becomes clear - and clearer as we move out from this
corridor — that Picasso was creating an extraordinarily new kind of
painting. i which there was a free lack of concmmty, where the
cchote was clashed: a paindng that had clumsy relations of part to
part, at first sight, and used strongly-drawn outhnes without hohstic
or even detimuve mtent.

There was a long perniod of mtense work on the Demoiselles
d" Arignon: but 1t was not the kind of painting that got fimshed by
many hours m the studio. It wasa progressive pamtng. but one which
i the end was carrving too much. When we look atall that we know
about the way it evolved, we notice signs ot indecision, and then
solutions: but in particular we find a break in the way that ic was
paited, and atter that the incorporation ot a new and .llml style. The
standard eritical and art-historical interpretation is that the Demoiselles
was abandoned. On the contrary it looks that way because 1t was
over-used. Atfter halt a vear’s work on one painting, there was a
difticulty in maintaining the high daring of 1wts manufacture. Picasso
was so aware of this that he overrcached any reasonable fimality i the
pamnting.

In no picture betore this one had Picasso taken so much trouble n
making mitial enquiries and sketches. But turther, no picture of his

had then had to be so dramatically transtormed while he was at work
on the canvas. Between paper and canvas there had been an aesthetic
leap, one that demanded the exasion ot the themance underpinning ot
the sattor, the student. the recognizable setting ina brothel. Picasso
had not betore made such a shitt in a big pamung. A lot of ground
was being covered, for Picasso was accelerating and abbreviating
Cézanne’s comparable rejection ot the dlustrational. So we should
now consider the mternal history ot the Demoiselles, with particular
reference toats fumshing point, tor this makes plain the kind ot thrust
he was making. and how he managed to getall hus teehngs about new
pamnting into scparate. coherent, and nterdependent works ot art
during the high Cubist period; that was something important that
he learnt trom the Demoiselles. We want to know whether Picasso
fiished the painting. but then reworked it; or whether he lettat to
sleep tor a while, conscious that it was not finished and would need to
be reworked: whether there was some plan for a really long-term
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mvolvement with the same canvas: or whether (this 1s the orthodox
view) he merely abandoned the pamung. These are the mam
possibilities: other interpretations .ot what happened either combine
or contuse them (though this may be psychologically apt).

I'he orthodox assumpuon is such a himp one that 1t has never been
detimitely stated, and the evidence should mcehne one towards the
first of these interpretations - that of a funshed pamung subscquently
reworked — for the following reasons. There are good grounds tor
believing that Picasso lett Paris for a hohday in the sunimer of 1907.
This is i Salmon’s account: and he was an imtmate triend. hving in
the Batcau Lavorr at the ume. Tois reasonable to suppose that Picasso
lett town as soon as he had finished the paimnung (though on the other
hand he might have deaded to et at sleep. bearing i mind the
example of the Stein portrait the vear betore). But what s now
established is thatin the autumm the picture was further attacked. with
the impulse ot a tresh and unsettling intluence, and that this resulted
the overpainting ot the two tigures on the nght. X-rav evidence
confirms that they were oniginally in the same styvle as the rest of the
picture, and this of course supports the view that the picture was at
onc ame fimshed. Now. this sudden overpainuing has te be ascribed
to Picasso’s new iterest mﬁbmnm\x African art, especially its
sculpture, which. he discovered in the autumn ot 1907. This1s alwavs

regarded as so splendidly inmovatory that it is not remarked how it
nught have been alien to the Demoiselles as it then stood. Tt 1s sensible
to suggest that the Atrican overpainting improved the picture not at
all. e ois significant that Picasso decided not to go on with the
remodelling of the figures in chis new, priminve idiom. So we might
say that the “abandonment’ of the painting was at the point where
Picasso realized that he did not wish to paint over the rest of the
picturc in this mode. And theretore a hard view of the matter would
be that the picture had already been spoilt.

Picasso was about a vear behind the rest ot avant-garde Paris i
becoming interested in primitive African art. Vlaminek. Derain and
Matisse were already collectors: in the previous yvear Deramn had
taken the step of combining the mtluences of African art and Cézanne
in one painting, his Bathers. On the other hand, Picasso had already
experienced a more profoundly imaginative attraction to primitivism
than thev. it the interpretation of The Two Brothers given here 1s
accepted. Ina way, that experience was mitself more important than
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any artifacts that might be smd to have mspired e that s, the
experience gave psychological body to the eclecncism. So Pricasso
could mgest more than the other artists. John Golding's classic
account of Picasso’s relationship to primiave art in the Demoiselles
notes that abready in 1906 his work could be <aid to be derved trom
*Greek white-ground vases, archaic Greek and Etruscan marbles and
bronzes. and Cycladic and Mesopotamian figurines’, as well asthe
Iberian reliefs from Osuna in the Louvre (a likely source for the
rL‘T'm‘kilfg of the Gertrude Stein portrait). Now, in late 'li<)o7‘ 1t seems
most likely that a visit to the Musée du Trocadéro with Apolhnaire
suddenly and violently gripped Picasso with the fecling that Afnican
sculpture too could be made into modern art. In the Demoiselles we

But we should have some reserve about this, and note that the
influence is primarily cephalic. confined to the tacial. and does not
account tor the most radical aspect ot the right-hand halt ot the
picture. which is that ditferent views ot an object are combined in one
nmage.

The influence of African art on Cubism is an overblown cpisode.
There has been much interest i rival accounts of when the artists
concerned first saw, began to collect, or introduce mto thewr own
work these dark and totemistic objects. But an influence 1s not to be
evaluated solely by the tirst excitement 1t creates. Why not enquire
when Picasso Tost interest in Atrican art as a pictorial aid? What we
then tind is that the developimg logic of Picasso’s art, European
nature and largely mediated by Cézanne, quickly madeirrelevantany
help given by these artitaces. By the sumimer of 19o8atis clear that the
brict enthusiasm was over. This was when Picasso was pamting at La
Rue des Bots, n the country thirty miles outside Pans, where he
produced a number of fandscapes — never a subject that he found
particularly congenial, but one that was perhaps essential if he was to
conme to a deep understanding of Cézanne. Landscape 1s of course a
genre that does not exist m prinative art. Africanism had been an
abrupt and dramatic incursion. When we look at the works that
belong to the “Negro pertod”™ we find not more than a handtul of
paintings (and two or three sculptures that seem to have been Indden
away), which are strongly individual, stnking, and anomalous.

Having repainted twao ot the tigures i the Demoiselles i thns
manner. Picasso turned the picture to the wall. Not many people saw
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it and accordmyg to Salmon (in La Jeune Peinture frangaise, written
soon cnough afterwards, n 1912), they were disappointed. These
visitors were intimates and cognoscenti. If they withheld their approval
from the painting. perhaps this was not because of its transgressions of
the ordinary “canons of beauey” but rather because of 1ts almost
vicious attitude towards the current situation ot the Parisian avant-
garde, the people who were trymng to do the new pamtings. The
Demoiselles has a savagely polenncal stance within the art community
itselt, let alone the outside world. Those whom Salmon called “the
famihars of the strange studio in the Rue Ravignan who put their
trust in the young master’ were disturbed by an ani Cézanman
Havour to the prcture. The Demoiselles scemed wiltully difterent trom
Derain’s Cézanman bathers, and from Mausse’s great work of 1906,
tiished in 1907, the foie de vivre: it was said, even, that the Denoiselles
had been prompred by that work, and was executed in a spiric of
bitter parody. The avant-garde, Picasso apart. was in a sober and
dehiberate mood in 1907, This was natural enough atter the sudden
collapse of Fauvism and with the icreasing respect tor Cézanne.
Prcasso was unconcerned with the tormer and behind the ames with
the latter, so that he seemed to be wantonly rejecting all that had come
out of his contemporarics’ efforts, their ambitions and cheir patience.

With one artist, especially, the impact of the Denoiselles was
crucial; this was Georges Braque, introduced to Picasso by Apollin-
aire at just this time. Braque was the same age as Picasso. He was a
Norman, from Le Havre, and like Picasso he had been i Paris since
1900. He must often have heard of the Spaniard before they met.
From late 1905 or carly 1906 Braque had been pamting in a Fauvist
style — he was close to Matisse, Derain, and Vlaminck — but with a
rather more subdued palette than theirs, and with an interest m the
depiction of volume that derived from Cézanne, after 1904, but also
from such masters as Poussin and Corot (the Corot of the figure
paintings). The Fauvist elements in his style — which in fact had been
the basis of it — were fast disappearing by the time he encountered
Picasso. The effect of visiting Picasso’s studio was to confirm Braque
in his not quite formulated ambition to make a more structural kind
of painting.

Four or five months after the two young men met. Braque
produced his Large Nude. As has always been recognized. 1t 1s a
pamting much indebted to the Demoiselles d Avignon. We see this in
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the Targe size, the tarly smmlar paletee, the distorted igure and the
torqued background (though the macuvity of Braque's background
and the lTumipy planes which enclose Ins tigure demonstrate how vital
were Prcasso’s implosive structure and constantly acuvated space).
This was Braque's tirst pantuing ot a nude. In tact, he never m ns lite
made figure paintings except when directly samulated to do so by
Picasso. as happened late m the 19205 and agam m the 19308 So we
recognize the importance ot the Demoiselles to Braque. However, a
drawing recentdy discovered by Edward F. Fry. which must predate
the Large Nude, allows us to see that Braque's mind was more
generally engaged with Picasso’s art. and that he was very soon
comstdermg what came to be a basic assumption of Cubisi. This
drawing 1s of three women, seen from complementary angles: i
profile. trom the back and trom the front. Braque said of it that it was
necessary to draw three hgures to portray every phyvsical aspect ot a
woman, just as a house must be drawn m plan, elevation and section’.
Clearly. when looking around m Picasso’s studio Braque had given
much consideration to the painting m which this primciple 1
adumbrated, the Two Nudes. He must have been taken with the
preture’s massive plasucity. What he had i mind was the recon-
cilauon of this kind of volume with the picture planc as such. But this
was difficult to get mto a paintmg. In the Large Nude he adopted
the techmque i the Demotselles” squatting tigure of distending one
part ot the body m such a way that 1t seems to have been observed
from a ditterent viewpoint: but ¢this was in many wavs a partial
solutton to a problem which was not ver posited as a problem.
Looking at Braque's Large Nude, one 1s not exclusively conscrous of
the debt to Picasso. In the drawn outhines of the tigure we see just as
much of Matisse’s recent work, and the brushwork. espectally where
1t 1s most applicable to modelhing, bespeaks the constant presence of
Cézanne. What we do nor tind i this panung. nor tor that matter in
any other work of Braque's, 1s a real indebtedness to African art.
While Picasso, in the vear atter the Demoiselles, was producing the
cluster of pamungs that make up his "Negro perniod’, Braque was
turmng his attention to Cézannian landscape.

Prcasso’s ase of black art may be swittly summarized. [t meant
nuasks mstead ot taces, stration racher than modelling, and the
emplovment of totem= or dervish-like tigures and outlimes o give a
f}'jj)‘(‘l’igllliﬂ‘ alien to the European tradinion, and the more starthing
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because of 1ty evident dervanon from outside that tradicion. What
black art could not do was o help in che formal, holistic enterprise of
a picture. Te was bound to be illustrational. There was no way in
which it could alter the relations between diserete major meidents in a
pamting, no way u which 1t could deal with volume and space
without recourse (Picasso tried chis) to a violent and arbitrary
extension ot the primitve system ot stnation. But bold, separated,
stick=like hmes of pamt could not replace modelling, nor even begiin to
reconcile depicted volume with the picture plane, without turning
the picture mto one that was just too aggressively to do with striation.
And striation in 1tself is not very interesting, and gets ugly as soon
as a wider pictorial mterest 1s lost. There 1s a common argument,
one which works best when divorced from pictorial evidence, that
Picasso tound African art to have a “conceptual” nature, and that this
was attractive to him. The assertion 1s of course unproven. The factis
that the "Negro period™ 1s not a coherent phase m ieselt. but s the
leading feature of a pertod of mdecision which lasted more than a
vear, after the mistaken overpainting of the Demoiselles d Avignon. a
time during which Picasso retreated rather (as Braque did not). did
some brooding. and made some mistakes, mcluding some starthngly
bad painting. There is of course an absurdity, simply an absurdity.
the notion ot African mcethods bemg apphed to another Hower
painting. but this happened m carly 19o8. Itis an odd picture. It is very
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$7 GEORGES BRAQUE Large Nude
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58 Nude with Draperies 1907
strong. but as though 1t were pamted by two people. Just after the
Demoiselles d Avignon Picasso was subject to wavering and even
incoherentimpulses, ina way that Braque. a slower and less impulsive
worker. was not. Picasso needed Braque.

The peak of the African style, and probably the last thing done in
the manner. 1s the Hermitage's Nude with Draperies, which takes the
alien frisson to a barbanic extreme. This alone might remind us of what
Picasso soon came to realize, that it was a dangerous thing about the
manner that 1t had to live at extremes. It was serident and inflexible.
But Picasso got as much from it, formally, as he could: the use of
striation as a subsatute for modelling s here expanded all over the
prcturc. In the ase of Flowers the sticks of black pamt in unexpected
places were wiltul here they define the ground as well as the figure in
a way that would be systematie, were 1t not for the tact that they are
morce pronounced ourside the tigure. There s an excited virtuosiey 1n
the alliance of the torques surrounding the nude. m the way that the
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60 Three Women 1907-08

sacks of colour bring evervthing to the picture plane, butit must have
been apparent that this was a terminal position withimn the means of

the "Negro® styvle. He dropped it immediately, and m three or tour
ficure pieces attempted to consohdate volume rather than surtace.

We find this in the Barhier (almost a ludicrous picture). the Large 61,59
Dryad, and the Three 1Women, which was not timished unal verylatein 60
1908 and may have been begun betore the other two. What helped
Picasso. though. much morce than any of this, was pamting landscapes

at La Rue des Bois in the summer ot 1908, In these pictures and the
subsequent sull-lifes one is mostaware that Braque's sceadier example

had brought Picasso back to Cézanne.
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61 Bather 1908

In 1908, Picasso gave the famous banquet m the Batcau Lavorr in
honour ot the Douanier Rousscau, a disorderly occasion. filled with
manvaise foi. attended by the Steins. Marie Laurencin, Salmon, Jacob.
Apollinaire, Ramon Pichot, Braque and others. [t 1s often said that at
this stage Picasso was mtfluenced by the naive vision of Rousseau, and
that the Rue des Bois landscapes owe something to his uncon-
ventonal simplificanons. It 1s thought ot as another type of
‘conceptualizatton”. But a naive view of a landscape does not
necessarily conceptualize 1t; and even itit did, where then is the gam
to the preture? And if ths was a real imfluence, does that not
presuppose that Picasso would not have taken the step of simplifying
clements such as trees and houses by himselt 7 However much Picasso
enjoyed the Douanier’s paintings, with their cccentric qualities, one
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teels that the affiniey was fargely social. Picasso and Iis friends were
taken wich the personaland pictorial mnocence of this old man troma
previous age {(tor Rousscau was a contemporary of the Im-
pressionists), and enjoved ns pretensions to high arts they were
amused by his unsophisticated rehandlings of salon machines (tor
many of his panuugs, even those which seem as individual as the
marvellous Sleeping Gypsy. were in tact reworkings ot academic
paintings he had seen the vear betore) cand they liked the idea ot narve
art as the new folk poctry of the mdustrial airy. But there was much
cquivocation i therr attitudes. Apollinaire, for instance, was wrting
cutting criticism of Rousscau in 1908, the vear of the banquet: ‘[he]
knows neither what he wants nor where he s going. . . One s
irritated by Rousseau’s tranquillity. He has no anxietics; he s
contented but without pride. Rousscau should have been no more
than an arusan.” Picasso guved him. The Douanier’s (Apothnaire
mvented the mickname) remark chat he was the master in the
‘modern’ seyle, Picasso m the "Egypuan’, illustrates what a gap in
comprehension there was, how one-sided m terms of sophisacation
was the relationship between the old cecentric and his young fricnds:
and 1t demonstrates too the gult between the new tine art, deeply
meditated, and the tortuitous, happy success of the amatceur.

It nmght as well be acknowledged chat just here. i chis lack ot a
dialogue berween primnuvisim, naivety, amateurisim, sophistication
and innovation, there s a final break between the avant-garde and
dertvative or margmalartists. A ught communal situation some vears
betore. i the group around Gauguin, had adumbrated some of the
pressures which lead a selt=consciously advanced group of artists to
solation and a high sense of purpose. Yet those artists, or a good
number of them, had been essentially romantics, where the Cubists
were not: they had been conscious of their camaraderie almost as an
artistic value. while the Cubists were not: and the situation at Pont-
Aven had been curiously open to amateurs, while Cubism would
always exclude such a rapprochement.

The Cubist years before the First World War most decisively
wsolated the avant-garde as a separate enterprise. of no conceivable
interest to the bourgeoisice, to the common man, or for that matter to
lesser artists. It became ¢hast. This has troubled many commentators.
and some artists, who tind the chought of an ¢lite culture disagree-
able: but it 1s nonctheless a tact. The extreme contrast between the
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high quality and occultauon of Bragque's and Prcasso’s work during
the next decade and the thousands ot lax, attenuated or stupid pictures
made atter their example s evidence enough of the gap. Léger and
Gris were the only two artists who managed to join Cubism and at
the same time reman thoroughly mdependent pamters, and they had
to do so by expunging all themr previous artistic expenence. Other
artists who were m the Cubist circle trom an carly stage of the
movement, Jike Derain and even Raoul Duty, very soon had to
reare: the pace of inmnovaton, Cubism’s emphasis on achievement
rather than accomphishment, were too much for them.

Duty, mn the summer of 1908, accompanmed Braque to a tamous
Cézannian site. L' Estaque. Braque pamted Cézannian landscapes
there with much contidence. so much so that - while the influence of
Cézanne 1s deeplvin these pictures = he was not making them betore
the motif. Picasso was at La Rue des Bois: cunously, although he had
not painted trom nature for two vears or so, he did so now. though 1t
1s not clear that any single painting was totally produced in this way.
It was surely Picasso’s mterest in fathoming Cézanne that led him to
work m this tashion, and the preponderance of landscapes, not usually
a part of Picasso’s repertoire, confirm this. Picasso now introduced to
some of his paintings a significant techmque which derived from a
study of Cézanne. This was passage, by which the detinition of any
object in fictive space was chded, merged with contiguous forms on
the canvas with which. it the space were real, it would be n a
relavionship measured by depth. Braque's pamnting at L' Estaque
showed a similar interest m the method — and probably a more
advanced interest, for Picasso did not open his drawing as much as
Braque. In a paiung fully regulated by passage, drawing would of
course tend to disappear, since any closure of the contours would
militate against the brushy melding: but Picasso’s firmer graphic
sense, as well as his sculpeural sensibihty, fed him to athrm volume-
defining contours however much he was using the example of Céz-
anne to bring all the elements of his pamung up to the picture plane.

In cthe sull-lites pamted at La Rue des Bois and on his return to
Paris. we find him attempting the Cézannesque depiction of truits
and fruit-bowls: but one of these bowls has a remarkably undulating
rim whose depiction is therefore the more obviously contoured. In
this painting, the Bowl of Fruit, Picasso adopts Cézanne's strategy of
poring over his subject from an unusually high viewpoint which then
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tilts the plane of the table up towards the surface plane of the picture.
Again, ditferent objects are observed trom different angles, so that
contradictory perspectives are combined m one painting. This should
be thought ot as a more definite. more deliberate casting ot the way
that Cézanne had moved around objects in pamnting them. and had
altered the painting in order to relate one part of 1t to another.

62 Bowl of Fruit 1909
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3 Cubism

[T wAS IN THE AUTUNMN of 1908 that Cubisin was christened. Braque
had brought a good number of canvases back from L Estaque, and
decided to show them at the Salon d"Automue. He did not yet share
Picasso’s distaste for mixed pubhc exhibiuons. Some of the paintings
were rejected by the jury, which included Matisse; Braque withdrew
all of them and showed them together at Kahnwetler’s. Braque

maintained to the end of his lite that at this time Matisse had spoken ot

petits cubes in his paintings, and that this deseripunon was appropnated
by the critic Louis Vauxcelles and made current. Braque and Picasso
were not vet the close friends they were to become, but they must
have talked a lot that winter, and certainly they looked at cach other's
work. It was apparent that during the months that they had been
apart their panting had become closer, and that i L' Estaque and La
Roue des Bois they had separately been examinmg the same problems.
It is remarkable that the same thing happened while the two panters
were out of Paris in the sumnier of 1909, this time for longer periods.
Picasso was away trom May to September. He staved i the small
Spanish town of Horta de San Juan, and there he produced two
Important series of paimtings, of landscapes and tigure heads.

The most beautiful of these landscapes of 1909 is The Reservoir. 1tas
a picture which serves to detine the first phase of Cubism: the so-
called analvacal phase. Passage 1s now used as a coherent prinaple
throughout the painting. not in some parts of 1t. T all the houses and
in the (very Cézannian) form of the reservoir at the bottom of the
picture, there is no longer any feeling that mass s bemg represented as
mass, but rather that the facts of the visuahity of the village are
transtormed nto shitting and merging planes, that everything s
being dissolved. There 1s an illustrational way in swhich this s
cmphasized. for all that we see in the reservorratselt as notonally the
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64 Two Heads 1909

reflection ot the houses above 1s i tact represented m continuous
planes. as though the point where we ditferentiate between verticals
(house walls) and horizontals (an expanse ot water) had been totally
negated. Toadd to the tactile and uncquivocally pamterly nature of
this representation, the sky is painted 1 sohdly rather than acrally
(Braque had done this too). and the method used to paint the houses
torbids us to read any space between them. The palette here.as with
all the Horta landscapes, now becomes most characteristic ot carly
Cubisimi, dommated by buths. ochres, grevs and browns. The
dissolution of houses into ambiguous relationships, the making of a
fan-like perspective that opens out where tradinonal painting would
have closed it. the persistent tlting of planes towards the surtace of the
picture, all make the painting centrally importantin the development
of carly Cubism.

This 1s less the case with the other type of picture that occupied
Picasso during his months at Horta. the paitng of the human head,
tor faceting had not ver become suthciently autonomous to carry the
sort of rearrangements of the head that Picasso was making: the
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psychological potency of the human tace was too strong. Picasso.
alwavs more attracted to the figure and to portraiture than was
Braque, found it hard to give up the representation of the human, as
perhaps it would have been wise to do, and the attempt to give new
forms to the head was a preoccupation of the Horta period. Many
drawings, gouaches and oil sketehes attest to the way Picasso tried to
reduce the face to various sculptural components: sometimes, carly m
the summer. with reterence to a kind of hacked. wooden develop-
ment of the heads in the Demoiselles: later, as m the Tiwo Heads, with
curiously scalloped lines. These are clearly expernuental sworks.

The persistent attempts to paint Fernande in a new way werce best
achicved in the Woman with Pears, where the discoveries of The
Reservoir are made more clenched, more ast they had to do with a
struggle for expressing, realizing something. At tirst sight, this mmght
seem a disagrecable portrait, for Fernande's neck and shoulders are
tugged round towards the picture plane and all the rounded meadents
ot the face, the chin, nose and high torchead. are cut with hewn
angles, as though 1t were Picasso’s mtention to make the sculptural
quality as angular as possible. Traditional portraiture, famous tor its
dependence on the eyes and the mouth tor revealing character, s here
Japped down. The eves are heavy rectangles, the mouth coarsely V-
shaped. The aggressive nature ot the painting, often said to be a search
tor analysis, can hardly be explained by merely asserting that 1t part
of a desire to display all available mtormaton. Picasso and Braque
were concerned with managing ditterent aspects ot a torm mto one
image, certainly: but this was hardly the whole ambition of the
painting: enough was known about what things looked like already.
It had a function as a mechanisim to expand the number of things that
one could do to depiction as a tunction of pammting rather than as a
report on the real world. But carly Cubisin could not expand on this:
portraiture was too mtimate o mode. Fernande's portrait 1s more
relaxed and more pamterly i the less essenual parts of the picture,
away from the faces inall the passages, halt scoured. halt futted. in the
lower part of the painting and its slate-grey top. in the still-lite and the
curious impulsion of the bottom part ot the green curtain -~ an
idividual diagonal common in Picasso around this time which
comes straight out of Cézanne. Woman with Pears does notachieve the
wholeness of The Reservoir. though it s a far more determmed
painting ; and it scems that a sull-hte, strangely the only one known to
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65 Woman with
Pears 1909

have been painted at Horta, has the best resolution of everything that
was discovered that summer.

Late m lite Picasso confirmed that this important pamting,
previously misdated, had m fact been exccuted at Horta, and he
cluadated —asindeed 1s necessary - the content of the picture. Itisofa
botijo, mn the shape ota cock. Thisis a ceramic drinking vessel. Tes spout
15 the cock’s head. and this can be distinguished in the upper right-
hand arca of the picture. To the right of this and a little below is the
stll-wrapped copy ot a newspaper which had been mailed to Picasso.
More legible 1s the glass with a straw between the newspaper and the
botijo. and the diagonal towards the left of the picture represents a
decoranvely cut liqueur bottle. The very illegibility of these elements
suggests that Picasso had passed some kind of tronter. that he was no
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66 The Botijo 1909

longer at atl interested wn the “analysis” of the subject as having a pubhe
dominance over the substantive taces of the picture wself. The result.
compared with the WWoman with Pears.is a kind of iberation trom the
demands previousty held to be applicable to a pamnter’s talent for
observation — as if the demands were now being made ot the
spectator. The Botijo is a little smaller than the Woman with Pears, by a
couple ot inches, andis rather more cohestve overall. it only because it
does not attempt as much as the previous paiting (which after all
icorporated a table with a sull-lite distantly beyond a background
already mdicated by curtaining). Some of the aggressive aspect ot the
IWontan with Pears is now transterred into the actual attribute of the
pamt, the facrure, rather than residing in the relanionship of the means
to the subject matter. The picture has green as the donmimant tone, but
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this 15 cut chroughout halt the picture with a sheeny, metallic grey
which s strangely surtace-holding and appears the more literal
because of the denial ot the usual use of such pamt, which is to convey
light retlected from metal. This emiphasizes the tact that Cubism had
now dispensed with a regular source ot light, and that the use of
chiaroscuro m some of the Horta heads had been superseded.

However, chiaroscuro did reappear for a ume i the pamtngs
made i Paris immeediately atter che return from Florta. Cubism wasa
coherent and progressive movement, to be sure; but within its
development there was a tendeney to shitt between the literal and the
representational that does not neatly ve m with the view that it
proceeded towards an ever-inercasing abstraction. One way in which
Cubism now developed, trom late 1909 or carly 1910, was simply n
the dircction ot a more knitted complexity, just i the sense that there
were more mterrelated parts to the pictures: and dns did not
necessarily go hand 1 hand with a more conceptual comphcaton.
Previous Cubist paintings, even when they had a meditative and
gentle character. like the Reservoir, had usually been bold, unatraid to
parce things down and make blocky statements. Analytcal Cubisim
now became increasingly complex, with many adjustments to the
colour, the touch, the structure of the painung, and to 1ts general
status as a transcript of the outside world. The legibility of the
pamungs now becomes problematic, but 1t 1s noticeable that the
extent to which normal objects might be discerned within che picture
scems to have worred the commentators much more than the arnsts
themselves, and chat it was the commentators who made an issue out
of the “accessible” paintings as opposed to the *hermetic” ones. This s
the reason, perhaps, tor the popularity of Picasso’s portraits within the
analytical period, and the relative downgrading of his vital work at
Cadaques a hittle later. For the painting at Cadaqués was determinedly
abstract, while the question of legibility, most acute i the pamting
of portraits, had been accommodatingly explored in at least four
paintings: that of Fernande at Horta, with the sull-lite of pears ot
that of Fanny Tellier, and then those ot Ambroise Vollard and D.-H.
Kahnweiler.

The portrait of Fanny Tellier is perhaps more properly known as
Cirlwwith Mandolin, since, although 1t was painted from lite (unal the
model tired of 1t and gave up), it has no pretensions to being a
recognizable portrait, and i fact may well have been mspired by a
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Corot, Womar with Toque. exnbited at the Salon d"Automne a few
months betore. Perhaps because Picasso was also thinking i terms ot
a painting precedent - and he would have heard much trom Brague
about Corot’s tigure picces - there s not the same tough attempt 1o
enforce possession ot the subject that s visible m the Horta picture ot
Fernande. The Girl with Mandolin is by contrast Ivrical and restrained.
This s n part to do with the lessemng ot the sculprural impulse. no
doubt: but 1t also indicates that Cubism as 1t now stood was
suthicienty evolved to allow Picasso some case and tiexabihey @ what
he painted was not so much in the service ot a programme. Girl with
Mandolin is one of those paintings one occastonally tinds at a pomnt
within the development of a major stvle where the artist can relax
cnough to let the stvle carry i, Certamndy, we may have this
impression because the painting was not fimshed: and 1t might well
have become more dense, more graphically unitied. and wath a lot
more paint on it it Picasso had pursued it turther: in which case one
might not have had the gentle brushwork, the sandy tan colours and
cool blue-grevs.

o e - e ——
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68 Wilhelm Uhde 1910

69 GLORGES BRAQUL
Violinwith Pitcher 1910

Soon after this picture, the Cubist method became more re-
cularized, and at the same time more fragmented and ambiguous, in
the portrait of the German art eritic Wilhelm Uhde. The drawing is
nuch more prominent: line after line, stepping progressively or
contradicting and halting some other direction, takes precedence over
the planes which those hines delineate. This was painted during the
period it took to produce a far richer portrait. that of Vollard, which
was begun in 1909 and fimished in the spring of 1910, It is a virtuoso
painting. but not only because of its extremely complex structure. s
variety of application, the concinnity with which it presents so many
planes none of which can necessarily be regarded as in front of or
behind any other. It is also a virtuoso painting because of the way that
it holds the balance — as no previous Cubist picture had been able to do
— berween the increasingly autonomous and abstracted nature ot the
way that the painting was made, and its quotidian referents (it Vollard
may tor the moment be so deseribed). Some eritics are mchned to
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70 Ambroise
Vollard 1910

stress the representational aspects: butaf we were to appreaiate the
picture because it exists ‘on the knife-edge between art and the known
world”, then we should be tully justitied in demanding more data
about what it represents. Often this information is provided: for
instance. Vollard is said to be examining a work of art in this portrait.
But to regard the painting merely as a representational one that has
new means of representation s absurd.

The Vollard portrait posed problems for Picasso. and the major
one was that this was not a picture that could be repeated.
Significantly, he turned to Braque, as he had not done betore, and the
two painters must have had long talks before Picasso lett. i the
sunimer of 1910, for Cadaquds, a small fishimg port on the Catalan
coast. Braque's carly Cubist masterpieces, Fiolin with Palete and
Iiolin wirlt Pircher. were in progress at the same time as the Vollard
portrait. In some ways these paintings were more advanced than
Picasso’s Vollard or Uhde portraits, which might now in one respect
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appear retrograde m contrast to The Botijo. Braque's recent works
were more truly conceptual: they were about pamung as the
subject, rather than painting as what one made out ot other things.
This was because of their relatively neutral subject matter — for
Braque would never have exchanged his common still-hite objects for
the powertul personalities of Vollard and Uhdce — but more because ot
their pamterly character. The drawing in Picasso’s Vollard portrait s
more important than in Braque's Fiolin and Pircher. To look at them
both is to teel that the Picasso 1s choppier, and too much concerned
with its appearance as a pamting of something represented. while
Braque's clisions give more the teeling that his work exasts within a
painterly continuum. It is less sculptural and more surtace-regarding :
Braque had a long-standing ambition to be able to paint space rather
than indicate it. Picasso once said: "Cubism 1s an art dealing primarily
with forms’. while Braque attirmed that "what espeaially attracted me
and what was the main preoccupation ot Cubism — was the
muaterialization of that new space which T sensed’. Furthermore,
Brague's panting announced that what had become a latent
characteristic of Cubism might now be claimed as a principle of the
stvle. that its means of representation were relative. not absolute. At
the top of Braque's new pictures were illusionistically painted nails,
casting ‘real” illusionistic shadows: in one of the paintings this nail
supports a palette which 1s hung on the wall. It was a more conceptual
approach than Picasso’s. at this date, because Braque was thinking
about what art is like rather than what can be impressed into art.
Picasso responded to Braque's new example m characteristic
tashion. At Cadaqués that summer he pushed hard at Braque's sull-
lites i order to make something sall more abstract: and some of the
work he did there has an extrenmist flavour to 1t The Cadaques
paintings arc on the whole upright. as were the Brague sull-hites. and
they begin to take an anti-sculptural view of the human figure. It is
not now expressed volumetrically. as at Horta, but in terms of Tonger
lines (longer than in the portraits) which mark out the general teatures
of the body. or something like those general features: these hnes then
serve, imtially, as a framework for the interacting planes which make
up the picture. In this was the beginning of the full maturity of the
Cubist armature. the mternal scaftolding of analytical Cubism:and in
avery beautitul charcoal drawing from Cadaqués we see quite clearly
how 1t originated. Despite the self=sufficiency ot the drawing onc
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recognizes some ot the same teeling tor the body that s . tor
mstance. the strated ‘Negro™ painting Nude with Draperies. Yet this
drawing 1s much more developed, and quite without the strain or the
tebrile tension which characterizes that picture.

Some people have felt that che tendency towards abstracton i the
Cadaqués pamntings worried Picasso, so much so that he retreated
trom the positton as soon as he returned to Pans. Kahnwetler m g1 s
had something more meeresting to say about this: "Much more
nportant, however, was the deasive advance which treed Cubism
from the language previously used by pamntng. This occurred m
Cadaques ..o where Picasso spent his summer. Dissatisfied even atter
weeks of pamful struggle, he returned to Paris 1 the tall widh his
untmished works. But he had taken the greatseep. Picasso had pierced
the closed form. A new technique had been mvented tor new
purposes.”

71 Drawing 1910




72 Nude 1910

74 Daniel-Henry Kahmwetler 1910 >



When Kahnweiler says that Picasso had “pierced the closed form’
he means that the looming sense of volume so apparent m. sayv. the
Vollard portrait had been replaced by a continuously shallow
pictorial seructure. It is signiticant that the canvases were unfinished.
They may have been completed on Preasso’s return to Paris. But
certainly a number of the paintings that are securely datable to the
Cadaqués period are unachieved, even it tully worked. tt looks as if
Picasso had dithiculey in making the transinon trom the kind of
drawing he was doing there to the tully worked canvas: chis dithiculty
lay in the abandonment of closed form in tavour ot a planar structure.
The Albright-Knox Nude shows this, and its seems clear that the most
satisfactory works from Cadaqués were paintings ot colummnar nudes,
where lateral expansion was not a problem, and ctchings, which
could make play with the new armature without worrving about
how this would be developed into a more substantial pamang. It
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scems m fact to have been Bragque who tmmediately substantated
Picasso’s tigure-based armature, in one of his rare figure paintings, the
Homan belongimg to the Carcy Walker Foundation: this painting
must have been begun atter Picasso returned from Cadaques, and it is
amore “abstract” panrting than any Braque had produced before this
date.

Clearlv, we are now quite near to a totally abstract art, and 1t 1s
with some plausibility that the portrait of Kahiwaler, which Picasso
painted on returning to Parts trom Cadaquds, has been desertbed as a
retreat from a dangerous position. It s rather more schematic than
one would expect, and even shightly rnigid i some arcas. Ie also
mtroduces what are known as ‘kevs” which establish the sitter’s
identity: that is, personal and attributve details which are rendered
more naturalistically than the rest of the painting : Kahnwetler's nose,
hands, watch-cham, and the sculptures behind hin. While there is no
particular reason to applaud this tactic it certainly demonstrates that at
the mception of high analytical Cubisim Picasso sull felt it necessary
(cven it only in portraits) to show a decent concern with the facts of
the world.

This i no way proves that Cubism was a realist art. however, since
1t 1s plan to all that Cubism 1s the least realisue representational
painting one could imagine. Since. however. the individual paintungs
began with objectness. the interest always Jay i mamtaining a radical,
scarching reladonship between what we consider to be pictorial and
what we visually know. This is not a reahist attitude. Yet the public
atfirmations of the artists and their associates often stressed that the
movement had realist objectives. or realist points of departure.
Courbet was claimed as a tather of Cubism by Apollinaire and then
by Gleizes and Metzinger (in their Dy Cubisme, the tirst book on the
subject). Picasso continually reathirmed realist intentions (and he was
obtusely hostile to abstract art throughout his life). Braque declared:
“when the tfragmentation ot objects appeared m my pamtng around
1910, it was as a technique tor getting closer to the object’. On the
whole, the subject matter of Cubism became more substantive as the
movement developed: the pictures are mainly of bottles, glasses,
pipes. guitars, packets of cigarette papers - the most normal objects to
be found in the catés and studios of Montparnasse. these later
augmented by the ordinarimess of the theatre bills and newspapers
that were used 1 collage. However, a democratic subject matter does
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75 Fruit and
Wineglass 1908

not m itselt argue for a reahst art, and on the whole question it 1s
necessary to bear m mind the distmetion made by Douglas Cooper:
“The basic mtention of Braque and Picasso in creating Cubisim was
not merely to present as much essential mformation as possible about
figures and objects but to reercate visual reality as completely as
possible ma selt=suthcmg. non-imtative art-form.”

[n 1910 a distnct advance was made by both artists m another
important technical aspect of their art: the nature and quality of their
apphcation, the way that the paint was actually put on to the canvas.
Both Picasso and Braque began to develop a handling that was more
subtle and varied than cither had previously achieved. n carly 1910,
and even with the evidence of marvellously assured pantings by
Picasso such as the Fruit and Wineglass. one would have said that
Braque's handhng was the more delicate. the more suave. the more
nuanced. But there is good reason to believe that Picasso now took
the fead i chese matters. He began to feel that the attention elicited by
a painting should now reside i its tacture. close to. rather than i any
boldness of address. This s a major reason tor beheving in the
importance of the stay m Cadaqués in the summer of 1910, It was not
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an extremist interfude. Tt was a ume when a radical atutude to the
figure was alimost absorbed by a sober rencgotiation ot the way that
artists  the previous titty or sixty vears had put the paine on. The
signiticant thing about the new brushwork is that, while it is not a
synthete amalgam of previous examples, its tessellated, chopped and
layered manner comes trom previous painters — Impressionists and
Neco-lmpressiomsts — i whom (with the exception of Cézanne)
Picasso had shown no previous mterest. In view of the tact that
Prcasso 1s never an artist in whom we find much fascination with the
texture of paint as such, this 1s a remarkable departure. Yet, sice the
mmportant thing m Cadaques was to chnimate mass and volume in
tavour ot a shallow surface, 1t was inevitable that Picasso should turn
to those artists whose apphcation was non-sculptural, and this mcant
atmospheric painters. The atmospheric connotations i the brush-
work ot the Cadaqués pertod. combined with the use of non-
atmospherie colours, give an mpression ot airlessness that underlies
the use of the term “hermence Cubisim™

William Rubin has suggested origins for Picasso’s new apphcation
of paint i "Signac’s basket-weave vartation ot Seurat’s points™; but
this perhaps overlooks how many other precedents there were,
particularly in the dabs and pats of Cézanne. Most often, individual
brushstrokes are now put down, brick-like. in cchoie parallels to the
cdges of the pamtng and the horizontal/vertical structure of the
armature, and these strokes modulate ' transparency, size and
viscosity with such an unlocked relationship to cach other, within and
bevond the facets, that they have the etfect of gently and meditatively
ammating  the surtace ot the painting. holding that surface or
submerging some ticave identiey withim i, This 15 done with a
wonderfully tine and varied touch that was never quite attained by
Braque. This virtuosity accords with the generally small size of
Cubist paintings. and it speaks of a tineness of control which 15
essentially from the wrist: a tavourite posture ot Picasso’s, always,
was to pamnt hunched over a canvas that was propped at a ult away
from him on a low table. We should note that Picasso’s touch ac this
ume — which has never been suthiciendy applauded — was not
transterable to any of the Cubist imitators or followers. Though it
comes out of the Impressionist period, itis a great deal more structural
than that of the classic Impressionists, and though 1t takes much note
of Cézannc's constructive application ic differs too from his touch, in
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that 1t is rather fatter, 1s both freer and richer, and can work itself
nto a featheriness that i quite ahen to Cézanne.

Braque responded to this new applicanion, and the more generally
planar structure — Kahnwetler's “prercing ot the closed form™ - in two
of his pamungs of late 1910, The Table and Female Figure, and from
this time on the painting of the two Cubists 1s at its closest. The
pamters were at therr most mumate when the art had arrrved ar what
15 broadly regarded as ats most ditticult and inaccessible point. There
were obvious advantages here tor both men. It meant that the
extremely arcane new pamung, way bevond anvthimg clse being
donce in Paris, had a totally comprehending and appreciative audience
ot one other person. which was enough. This in part explains the
uniqueness ot high analviical Cubism — the one Cubist phase which
was not mmitated by later and lesser arnsts (or was the least imitated,
and then by odd people like the Czech pamter Benes) — and the
raprdity with which Braque and Picasso developed. There 1s no sign
that cither of them needed anything but cach other’s artistic company
m this enterprise. and every sign that they were dependent on cach
other. Braque later recalled that they were like two chmbers roped
together ona mountain,

In contrast with the overall rapidity of the development between
1907 and 1914, high analvtical Cubism was an extended period.
rather more than a vear during which there were no tundamental
changes m the sevle. Perhaps this accords with the sull. meditatve
nature ot the paintings, and the sense one has thac they are quite
unconsaous of anything outside therr creators” companionship. But
there were certam innovations that vear within the terms of the stvle.
An oval tormat now became quite common. It stressed. by reason of
1ts deviation trom the rectangular norm, that the Cubist picture was
an object rather than a representation. And 1t helped with the
problem of what to do wiath the corners of Cubist paintings: they
always tended to peter out because of the use of an internalized
armature which did not reach the frammg edge. While a round shape
would have been so assertive as to demand that the internal elements
echoed the shape of thar dommant pertmeter, the vertical oval
format manages to scal oftf the hikelihood of three-dimensional
lusiomsm while suttavording a decorative identty. Horizontal ovals

which would have been more hikely to carry within them
mdications ot deep space, horizons even - are swrictly contined to
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table=top subjects: most of them are Braque's. The tirst tme that
Picasso made a honzoneal oval was with his tirst mtroduction of
collaged clements, and then he stressed €he object=-like ambitions of
the work by traming 1t with rope.

By 1o12. 1t not betore. Picasso was making cftorts (some less
tentative than others) to reintroduce colour to the Cubist palette. The
Iiolin, Glass and Pipe o a Table of tg12 has cmphatic red aceentsand a
pretey large plane of a saturated blue. This dehiberate muroduction
mto high analyacal Cubisin ot something that did not have much
chance of jeling mtoats generally monochromatic structure certainly
presaged some aspects of collage m syntheae Cubisim: but mean-
while, stll within the terms of the high analvucal sevle, Braque had
meroduced somethmg which was to lead out of the style with a good
deal more finesse than any sudden return o colour. Braque began to
put lettermyg on to the surtace of the pamtng. The first prcture in
which this occurred was The Portignese of 1911 Braque stencilled
some figures and the letters BAL on to the picture. To a greater extent
than with his depiction ot an illusionistic nail the vear betore, Braque
now asserted the autonomy of the ‘rablean-objer”: the gult between art
and reahty, the tactuality of the pamted surtace. and 1ts nature as just
that, notasa transeript or a report on nature. As Braque said, thinking
as ever of picrorial reality, “as part of a desire to come close to a certain
sort of reality. m 1911 Imtroduced letters into my pamtings’.

Picasso tmmediately adopted this suggestive and  declarauve
mitative, and i one respect at least with more enthusiasm than
Braque. For Picasso, always a lover of puns, disguises. camoutlage.
double-takes and ditterent or contradictory wavs of representing the
same thing. revelled n the way that letters and words now allowed a
complex of messages and assoctative private references. In one case at
least the wording was almost totallv private. This concerned Picasso’s
new mistress, Marcelle Humbert, known as Eva. Prcasso wrote to
Kahnwetler that he loved her very much and that he would write 1t
on his pictures. In fact the words Ma jore appear on the canvas. Thas
was a popular song m 191, and Prcasso at the ime used the phrase asa
fondling name for her. Porerarture as such had been excluded trom
Cubism since the Kahnweiler portrait, so if the picture 1s “of” Marcelle
Humbert (there 1s in tact a woman with a guitar m the picture, or the
armature appears to be constructed from such a configuration) then
while sheis notatall recognizable, the “keys” used are now both more
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77 Absinthe Glass, Bottle, Pipe and Musical Instruments on a Piano 191011

semiologically exact than in the Kahnwetler portraie, since they are
words, and psychologically impenetrable, since their referent s
detinable but not recognizable by these linguistic means.

Though Picasso continually played with such matters. the in-
troduction of lettering into the picture was above all a pictorial
concern, and the letters often seem most apt when they echo the
ambiguities of Cubist pictorial structure. Once only, stencilled letters
form part of a long horizontal shape, with the effect of wrenching the
trail skeletal armature back up tront and away tfrom its tendency
towards a vertical vagueness: the one painting of 1911 which is like
this may be solitary because so many other things now seemed
pﬂ\\iblc.

The meroduction of painted letters was soon followed by the
mvention of collage: however, it was Picasso’s definite recollection
(towards the end of his Iife. to be sure) that his first collage was
preceded by the first totally Cubist sculpture. The Guitar. According
to Douglas Cooper, who knew both arusts, Braque began making
cardboard modcls of objects. Picasso followed him, but did so because
hereahized - as Braque did not - that there was now a great possibility
of Cubist sculpture. Braque's models (it is reasonable to call them
models rather than sculptures because cheir intent was circumscribed
by thar usctulness in working out paintings) were all lost or
destroyved. Picasso, however, transtabricated one of his cardboard
magquettes into sheet metal and wire, and thereby effected a sculprural
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revolunon.  All previous sculpture had been aicher carved  or
modelled. It had been reduced trom a block larger than the artifact by
carving. or 1t had been mduced by modelhimg. buile up from endless
supplies of wet clav. Furthermore, sculpture had always been based
on the human figure. Astonishingly, Picasso’™s Guirar was the first
sculprure that was defimtely a sall-hite, and 1t was the first occasion
when sculpture had been made by putting parts together as opposed
to the mductve or reductnve methods of modelling and carving.
Prcasso sheared up ditterent picces ot sheet metal to make them
correspond to the planar outhnes ot a gumtar: then he clamped them
together. While the piece s very near to a guitar, and indeed very
hike a model of a guitar, the obdurate nature ot its matenal, so
mappropriate to the subject and so unhike previous sculptural media,
pull 1t nght away from the status of 4 model. Te is i fact a
breakthrough, a single radical step that at one stroke changed che
naturce ot sculpture for ever.

78 The Guitar 1912
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Tur arvature of high analyuical Cubist painting had tended to be
pyramidal, and thus to settle at the base of the picture. a tendency
apparent (and more apparent in Picasso than in Braque) simce the carly
Cubist painting of the reservoir at Horta. As the pamtings. trom the
summer of 1910 onwards. became more remote. with chat alootness
from any speculation about extra-pictorial reahty. this pyramidal
tendencey was counteracted by turther use of the oval tormat. The
Pointe de la Ciré and Man Smoking a Pipe. both of 1911, and The
Architect’s Table ot 1912, all dematerialize the stability of solid pictures
in just this wayv, and there are similar paintings by Braque. But.
certainly for Picasso. this came to mean that the removed nature of
the pictures needed some kind ot jolt. The iconography ot The
Architect’s “Table — the T-squarce, the words ma jorie, Gertrude Sten’s
visiting card — had been absented from materiality by the subtleties of
the brushing and the infinitely balanced repetitions of hnes which
read as responsive only to cach other, checking, weighmg, balancing,
commenting, some like grace notes, some like jokes. Now, only a
month or two later, there was an attempt. in some far less beautiful
paintings. to clarify the reality of the objects depicted. This was
preceded by etchings by both artists which, in eschewing the qualities
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peculiar to brushed pamt, wolated the armature and stressed the
immateriality of the high Cubist conception. In the new pamtings,
theretore, shapes became noticeably Targer.and were more recogniz-
able. Stress was given to textural effects quite the opposite ot the soft
and dehicate prigment ot the previous months. Braque drew on his
carlier training as a peintre=décorarenr. and showed Picasso how to
inntate the graining m wood by means ot a decorator’s comb (and
then made a painted representation ot that kind ot effect. without
using the mcans by which it was ettected. in his Guitar of 1912). Both
men became attracted to a harder paint quahty, as 1t chis was an
alternative to colour, or an alternative to the extreme delicacy of their
work between the summer of 1910 and the spring ot 1912, Collage
and synthetic Cubisim were onginated. i arge part, as a definite,
dehiberate reaction trom che refinement of that kind of pamtng,.
Picasso first made a collage in May 1912, In a suall-life winch
appears to refer to a café scene, with a glass, a lemon and a newspaper
depicted in paint, he glued a picce of oilcloth that had been
commercially overprinted with imitation chair-caning. This was the
picture that he framed i a length of rope, and the incorporation of a
pasted clement was obviously meant to be a bold one, visibly bold;
the oilcloth covers nearly a third of the oval canvas. It was perhaps
because of his interest in sculpture that this step was not pursued for a
month or two. Then, after the summer when he had been
experimenting with three-dimensional models, Braque followed
Picasso’s example. The two artists were together at Sorgues, near
Avignon. Braque noticed in a shop window some wallpaper printed
i imitation of wood panclhng: apparendy he waited untl Picasso
had gone back to Paris betore he went mmto the shop to buy it. He cut
out three picces of this wallpaper and pasted them to the surtace of the
picture — they are irregular rectangles. not representing anything by
their shape, but only by their notational identity as wooden objects
and then made the picture representative i some way by ailling it out
with Cubist marks, in charcoal, to indicate sull-life clements. The
very absence of oil paint n this first of the papiers collés suggests
how radically, and suddenly. he and Picasso became opposed to the
traditional Aluidities and niceties of o1l paint. Only a few months
betore they had both been puttmmg paint down with as much
refinement and finesse as at any time in post-Renaissance art. But the
refinement had now shifted to one of intent, emphasized by the
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typrcally Cubist paradox that combined democratic materal = bies of
worthless things. rags. newspapers. wrapping papers - with a
haughty exploratnon of the nature of pictoral art.

When paper and other matter was pasted on to the canvas surtace it
was not merely to make a sophisucated Cubist game out ot the
ditterences between pamted reahty and actual reality. Picasso and
Braque wished to stress that sinee Cubist prctures could now be made
out of — almost hterally — anvthing, hiterally i tront of the prcture
surtace. then they could not be regarded with an eye accustomed
to the most pervasive assumption ot post-Renaissance art, that
pamtng’s means and ends were alwavs illusionistie. The substantive
reality of the collaged clements destroved traditional recessional
space. and did so the more because they were scarcely ever
representational as shapes unless, with Preasso, a turther double-take
was brought into play. But it was precisely the conceptual nature of
this development that necesatated a return. after about a vear, to the
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rich traditions ot oil pamung, while separatng the facient aspects of
collage mto Cubist scutprure. o a medium that by contrast had
lttle traditon behind i )

Throughout 1913, Prcasso and Braque were absorbed with collage,
with an absorpuon (espectally on Picasso’s part) that developed the
possibilities mherent in therr new discoveries by contunually plaving
on their contradictory and paradoxical aspects. But there were more
broadly formal imnovauons. This 1s the phase ot their art known
alwavs. whether collage 1s involved or not, as syntheuce Cubisme. The
deseripuon was most probably given its ornginal currency by the
brillant young Spanish painter Juan Gris, who had known Picasso for
some tme betore he himself began to paint in 1911, Wichout a
strongly pronounced artistic background, Gris very rapidly absorbed
the implications of Cubism’'s attachment to Cézanne, and as quickly
understood the point of collage. Synthetic Cubism 15 no more a
precise term than analytical Cubism. and when Gris used the word
synthesis 1t was with specitic reterence to an aspect of his own work.
Butin general the words have been taken to mean the construction of
new wholes atter the period of patient dissection of visual reahiey. The
main formal ditterence lay m the tact that synthene Cubism
mtroduced flatter and broader planes that could not be merged with
contiguous clements i a picture without physical overlapping, or
without the illusion of overlappig. The puntngs are now rather
more rapidly made. are htde concerned with the quality of the
applicanon of paint, and do not have that meditauve quahity of the
paintings of the previous vear. Thev are by comparison rather
ageressive works, though there 15 great serenity m those pictures
which are made from one or two pieces of paper and a very few
charcoal ines.

As one would expect, Picasso’s use of collage was the more
exuberant, Braque's the more sober and deliberate. Picasso evidenty
dehghted m the radical and subversive aspects of the technique.
Braque never made a picture exclusively out of collaged clements, as
Picasso did. This indicates not only that Picasso was thinking more
sculprurally than Braque but also that he had a restless need now to try
cvervthing mimmediately, as though it were a matter of urgencey. With
this switt and ruthless exploration ot everything that collage could be
made to do Picasso removed himselt very far trom any canonical or
normalized beauty. Whether or not the works were sometimes over-
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83 Man with a Hat
1912

Jocular i ther use of punmng reterences, a real oddness - a pecubar
deviagion from the normal — now enters Picasso’s art, a way with
picturc-making simultancously weird and jaunty. This especially
happens when the collage technique 15 applied to portraiture,
always a problematic genre within Cubisi. The Man with a Fatr of
December 191215 made of three picees of rectangular paper, two of
them from a newspaper, pasted on to the centre of a much larger
sheet. These torms are quite irrelevant to the shape ot the head. butare
overdrawn with pencil to give a likeness ot the human tace. These
charcoal lines, however, also have reterence to the abbreviated way i
which Cubist drawing of this date represented violins and glasses.
There arc a number of pictures hike this, One that does not have this
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quality of oddity is the beauntul Coup de thé, whose spare, tirm
charcoal drawing shows how cconomically Picasso could make
complex pictorial statements. Others, hike the Studenr with a News-
paper. are remarkable for the variousness of their elements. This
painting does not physically employ collage but does have large areas
which correspond to the way that paper was cut up. These dominant
clements of the design — tall rectangles that give the sense of bemg
splaved like cards from an axis towards the bottom of the painting —
are plaved against quite contradictory horizontal arcas, and against
lines that are rhythmically waved like enlarged wood-graining and
the painted letters trnal. The whole 1s surmounted with the floppy
shape of a student’s beret, where the paint 1s mixed with sand.
Synthetic Cubism, doggedly and laboriously copied by literally
scores of lesser artists, had two important effects on Picasso, one of
them long-term. In the short term it led him close to giving his art,
however brilhantly maintained, too much of a decorative identity.
The long-term eftect was that he never subsequently attempted to
develop his ideas of pictorial space. The decorative side of synthetic
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85 Student with a Newspaper
1913-14

Cubist painting was countered by pictures that began o look tor
some monumentahty. In these paintings the paper or pasted clements
were gradually ehiminated, or were stripped of therr paradoxacal
functions. In these pictures the use of a ncher range of colours, with
deep turquoises, more majestic reds and blues, is apparent. The large
Guitar of 1913 1s the exemplar of this late Cubism:itisa pamnting that
prepares for later monumental works such as the Man Leaning on a
Table and the Three Musicians. The difference between seriously

mtended works such as these and the more light-hearted pictures of

the same date marks the beginming of Picasso’s practice of simul-
tancous work n totally ditferent seyles, as tor anstance when
alternating his classical figures of the carly 19208 with sull-htes that
were made from a base m synthene Cubisin, Teas chis division m
Picasso which suggests that Cubism had now run its course. Even
without the outbreak of the Farst World War, which separated the
artists, Picasso and Braque would surely soon have gone in separate
wavs. In the late spring of 1914, at Avignon, Picasso and Braque
pamnted together for the last tme.
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87 Still-life in a Landscape 1915

For some, MOBILIZATION followed speedily after the outbreak of war.
Picasso said his tarewells to Braque and Deramn at the stattion 1n
Avignon. He himiselt staved in the town, with Eva, tor the rest of the
summer. In these months Prcasso produced a number ot pamtings
which are sometimes designated. atter Altred Barr, "Rococo
Cubisin™. This is stvhistically @ musnomer, tor there are no Rococo
clements m the work of this pertod, not in the proper sense ot an
clegant refinement of the Baroque (nor, m all Ins carcer, daes Picasso
show any real interest 1o the Rococo: even o the rose circus
couaches, the sophisticated style 1s much more mediated by Man-
nerism). Barr was looking for a name for something that was hght-
hearted ina way that previous Cubism had not been. that was vivid

there are a couple of Picasso paintings now of a starthing all-over
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green — and that had a decorative clement as pronounced as, or
svnonvmous with, the constructive one. However, the decorative
part ot these pamtngsis not particularly lincar, which is a prerequisite
tor the use of the word Rococo: and neither are the pictures
maintaimed by clegance. Sometimes, even, they are made to work by
a strangely jocular use of the fanx-naif, and that is a different matter
altogether. Occastonally in these months, Picasso made explicit a
previously cautious predilection tor supphng. whole tormal arcas of
the picture being ditferentiated tfrom the ground colour by a fairly
svstematic spray of dots of another hue. or of two other hues. Braque
did this oo, in his Borrle of Rinn of the same year, but it scems that
Picasso liked it more. The technique is often called “Poinallist’. as is
anyvthing with dots, but this is an maccurate term for what was
happening 1 the pictures. Pointillist technique had an all-over
constructive role, and also indicated recessional space. Picasso’s
stippling was essentially and exclusively decorative, and so courted all
the dangers of decoratve art.

When back i Paris in the autumn, tor instance, Picasso produced a
sculprure which s mall respects close to "Rococo” Cubism. Thisis the
tanmous Glass of Absinthe. Six casts were made trom the origmal wax
model. and cach of these casts, apart trom one which is coated msand.
has a ditterent kind of suppled treatment: red dots ona white ground.
white dots on a bluce one. and so on. The only substanovely common
clement is the real spoon which supports a replica ot a sugar lump.
The gay and ofthand nature ot ths piece. 1ts small size too, and 1ty
closeness to the Avignon paintings, ciiphasize that Cubist sculpture
had its origins in the lighter side of Cubist pamnting. There had been
too much of a gap between the Guitar of 1912 and the later
constructions which, though not securely datable. are most probably
from 1914. The Glass of Absinthe 1s the only free-standing one. The
others are designed to be hung on a wall. The Tate Gallery's Still-life
hangs a lictle meal on the wall. e represents a table on which are
pinned real gold tassels. This 1s set at nght angles to two non-
llusionistc picces of wood which correspond to the collaged
clements ina Cubist painting ; on the “table’ 1sa wooden shee ot bread
with wooden salami and a wooden knite and glass. Picasso made
several of these hitctde constructions. some of which have now been
destroved. Clearly he was not then interested - developing his
sculpture anv turther: he may have regarded it as a by-product of the
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89 Still-life 1914

88 Glass of Absinthe 1914

laststages of Cubism. a sevle that he wished now to develop into more
majestic, classical statements.

The supphng. the dots that had detined diserete arcas i later
svnthetic Cubism, can perhaps be seen to best advantage i the
engaging picture Sull-life in a Landscape, also panted at Avignon.
Here Picasso s delighting in the wav suppled arcas attach to the
surtace or quite on the contrary shde giddily away tfrom it. dehghuing
m the simulated textures of the boskage and the tongue-in-check.
poster-hike treatment of clouds. But the use of dots became
convincing only when the part of the canvas that they covered
became large enough or signiticant enough to be read as a diserete
arca that could be read abstractly. Picasso was begining to think m
these terms by the end ot 1915,
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There s a spectal development of late synthetic Cubism which
begins then and is contnued unul the Three Musicians ot 19247 1t1s of
pictures which have a broader scale than the average Cubist picture,
are quite large i size, and treat figures m terms of large Hat schennane
planes. An unhappy crcumstance was the occasion tor the first of
these pamntings, The Harleguin. Tn 1915 Eva, Prcasso’s mmistress tor the
last three vears, died ina hospital in the Parts suburbs. A letter of
Picasso’s to the Steins gloomily deseribes the long Métro journeys to
see her, and the ditheulty of workimg. though “nevertheless, 1 have
done a painung ot a harlequin which i the opinion of myselt and
several othersis the best thing TThave done™. The mood of the panung
is depressed and bitter. On an unditferentiated black ground are a
number of planes, pretey well unmodelled. alted against cach other.
with a colummar harlequin in the centre. Teis an unusual and risky
structure for a painting, and it works by contrast, in the way the white
planes dazzle out trom the black ground., in the way the bottom lett of
the picture scems so abstract, and 1 the painterly and rather tacule
way m which the block at the right halt=way up the picture.as treely
brushed around and then left alone, while the rest of the canvas 1s
more or less smoothly fimshed.

By far the grandest of the synthetic paintings of the war yearsis the
Man Leaning ona “Table, which must belong to late 1915, Teas a very
big picture indeed. and asserts its size ma towering way., especially
since it 1s composed of colummar clements which. though trontal,
stress the vertical, It is also, of all Picasso’s works since the high days
of hermetic analytical Cubisim, the one most likely to be read as
completely abstract. The stippling therefore has a more autonomous
look and, since this is a painting that makes one feel that the facture 1s
of importance, seems to have been done laboriously and deliberately,
while n the flatter planes of colour the paint scems to have been
slapped down quite rapidly. In tact chis kind of difterence, and the
constant changes between one column and the next. since they are
fictively in some kind of depth relanonship to cach other. makes tor a
kind of openness ma prcture that s otherwise locked together by
N1assIVe cngineering.

Probably from the carly part of 1914, Picasso had occasionally been
drawing naturalistically within the synthetic Cubist style, and in one
picce, the Still-life with Wafer, there 15 a very odd attempt to give a
precise description of the surface texture of a biscumt. Now, i 1915,
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92 Stll-life with Wafer 1914

Prcasso scandalized his mtimates by embarkimg ona senes ot works
which not only used ‘normal” drawing (which Cubisin had never
entirely excluded) but were totally exceuted na naturahst=acadennce
stvle. This was seen by some as a sheer betraval ot all that the new art
had fought tor. but Picasso was undismaved — espectally sinee he was
still pamting in a form of synthetic Cubisin (mainly: more com-
pheated planar pictures than the Harlequin). These drawings were all
ot male tricnds who were not arusts: Jacob, Apollimaire, Vollard and.
later, Diaghilev and the Tawver Sclisburg. Ina way, they seem hike
presentation drawings; for m part they are very highly worked
and ‘finished’. They have great finesse as well as resolution, and a
marvelous ikeness which s shightlyv ideahzed. They are said to havea
“pure” line which is remmmiscent of Ingres. Thisasall very well, but
point of fact a specific debt to Ingres s hard to find. and there are lines
and lines that Ingres himselt would never have dreamt ot These
portratts are not really classicist atall, tor that would have meanta tar
more regularized, Grectan and marmorcal stvle than we see here.
They are naturalistie, but do not attempt any uniey of thsh zand once
the mam outhine 15 done they peter out towards the edge of the
prcture. In the Jacob portrait is a most recogmzably Preassian mtenor.
and 1n tact the more one looks at these drawings the more clear 1t
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93 Max Jacob 1917

becomes that they could only have been produced by a Cubist. and
very close to the high Cubist pertod. Thisis notonly in the centralized
disposition and the handling of the space. butin many of the details.
throughout: in the shading, for instance. the armature-like placing of
windows and wainscoting, the purcly Cubist motit of the curved top
of the charr thatis visible under Vollard's arm.

The war years were not particularly productive for Picasso. Ot
course. this applicd to other artists too, even the ones who. like
Picasso. were not combatant. The ditticulties of the avant-garde were
compounded by the political uncertainties which led to the loss of
dealers, patrons and galleries. Kahnwetler. for mstance, a German
national, had been obhged to leave Paris. In the spring of 1916 Picasso,
who was not at all in lack of money, bought a house in the suburb of
Montrouge. Here he was visited by the young pocet and tashionable
cultural entreprencur Jean Cocteau, who had for some time been
comnected with the Ballets Russes. He had in fact worked witch
Diaghilevin 1912, and was now cager to organize a new and modern
ballet. which Diaghilev would stage. with music by Erik Satie, book
by himself and décor by Picasso. He later recorded his triumphant
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seducuon ot Picasso trom a more purely artisue hte: "Montmnartre
and Montparnasse were under o dictatorship. We were gomg
through the puritamcal phase of Cubism. Such articles as niay be
tound on a caf¢ table. together with a Spanish guitar, were the only
ones allowed. Tewas treason to paint a stage setting. especially tor the
Russian Ballet. Even Renan's heekling off stage could not have
scandalized the Sorbonne more than Picasso upset the Rotonde café¢
by accepting my mvitation. The worst ot 1t was that we had to mecet
Diaghiley in Rome. while the Cubist code forbade any travelling
except from the North of Paris to the South. trom the Place des
Abbesses to the Boulevard Raspail.”

Whether or not Diaghilev's ballet was nmproved, made more alert
and contemporary. by contact with the Parisian avant-garde. there is
no doubt that Picasso, for one, was damaged by the contact that he
had with the ballet. Tr 1s always pointed out how natural 1t was tor
Picasso. with his delight i the performing arts (ot the more popular
type, to be sure). to collaborate with a theatrical spectacle. This 1s a
major misrcading of the nature ot modern art, and even ifit were not,
the tllustrational circus period was sl twelve vears behind him. But
various things — the war. Braque's departure, the sheer impossibihty
of maitaining Cubism on a high level - combined now to slacken
Picasso’s impulse to make progressive art. He set to work on the ballet
with a will. caring as little about the eriticisms ot his fellow artists as he
had when they denounced the naturalisue portraits. In Rome he
worked on the ballet Parade with Satic and Cocteau and Diaghilev,
with such enthusiasm that he certainly imposed many of his own
extra-artistic ideas on his collaborators. In the ltahan capital he met
the Futurists. and got on well with Umberto Boccioni. He also met
his future wite, a member of the corps de baller. Olga Koklova, the
daughter of a Russian general. Picasso’s trip to haly also mcluded
Florence and Milan, but he was back in Paris by the autumn ot 1916.
Parade itself opened there in May of the following year.

Picasso’s artistic work tor Parade consists of painted leotards for
some of the dancers, the grotesque sculptural costumes tor the
Managers, the set, and the drop curtmn. The Managers™ costumes
were meant to tower above the normal human height and to have
national characteristics, French and American. The French Manager
had suggestions of the boulevards about him. the American looked
skyscraperish. Both were done as applied Cubist sculpture, but the
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95 American Manager (Parade) 1917 96 French Manager (Parade) 1917

American one s rather like the pamang Man Leaning on a ‘Table. Both
would be bad it they were considered as sculpture rather than
costume. Similarly, the sct tor Parade was made ot attenuated
synthetic Cubist motits splhit o tats.

I'he drop curtamn 1s more meeresting. [eis naturalisuc, and tollows
the general tradition ot scene painting i bemg tllusionisucally
charnnng. Picasso’s drop has manyv pamted curtains which act Iess as
repoussolirs or dramatic elements than as a cushioning embrace which
completes. to the periphery of the drop. the characteristic post-Cubist
space which he isuncuvely cmploved. Whatever the dav-to-day
expenence of collaboration with these theatre people may have been,
the drop curtain has nothing to do with the ballet Parade: not the sanmie
setting, nor the same characters, not the same tone. Teis wisctul, wiile
the ballet amied to be brash. It seems to have to do with Picasso’s
more sentimental visions of what thespian hte nught be ke, and to
that extent it harks back to the rose pertod. On the other hand. the
stvle 1s not at all ike that ot 19o4. Tt 1s a neutral theatncal naturahbsm.
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100 Drop Curtain ( Parade) 1917

Hattened with reterence to theatrical conventon, and rather too big
to be comprehendingly seen. Where, in detail, we see touches ot the
real Picasso, as i the Rococo-Cubist belt around the waist of the
figure on the tar right. this 1s just too large i size. and consequenty
too coarsened, to carry as decent painting. Nothing was solved tor
Picasso by inflation; but then at this point he was not trying to solve
anything. Everything is pleasant. There is a mare with a toal, a
ballerina. a monkey, a dog. a harlequin and other circus tolk. It has
gested that the curtain ncorporates portratts ot friends and

collaborators on the ballet: but this 1s not proven. and they had

been sug

famous taces, after all. Perhaps it is simply that once teels that there
ought to be more signiticance to the curtain than there 1. For
mstance, the horseis shightly remmiscent of Degas™s 1868 picture, Mlle
Fiocre in the Ballet “La Sonrce’, which has a similar animal and a guitar
player too: but really this 15 too remote a parallel to suggest that
Picasso was consciously making any connection.

One cannot supposc, all inall, that Picasso was making a considered
work of art here. But alchough it is a minor work withm the Picasso
aurre, it had a long-lasting cffect. For large-size pamting came to be
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alien to Picasso atter Cubism, and when he subsequently did a large
picture (or cven a small one with very big content. hke the 1930
Crucifixion) he ahways harked back to the experience of this shallow
stage set. right up to Guernica and bevond. It we bear this m nind. the
Parade curtain is not so unimportant. les mexact spatial relations and
genial display of figures had i fact taken precedence over a recent
indication that there might be another way of construcung a farge
painting, the Man Leaning o a “Table. This would suggest that Parade
superseded more than just that work. which s any case shghtly
anomalous: and this is true too. The development ot late synthetic
Cubism, between the Harlegin and the Three Musicians of 1924 — a
development which Braque did not choose to follow, and which m
Picasso’s hands, had he not abandoned 1. would have shamed the
rulered artdity of Purisin — was vitated by the theatrical. The Three
Musicians, sall a rather grand painting nonetheless, betrays that the
theatrical had won over the actual, the tactual and hteral making ot'a
big picture. Picasso. always atter Cubism, used the theatre as some
kind of a retreat.

The period of Prcasso’s attachment to the theatre, from the later
vears of the war untl the mid 19205, was also one in which he did a
great deal more travelhing than the normal pattern he preterred.
which was to wmter i Paris and spend the summer months in the
Mediterrancan south. Diaghiley took his troupe to Madnd and
Barccelona atter their Parnis season. Picasso went with them, no doubt
because of Olga. At this ime we tind too many pictures of ballermas,
picrrots and the hke. and rather too much sentument m them.
Occasionally Picasso tried to correct this, it seems. An example would
be the Pierrorn the Museuns ot Modern Art, New York. Ttoriginated
as a spare, gentle and wisttul drawing: this was then made into
another. more tmished drawing (finished to about the extent that the
Vollard portrait had been, but more truly academic than that); then
this was transterred whole to canvas: and tinally Picasso ughed it in
quite a remarkably lurid wav, with sour greens, nasty maroons next
to them, the tace mauve. with ohive bags under the eyes. The painting
was completed back i Paris i 1918, He had brought Olga back there
with him while the rest of her company went on to South America.
They marnied in July and took a large Hatin the tashionable Rue de la
Bodue. Apollinaire died m the autumn. Braque, back trom the war,
wounded, disapproved of Picasso’s tashionable way of Tite, his taney
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dimner jgackets, s tirse mghts ac the theatre: most probably he
disapproved of the artas well. Later in 1918, when the Russian, Ballet
was i London. Picasso and Olga went too. They staved m the Savoy
Hotel were téted by the arusucally minded part of the Bloomsbury
Group. dined with Mavnard Keynes. Picasso made designs tor
another ballet while m London, Le Tricorne, and in tact continued to
help Diaghiley m one way or another tor the next four or five years.
At the same ume Preasso showed himselt particularly amenable to
designig trontispicces tor books of poetry, frontispicees which often
mcludeda portraic of the author. Roland Penrose comments chat “his
willingness to comply 1s evident from the long st of portraits he
made between 1920 and 1925, It includes Aragon. Fluidobro,
Salmon, Valéry. Parnak. Reverdy, Breton, Max Jacob, Cocteau and
Radiguet’.

The post=war vears in Paris were marked by a classical revival. We
see this in many things, and not only in art. Picasso was responsive to
the mood of the ames, and of course his own classicism was the
mspiration of others. In part, the classical subjects that he produced
seem to have been a response to a certain kind of Mediterrancan
culture. and tns was certamly immensely more important to him
than the image of the aty asa vital centre of modern classicism which
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4 Picasso and the School of Paris

S L HAD BEEN so obviously an important part of Cubism that at
times it seenied to be the medium rather than the receptacle of tormal
imnovation. But this is not the only reason why it s possible to regard
the still-hites ot Tater vears as insome way attenuated. There area good
number of these pictures in the carly 19208 which are wanting. They
were often painted alternately with the classicizing figure com-
positions. One might conjecture from this that they were not made
with the same energy that impels a new direction m Picasso’s art. An
olvmpian and classical style. as seen in the contemporancous work of
Léger and of the Purists, Le Corbusier and Amedée Ozenfant, 1
regulated above all by ennobled human proportions. Picasso found
this hard to transter to still-life: or 1t may be that he was simply not
mterested in that aspect of classicism. In any case. the tullness and
arandeur is quite obviously absent trom these sull-lites. Interestis lent
to some of these pictures by reason of the fact that they are more
curvilincar than their predecessors, or thata technique ot drawing has
been developed: Picasso sometimes scratched lmes into wet pigment
with the wooden end ot the brush. But they are almost too
recognizable as “Picassos’, and seem to be no more than an assured
assembly in an implied, and null. Cubist space. Nobody but Picasso
could have painted them. but they still look as it they are playing out
the discoveries made by a ditferent artist. Their significance to
Picasso’s career. one regrets, is that they are the first of the formulaic
paintings. This does nat necessarily mean that they are actively bad
paintings; and of course they could not be failed paintings, tor
nothing has been ventured. It is rather that thar sure-footed
accomplishment does no more than to tulfil expectations. They are
not pris sur le vif: some of the vitality of the innovative artist has gone
out of them. Pictures of this sort began to appear occasionally now,
but with no indicaton of how they would flood trom his studio m the
1950s and 1960s.
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Towards the middle of the 19205 — we mightsay immediately atter
1924. a vear unproductive to the extent that it even engendered
drawings which arc a monument to artistic frustration — there seeis
to have been a reaction from this repetitious and rather uninteresting
manner. Picasso began to try to make still-life more signiticant. This
meant that he wanted to instil some new complexity ot theme into
this traditional category, not that he wished to use it as an agent of
pictorial advance. Such a desire was not uncommon throughout
Parisian art at this date. One reason for a wish to re-complicate still-
lite would surcly be that the Purists had taken the juice out of it; a
picture like Le Corbusier’s Still-life with Many Objects, for instance,
must have struck many people as vacuous, however many discrete
natural clements it encompassed. But the Surrealists were largely
responsible for the change of attitude. No artistic group could bhave
been more vociferous than they were in denunciation of the usual
subject-matter of still-life — apples, a bottle and a loat. It is signiticant
that they should have distrusted the accepted attitude towards still-
life, that it was a more or less neutral vehicle for pure painting. Picasso
was certainly aware of the limitations of Surrealist art, its acad-
cmicism, its shallow culture, its desperate need to épater le bourgeolis.
But an increasing need to express turbulent and aggressive emotions
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109 Still-life with
Ram’s Head 1925

and a scarch for an expressive and symbolic vocabulary were tactors
which contributed to Picasso’s important still-lites of 1925, and
something of this was taken from Surrcalism. At this time he seems to
have taken an interest in what others around him were doing that was
keener — oratany rate more evident i his paintings — than atany tune
since his apprenticeship. This is not to 1ignore his relationship with
Braque, but rather to recognize that the relationship was a special
casc. For there are very many types of derivation in modern art, from
the noble to the meretricious. There are many shades and nuances in
the difterences between paintings which are mfluenced by other
artists and paintings which come about as a result of an interest in
other artists, It is important that Picasso’s response to Surrcalism was
variable. It could be frank, or ofthand, or ironic. It is also nmportant
that there was a great ditference between varying types of Surrcalism.
And the difference between Picasso’s sheer power, as a paimnter and a
maker of images, and that of, say, Dah or Tanguy, can prompt
the thought that in the most ‘Surrealist’ of his paintings Picasso 1s
almost indulgent to that movement; and that is a curious way of
acknowledging an indebtedness.

The Still-life with Ram’s Head of 1925 15 deliberately a savage
painting, tashioned with crude virtuosity. Mever Shapiro calls it the

147

109



101

begmning of the “still-hife of crucltyand associates st with ater works
such as the Still-life with Bull's Head of 1938, Something ota Surrcalist
infucnce might be detected in its shocking presentation. Its com-
ponents are all repellent. Apare from the severed head it contains
unpleasant things from the sea. a scorpion tish, a sea urchin and a
squid. The really important work of 1925, the tar more considered
Studio with Plaster Head. is not particularly a painting of the artist’s
studio. whatever the title. 1t is a table-top picture which has been
enlarged to refer to the room in which the table stands. On this table s
the toy theatre Picasso constructed for his son Paulo. Besides this we
tfind a try-square. a book. two fragments of arms fronta dismembered
sculpture, one of them holding what might be cither a spear or a
scroll. a sculptured head, a sprig of laurel. an apple and the tablecloth.
The classical quotations and the references to building carry with
them some intimations of both monumentahity and transience.
There 1s in fact more than a touch of pomp about this painting, as if
the deliberation with which it makes classical allusions needed some
assumption of grandeur to indicate how their less classical origins
have been absorbed. For Picasso was taking motifs from two younger
painters, Giorgio de Chirico and Joan Miro.

De Chirico, the Itahan Metaphysical pamter whose work had been
championed in Paris by Apollinaire and by Andr¢ Breton, the
Surrcalist propagandist, had introduced the enmigmatic juxtaposition
of unrclated objects into still-life some years before, trom around
1912. His reputation in Paris was not quickly established. however,
and in the mid 19205 (by which time his inspiratton had lett him) he
was regarded in some circles as an advanced artist. Picasso does not
reproduce De Chirico’s mood. the hollow and echoing disquict that
vounger Surrcalists ke Magritte and Tanguy tound so striking; but
takes from him such motifs as the classical head, the carpenter’s
square, and the boxed compression of a differently constructed space
within the main picture. The relationship to Mird is less torthright.
But it 1s worth noting that a still-lfc of Mird's, the Srill-life with "Toy
Horse of 1920, is similarly crammed with objects on a table, one of
them belonging to a child, and also features an open book, a motit
which is found in the Studio with a Plaster Head but 1s not at all
common in other of Picasso’s still-lifes. One sees that Picasso had
taken a real interest in what Mird had been painting. Picasso had
bought a selt-portrait from Mird when the latter first arrived in Paris
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from Spain in 1919. In the tollowing vears, which Mir6 divided
between Spain and Paris. he modulated his seyle from a realistic
Fauvism with Cubist aspects into painterly Surrcalism. André Breton
wrote in Le Surréalisme et la peintnre that “the tumultuous entry of
Mird marks an important point in the development of Surrcahist art’.
Breton's magisterial judgment (penned only four years atier the
event) was accurate i one sense: Mird was by tar the finest of the
pamters who made any tormal declaranon ot allegiance to Sur-
realism. Picasso was well aware of this. He had known Miro’s work
for some five years and had a solid appreciation of it; the sort
of appreciation, in fact, that would incline him to adjust his own
work.

A painting which m some detals — buc only i details — has a
relationship to Miro that suggests that the two men were looking
hard at cach other’s work 1s the celebrated Three Dancers ot 1925, 1t s
a panung which clearly developed and changed its character while
Picasso was at work on it, and is a decisive rejection of many ot the
subjects that had occupied him n recent years. The Three Dancersis a
prcture of dance which opposes the grace ot the ballet, just as it negates
the spirit of one or two small drawings and pamtings of the Three
Graces which preceded it The calim and the replete poise of the
women and classical vouths are replaced by emaciated. tortured
tigures that might be of cither sex. They are locked together not so
much i a dance as in a dervish-like tfrenzy in which lamentanon and
celebration are mseparable. The Three Dancers is a large picture, so
large in fact that the figures arc literally ife-size. Picasso had panted
people in this pictorial size quite recentdy, in backcloths for the ballet;
but this aspect of the Three Dancers should be related to the smmlarly
large picture known as Man Leaning on a Table of a tew years betore.
That picture preceded Picasso’s ballet period. as the Three Dancers
succeeds it. In both there is an attempt at a pictorial monumentality
that 1s not achicved (as in the case of the tat classical tigures of this
tervening period) by illustrational means. However, the Three
Dancers, with its flailing against a rectilinear background — a jarnngly
domestic contrast — of wallpaper, windows and a balcony. is too wild
and bitter a painting to be truly monumental. Itis in fact the basis of
the expressionistic but still Hustrational distortion ot the human body
that was to occupy Picasso through the fate 19208 and the 1930s, and
sporadically for many vears after that.
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There s a biographical aspect to the pamang which may reintorce
the view that it marks a turning point in Picasso’s art. It was painted at
the time of the death of Picasso’s old triend Ramén Pichot, who had
married Germaine, the lover of Casagemas. Some connmentators see
her teatures in the tigure on the lett. The pamtng may have changed
i character atter Picasso heard the news about Pichot. Years later, he
told Rotand Penrose that the tall bluck tigure on the right is the
‘presence of Pichot’. One 1s reminded of a story of Gertrude Stein's,
of how at bohcman parties Pichot would give performances of
primitive Spanish dances. one ot which was concluded by his taking
up the atatude of the Crucifixion, on the floor. The cruciticial
overtones to the painting are clear. In many ways they foretell
Picasso’s Crucifixion of 1930, his interest in making drawings of the
subject after Griimewald’s Isenheinm altarpicce, and his later attempts -
alwavs dependent i some way on this central image ot Christianity —
to commemorate the death of his friend Apollinaire.

The Surrcalist overtones of the Three Dancers suggest that Picasso
tound the new movement a vital reliet from the tameness ot his
association with the ballet. He had met André Breton i 1923 and
was taken with him. Breton, tor his part, was quite shaken by the
experience of knowing Picasso. and soon came to regard him as the
spiritual tather of the new movement. He wrote that *Surrcalisin has
but to pass where Picasso has passed, and where he will pass m the
future.” Breton almost certainly persuaded the collector Jacques
Doucct to buy the Demoiselles d” Avignon at some time after 1920 (it
was then that 1t acquired 1ts present title): and his magazine La
Révolution surréaliste was the frrst to reproduce i1t,in July 1925. In that
vear Picasso agreed for the first time to show i a mixed exhibition.
This was the first Surrcalist exhibition at the Galerte Pierre. Among
the company were Miro, Jean Arp, Max Ernst, Paul Klee, André
Masson and Man Ray, all younger than Picasso, and all artists who
had come to the Surrcalist position only after working through a
Cubist phase: that 1s, they had all been obliged to come to terms with
Picasso himself at some carlier stage ot their careers. Clearly enough,
they no longer felt the same obhigation to follow Picasso, and perhaps
this spurred him.

In 1926 Picasso made a picture ot a Guitar out of paint, floorcloth,
pasted paper and string. All these were materials he had used betore,
but seldom all together. From the reverse side of the painting
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seventeen two-inch nails were driven through the surface mto
spectator space. Prcasso told Roland Penrose that he had also
considered cementing razor blades into the trame or stretcher ot the
pamting, to make it unhandleable. These nails, of course. do not have
the conceprual elegance with which nails were introduced, as trompe-
Pwil, into Cubist paintings. Furthermore, the picture 1s unique in
these years m summonmg extrancous matertals to modity the
pictorial effect. It nught seem merely an aberration, a picture made in
a fitof bad temper (such things can happen), were it not that thereis a
precedent. There had already been made in Paris, as a product of the
iconoclastic and nihihstic Dada movement, anart ‘object” which was
in atselt avowedly physically aggressive: Man Rav's Gifi of 1921, a
flatiron with nails protruding from the woning surface. This object,
which Man Ray made as a sudden thought when he visited an
ronmonger’s shop with Ernk Satie, may have been shown at his
exhibition at the Galerie Surréaliste in 1926, or at the second Surrealist
exhibinion, to which Picasso also contributed. i the same year. Inany
case, 1t was already well cnough known when Guitar was made. It is
hardly worth hingering on this sour work, but 1t shows that Picasso
could over-react to a novel developmient on the Parisian scene.
Though he was notaverse to lending it for exhibitions, Picasso always
kept Guitar in his own collection, and made no attempt to develop its
object-like aspects.

In Guitar, there are clear echoes of that wish to outrage, to adopt
provocative positions, to be iconoclastice (literally so, sometimes), that
one assoctates above all with the activities of the Dada artists. Their
raging nihilism, after 1915 or so, became the more demanding of
attenuion the more it was brought directly within the realm of art
itself; that is, as 1t became plain that this was not merely outrageous
behaviour as a social adjunct to the art, as had been the case with the
Futurists™ promotional appearances in Paris back in 1912, Marcel
Duchamp’s sccond and third Readymades, a bottle-rack and a snow-
shovel, commercial objects introduced without modification into an
art situation, rapidly made the essential point of Dada: that what was
claimed as art was not necessarily art. (Bicycle 1Wheel, 1913, is usually
regarded as the first Readymade; but 1t s also a parody of a salon
sculpture, and in the original version was aesthetically moditied by
the straightening of the bicyele’s front torks) The subsequent
developments ot this position, largely made after the Second World
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110 Guitar 1926

War, arc not relevant here; it is enough to note the attitude, and to
point out that the Dada faction was prominent in Paris in the years
after the First World War. These 1conoclasts (Francis Picabia and
Marcel Duchamp were back i Paris from Americain 1917 and 1919,
Tzara came from Munich in 1920 and Arp from Zurich m the same
vear, Man Ray arrived i 1921 and Ernst in 1922) courted and
clamoured for the status of notoricty tor themselves. This was an
intention directed towards a fairly narrow target: there 1s hittle point
i adopting an anti-art position if 1t 1s not recognized as such by the
art community. For the wish to shock, éparer le bourgeois, which
Surrcalism inherited, 1s clearly a miserable artstic ambition. Art does
not thrive by attention to bourgeois tastes, whether the intention is to
mgratiate or to irritate. The value of Dada art 1s often measurable
by this consideration. Picasso would have realized this all the more
clearly after his stultfying mvolvement with theatre and ballet
design, those public and bourgeois forms. Once, long ago. he had
been close in spirit to Van Gogh and Gauguin, and then to Cézanne,
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and had himself asserted the haughty privacy of Cubism; there was
no one m Paris with more experience than he of the ways m which
artistic intentions can be blurred or vitated by a soctal mask.

At the same time, he would not have accepred Dada as a salutary
mnovaton, as Breton seems to have done. The voung propagandist
of Surrcalism thought thatsome kind of rabula rasa had been achieved,
however much was wanting m the work 1selt: *Dadaism cannot be
said to have served any other purpose than to keep us m the pertect
state of avalability in which we are at present, and in which we shall
now with all lucidity depart towards that which calls us.” Tt was ¢lear
to Picasso that the ultra position was that adopted by the peripheral
artists, not the important ones: and so that stance was certainly not tor
him. In addiion — and ths simple face was the origin of great
quantities of bad art — 1t was not conceivable that a Readymade, or
anvthing like a Readymade, could be a pamting. For that reason a
self-consciously subversive-radical art, a strategy art. had increasingly
been made in three dimensions, and was thus, unavoidably and

disastrously. governed by the slack and whimsical methods of

assemblage. Some of chis, admittedly, got mto Picasso’s work, as in
the boxed Counstruction with Glove of 1930. But he was largely free
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ot the 1conoclastic movement. 1t was totally within has character and
experience to work within the means made available by the painting
tradition, one by now massively extended by what he himselt had
accomplished some twenty vears betore. Tt is within these terms that
we should approach his famous “attack on the human tigure’, often
interpreted as a radical and iconoclastic phase of his career, but 1n
rcality nothing of the sort. It was much more like an internahzed,
thrashing despair at the extent to which he could only acknowledge.
not challenge. that painting tradition.

From the end of the period of monumental classical women and
vouths until his meeting with Marie-Thérése Walter in 1932, and
then again during the years of the Sccond World War, Picasso
produced a series of human images which were often of a frighttul
nature. Exclusively of women (though at times this 15 not casy to
determine), these paintings rely on the most extreme distortions.
Roland Penrose deseribes them as follows : “The recognizable features

eves, mouth, teeth, tongue, cars, nose and nostrils — are distributed
about the face m every position . . . in some cases both eyes appear on
the same side of the face, in others the mouth takes the place of the eye

.10 this process of re-assortment the spherical mass of the head itself
begins to disintegrate and token hairs are made to sprout from
anvwhere they may be required by the artist.”

These works have had a considerable public influence, and are
often cited as evidence of Picasso’s viciousness and hatred of all that 1s
truly beautiful. One popular misconception about them should be
immediately excluded: they do not depend on utter distortions of the
real human figure. That would have produced realistic monsters, as
was done by Salvador Dali trom just about this date. Picasso’s images
distort, rather, the graphic conventions by which the body, the
cephalic and the sexual features are simply represented in non-realist
art. They negotiate with the limits of pictorial habits. There has been
diverse speculation on the origing and motives of this type of
distortion, this type of picture. Metaphysical angst and the chafing
nature of Picasso’s marriage, together or separately, are two of the
reasons given for the style: most other “explanations’ are sinnlarly
extra-artistic. On the other hand, it is also possible to recognize that
this manner was born of artistic problems, and that, within the
paintings which are loosely assigned to the ‘attack on the human
figure’ category, we will find great differences of tone, born of quite
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112 Playing Ball 1928

separate artistic impulses. The most extreme and  pecuhar re-
arrangements of the body do not necessarily result i art that has to
do with subconscious hurttulness. menace and aggression.

For mstance, there is the curtous case of the figures i some beach
scenes dating from 1928 and 1929. These pictures were done when
Picasso. en famille and with an English governess for Paulo (onc
wonders quite a lot about her), was spending the summer months at
Dinard, on the Normandy coast of France. In the bathing costumes ot
the day, figures that scem made out of matchsticks, or to have been
awkwardly ripped out of cardboard, disport themselves in games,
running and skipping after balls. Playing Ball (1928) 15 the best-known
of these paintings: there are a number of others. Picasso did not very
often paint on a canvas quite as small as this one, and the neat size of
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the picture — the others are also small — impels a special attention
towards the manner, the application: and one finds then what is
targely Tost i reproduction. that the odd and bouncy character of
the picture 1s also determined by some quite beautitully managed
brushing: and then the colours of the picture make once think of
Boudin, who vears betore had painted on the same coast, at the resorts
of Deauville and Trouville - of Boudin more than Monet, or Manet,
who also painted there. But the emotional tone of these pictures, in
which people are engaged m a preposterously social activity at the
cdge of the immensity of the sea, 1s not determined by the plein-air
painters of Normandy. Itis taken from the very funny painting by the
Douanier Rousscau ot mustachioed football plavers in striped shirts,
leaping up and down like wooden marionettes. The Dinard paintings
have sometimes been likened to children’s art, as of course has the
work of the Douanier. But Picasso, cven as a child, never painted
an unsophisticated picture, and Playing Ball 1s sophisticated in a
peculiarly Picassian manner. It is the way of affectionate jibing. much
used to his friends in social life, that we feel here. but as a way of
taking things from the tradition of modern painting. Such things
are transmuted. transformed, digested, playved with. but they are sull
there in the meaning of the picture. The wide-ranging delicacy with
which Picasso could do this. taking what he noticed from so many
different types of art. was a unique quality : no other modern artist has
any hint of a comparable vastness of painting culture, of this gencrous
embrace which could absorb so much other painting. This quality
was always in Picasso, whether latent or not; we saw how his first
months in Paris produced deft but still individual versions of other
people’s styles. But it declined, except in less-than-serious works, as
he became, in the late 19205 and the 19305, a conservanve arast. The
overdone reworkings of Velizquez's Las Meninas, painted with a
quite different sort of panache, make this pomnt quite clear m later
vears. But meanwhile, what we wish to note about the Dinard
paintings — and of others, like the 1935 Woman in a Har —is that there is
no straight correlation between the degree of alteration of the human
bodyv and any presumed blackness of mood. Picasso’s painting is
autobiographical, certainly, but more about his art than about his htfe.

In the distorted “attack-on-the-human-tigure” pamnungs, 1t is
nonctheless tempting to agree with George Heard Hamilton's
characterization of a typical example, the Seated Wonian of 1927. He
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calls this painting ‘an ideogram of neurosis. threat. and dommation’.
We are faniliar with work in twenticth-century art and literature
that scems of this type, and notleast trom Picasso. For such reasons we
very often find that Picasso has to be associated with the Expressiomst
current in art: the urgent, nervous, depressed and painterly aspects of
the modern tradition. Wherceas Picasso’s previous distortions of the
human tigure had mostly been made in concert with some process of
rational examination and at the behest of the pictoral structure, the
distortion in these paintings scems at first to be Expressiomst i the
sense that it is primarily at the service of the artist’s wild emotions.
This is the aura. and sometimes the ragonale, of the most important
Expressionist art. It is the source of Expressionism’s inajor dithiculty:
the fact that it has to negotiate between its individuality - the sohtary
expertence of the artist — and the justice and relevance with which it
publicly appears in the art situation. So we need to be carctul not to
judge the art on the grounds of any inferred mtentions, especiatly
pumped-up psychological ones. It is an obvious fact about many
Expressionist artists that they paint out of their paracular individual
torments; but that does not allow the general thesis trequently
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advanced by their commentators, that they are also pamnting the
‘psvchic expression of the age” and the “dilemma of modern man’.
Picasso has often suffered from this. Good modern painting has no
relacionship witch such imponderables. tor it 1s glorously himited to
the evidence of one’s eyes. Expressionist art that wishes to convey
such matters 1s alwavs sterile and grandiose. But Expressionism, and
Surrcalism too, inflected receptiveness to dramatically heightened
cmotion, and after the Cubist and Purist periods this became a general
problem in Parisian art. Personalities came to create issues as they had
not donce betore. The bizarre, the demented. the anguished and the
revolutionary were all there, already quite well known as facts of
life within the art community, but less familiar as artistic principles
and methods. In the vears between the first and second Surrealist
manifestos m 1924 and 1929 — years when Chaim Soutine, one of the
Expressionist peintres maundits, had a pubhic image largely based on
such stories as that of his unnotced dislocated thumb when ina frenzy
at his casel. when Mird accepted days of hunger as a help towards
self-induced hallucinations and smashed his head against the wall
through dissatistaction  when he painted  them, when Masson
cmerged from a previous dependence on the cool and rational G,
intent on “seizing at last the knife immobilized upon the Cubist table’
— then there was an atmosphere predisposed towards extreme
statements on the canvas.

Some of this atmosphere, without doubt, was engendered by
Picasso himself. But he himself responded to the new teelings in the
city in a number of ways. When we think what kind ot a pamter
Picasso was in the middle years of his carcer we need continually to
test his individuality against the complex development ot the School
of Paris as a whole. In what follows. when we consider the nature of
Picasso’s maturity, it is argued that Picasso’s receptiveness to the
vounger avant-garde was carefully managed. usually, but that there
were major developments in painting in which he could not
participate; these increasingly isolated him as a conservative artist.
Further, it is suggested that he failed to develop what could have been
a great period as a sculptor.

Picasso had avoided Dada. The Guitar of 1926 was merely a
mistake. Its drab and prim composition is not rescued by the
malevolent appendages; but there are no other works like it. The
re-cmergence of the Demoiselles d” Avignon. so long rolled up but now
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obtusely trumpeted by Breton, that chattering megalomaniac, could
well have mmpressed on Prcasso that his positon as leader ot the
avant-garde, now ot some twenty years” standing, was acknowledged
by the voung Surrcahist spokesman for the wrong reasons, and that he
himselt needed to make a broad reconsideration of his art. What were
the possibilities? Who could he look to? We can now see what the
issues were on a much larger scale than that. Surrcahism, or most ot it
was a dangerous path. The vehemence of the way Picasso was
pamnting decerved Breton mto imagiming that there was some real
community of spirit between Picasso’s art and his own idea of art.
There was not. Breton nnsread the artistic seene, tor a very simple
rcason: he had notenough respect tor art. and he was over-concerned
with art-polincs.  Another 1mmportant  matter  relanng  to the
Expressionist (and Surrcalist) artist s raised here, and icapphes also to
Picasso’s position. A bnllant understanding ot the vanguard situation
1s essential to Expressionist art of any worth. Those artists who are
less acute to the art of their nme, Iike Munch, are very apt to
Hounder and not realize how badly they are pamung (and, cognately,
the most obsesstonal artists, again ke Munch, or Giacomett, do not
nourish subsequent artistic accomphshment). Bad criticism, before
some of the more “extreme’ of Picasso’s pamntings. talks often ot
passions being “unleashed™ at this time m his carcer. But what really
happens in Expressionist artis that there 1s a precise adjustinent in the
play between the conceptual control of the outcome of a pamntng and
the willingness to abandon the making of it to one’s own whipped up
temperament. As we can now see, nothing m modern art 15 more
illustrative of this chan the dignity and mtelligence with which the
Abstract Expressionist painter Jackson Pollock alternated the rushed
dripping and slurring of paint on to a canvas placed on the oor with
periods, sometimes a tortnight long. of meditation i the studio on
the state of the work. Pollock is mentioned here for the further reason
that he holds a key position in the development of modern art. i the
mterplay between the School of Parts and the School of New York.,
and that a denial of Picasso’s example was one thing that enabled him
to become a major artist. For at this crucial stage, around 1925 and a
httle atter, there was a most important development i Expressionist
painting in Paris, a genuine breakthrough, which Picasso certainly
perceived and just as certainly rejected. It was the end ot his tume as a
genuinely innovative painter.
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This is not. of course, to speak m terms ot deastons made
immediately, of a considered and ratonal chowe between clear
alternatives. Artistic resolutions are rarcly of this type. What
happened was that tor three or four years, when Picasso was most
close to Mird, an impetus was given to their work which blossomed
in the painting of the younger artist, and beyond that, but which
tended to contirm Picasso in a clenched stasis. It was a question of
binding new motifs, iconographical clements of a closed and hnear
type, into whatever broadness or scope seemed appropriate to them.
John Golding has pointed out that Mird introduced a new wave of
primitivism into Parisian art. He had been deeply aftected by
Necolithic cave drawings when working on his picture The Plonghed
Field (1923-24). The idcogrammatic motts derived from such art
became the staple of his own forms, those shapes which seem to havea
vital rather than manmmate existence, and mix sexual attributes with
the head or the limbs in a free and spontancous manner. Dr Golding
adds: “Neolithic art also provides the key to some of Picasso’s styhistic
inovatons during the second half of the 1920s, and. like Miro, he
exploits 1ts sexual symbolism ;s it seems likely that the trankness and
spontancity of the younger man’s handhng of crotic imagery may
have acted as a challenge to Picasso’s own powers of mvention.”

115 Woman in an
Armchair 1927




Furthermore, Picasso looked to other priminve sources, mn particular
the hicroglyphs tfrom Easter Island. The Woman in an Annchair of
1927 looks like a larger version of one ot these timages, and i the same
vear a version ot the Artist and Model theme brings the manners ot
prehistoric Easter Island art directly into the conventions of the
twenticth-century studio pamtng.

Mird. on the other hand, while perhaps less vigorous than Picasso
in his adaptaton of Neolithie moufs, emploved them m a more
profitable manner. He had been pamung in a manner denved trom
realistic Fauvisim and Cubisni; now, as he developed an independent
painterly Surrcalism. he lett behind the cramped logic of derivation.
The painung decentrahzed, so that 1t did not seem donmmated by
what 1t contamed. As he expanded across the whole surtace of the
painting, its broadness was experienced as a ficld rather than an
aperture detining an enclosed structure. Mird had rejected Cubist
space. In his wish to "go bevond the plastique cubiste to attain poctry’,
having come to pamt i a way wherein the factual outcome was not

so much preconstructed as sensed by the artst during the making of

the picture, his blomorphic, nco-Neolithie shapes were mmprovised
with the felicaty of liberanon. Above all, perhaps. the pamtings
became expansive. The clements were not bound together, the colour
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on which they were floated was often uniform from side to side ot the
canvas (richly beautitul hues of strong individuality, without tint or
shadce), and there 1s no sense of limitation. Picasso, on the contrary,
always binds and contines his hicroglyphic forms, which themselves
arc always made human. They are always enclosed 1n rooms. Or, as

117 1 one horrifving picture entitled, significantdy, The Acrobat, an
incredibly contorted body strains against all four sides and corners of
the format. Picasso’s whole past carcer as a Cubist artist, as a realist, as
a figurative artist, scems to have inhibited him from picking up the
way in which the structuring of a picture could be opened out again.,
Picture after preture tells us this.

There are, however, two paintings of 1926 in which one does have
the feeling that Picasso was feeling his way towards a continual
cursive composition maintained over a large and laterally extended

118 format. Onc is The Dressmaker’s Workshop, which, as it were, washes
waves over its infrastructure. The other is another rendering of the
119 Painter and Model theme. The same size as The Dressmaker’s Workshop,
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it appears much flatter than that painang because of the bold lhines,
meandering with purpose, which stress the surtace plane. The usual
and by now almost ritualistic indications of enclosurce are still there,
n the rearing Hoorboard motif at bottom lett balanced by the
schematization ot a corner of the room ac top right. However, the line
tends to leap over these factors. Itis noticeable that the painting 1s not
finished. and that Picasso scems not to have wanted to close 1t up on
the right-hand side. Tt remained always i his own collection.

Somc of the problems raised by a length-shaped flattened structure,
in which the surface of the painting is emphasized and the
composition is extensive rather than introverted. will reappear during
the painting of Guernica, some ten years later. We may feel that those
problems could have been better prepared tor. This is because the
flowing line and running movement is now utihized only horizontally.
and characteristically in the vivid and dramatic rearrangement of
the human tigure. There is one very well-known illustration ot this
point. It comes in Picasso’s contributions to a luxury edition of
Balzac's Le Chef d’ euvre inconnu. This short story is about an idealistic
painter who, finally, turns out to be artistically impotent. He works
for ten vears on the portrait of a beautiful woman, lays down more
and more paint, reworks, scrapes out, starts afresh. puts down more
paint, and ends up after all his labour, with nothing. In Picasso’s
illustration the artist looks intently at his model. who has aged and 15
knitting. Both are realistically drawn. On the canvas. however, is an
abstracted Picassian scheme, rather like one of the figure paintings of
the date. We very often find that the tigure, in these paintings. is
looped in and trapped by the very line which detines it. This 1s most
evidently so in the Seated Woman of 1927, a disturbing work. But that
sensation is elsewhere as well; it is in The Three Dancers, in the various
pictures of scated women, and in all the pictures that incorporate
dramatically large profiles. as well as certain of the Artist and Model
versions.

The essential questions about these paintings should not be
avoided, as they have been, by psvchological, autobiographical
or social-historical speculations based on the critical assumption that
they comment on something bevond themselves. This is a very
literary view. The fact is that the paintings are what they were made
to be. and their enclosed atmosphere. their imprisoned nature, is
actual rather than illustrative, and belongs to the work, not to the
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120 Hlustration for Le Chef d’ocuvre inconmu 1924

subject” of the work. Something was going badly wrong with
Picasso’s art. We can tind out what this was, but we have to do so as it
cmerges. There are nmes, ot course, when he 1s making the best of a
pictorial limitation with such force that the picture (Girl in Front of a
Mirrer would be one) sull stands with the great paintings of the
twenticth century. And vet nonetheless something has gone wrong,.
something irremediable. The lofty intentions, the passion, the
commitment to other media, the experiments, the jokes, the mterest
m younger artists, the new Jove affairs, the search tor other syimbols,
the attempt at writing poetry - all these merely hold oft the collapse.
lt1s a bitterly depressing experience to watch this happening. We see
the gigantce cfforts, the desperation, the pessimism, and chen the
quictism and total isolation. But this is the truth of what happened
to Picasso’s art.

SOME PAINTINGS AROUND this date, around the nnd to late 1920s.
suggest other types of connection with Mird and, more distantly,
with Arp and Tanguy. An cxample would be the Woman in an
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Armchair of 1929. The figure fobs and droops as though without a
skeleton, Mird’s new style had brought with it, or had m part been
made by, the creation of shapes that secmed to have a torm of hife
within them. These amocebic and biomorphic forms of Mird's, never
human ceven when billed as such (in the  Dnaginary  Portraits),
contributed to the whole movement of free abstraction that was later
to cross the Atlantic, when the school of New York replaced the
school of Paris. There were other artists in Paris at this time who were
developing similar techniques. It one puts them together, they add up
to a discernible shift in the conventons of making pamung. Max
Ernst’s One Night of Love (1927) is an example. [tis the result ofa bold
experiment with technique. It negates illusiomsm in the classic sense
and stresses the surface of the canvas. A lot of paint was put down in
several layers, and was then seraped oftin places or arcas that had been
raised or embossed by objects placed underncath the canvas: and then
more painting went on, sometimes by means of string soaked in
paint. Ernst called his method graitage. The look of many of his
paintings done by this or sumlar methods suggests that a certan
amount of beatix-arts cooking had to follow the aleatory beginnings:
but nonetheless there was something new there. Perhaps more to the
point, and certainly nearer to the circles in which Picasso moved,
were some pictures by André Masson, who was close to Miro. He
proceeded from automatic drawings to a method whereby he was
able to translate their spontaneity on to canvas and at the same tume
give them evident status as paintings: this was achicved by spilling
gluc and by rubbing around sand, paint and other matter. In the sort
of work that Mird and Masson were doing we can see the beginnings
of abstract Surrcalism and Abstract Expressionism.

These painterly Surrealists (unlike the academic, veristic ones, Dal,
Magritte, Delvaux) tended to exclude the human figure; for them, its
possibilitics were exhausted. But Picasso was far too devoted to the
human form to abandon it, whatever his younger contemporaries
were doing. On the contrary, he intensitied his exanunation. One
way of doing this was that to the not-quite-incredible adjustment of
the features and the Hinbs are now added further human organic
clements, because of the appearance of genitalia. These are female on
the whole, though some elements are undoubtedly phallic. They are
distributed into confusing roles. A mouth or an car can double tor a
vagina. Flaccid or erect, the form of a pemis is found in a punning
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situation, as a nose for mstance. Thisis all very mteresting, of course,
and corresponds with many ot the sexual mterests of the Surrcalists.
But it s not “erotic art’, as1tis sometimessaid to be. Expliaitly erouc
work 1 the ewenueth century s either hterary-illustragonal or has
mouves other than artistic. That is not the case here. This period m
Picasso’s art, so urgently and on occasion desperately exploring the
last possibilities of painting the human tigure, includes sexual matters
but is not about them. The matter can be over-cmphasized. and has
been wrongly mterpreted. Ie should not be welcomed as a step
forward socially (as some sort of victory over a bourgeois censor) or
as a stvhistie liberation (because more things are “ncluded m art)). It
was the end of something.

It becomes increasingly plain, as we study the art ot the 19208 and
1930s, that Picasso - whom we habitually think of as an innovatory
artist — was in fact struggling with a terminal position: ironically, one
that was i large part of his own making. He was mvolved with the
end of che great tradition of European tigure pamting. not as an
mnovator but as an artist who could not rid himselt ot 1ts traditions
and implications. The essence ot his position was that he was deeply
unwilling. at the timein the later 19205 when such a choice could have
been made. to ctfect a personal transition from being a painter of
forms to being a painter of shapes (which does not necessarily mean
an abstract pamter). Picasso’s images, however starthng, always have
their origins in the real world and in past art. In fact, it is because
of those origins that they are starthng. Picasso’s conservatism in the
middle years ot the school ot Paris mereased i direct relationship to
the extent to which he produced “shocking’ paintings. For if pictorial
advance was not available through tigure painting the reconstruction
ot past pictorial culture became inescapable. Thisis now very often, in
an exphait way. the subject of his art, and he now came to paint
pictures which were challenging only by their wild concentration on
whatis instinctively felt as normative and 1s turthermore hallowed by
tradition. The human figurce is just such a subject. It is thus not at all
anomalous that Picasso pamted a Crucifivion in 1930. That subject
closes in on what has been done to the human frame. It 1s also, m a
larger sense, a testing ground for an Expressionist artist who wishes to
display Ins atatude towards physical and spintual passions. There 1s
drama and ritual in it feis the major image of Western European
culture, and it incorporates intensity ot experience, magnitude of
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meaning, recogmzability. transtormabihty, and much else. Thisis the
sort of thimg that Picasso came to need. Classical and Christian
mythology, and a personal syimbolism mvented by Picasso which has
both epic and pastoral connotations, and 1s given equal importance

beside those mythologies, come to replace the restructuring of

pamtng as Picasso’s main artistic concern,

The making of an abstract art out of a base in Cubism, the major
endeavour of Kandinsky, Mondrian, Masson, Miro, and so many
other twenticth-century artists, now appears to us as a vital question

which Prcasso himselt had posed but which he had no intention of

answering. This s simply because we can now see the shape of the
century. e would not necessanily have seemed thatway in Paris in the
two decades atter Cubism had been invented. The original abstract
pamnting had been done inand around the First World War: butithad
been done celsewhere, m Russia, in Munich and in Holland. As the
artistic capital, Parts was not especially interested in what was
happening elsewhere. There were travellers tales, of course, and
there were visits and loaned pictures, and magazines. But abstraction
VEISUs representation was not seen as an issue, m the sense that one
took sides, orin the sense that one became dated it new problems were

not examined within one’s own new panting. In fact, the spread of

abstraction, unhke the spread of Cubisim, was extremely sfow it was
stilla magor decision for major mamstream arasts as lately as 1950. In
Prcasso’s Paris, though, what abstract painung of high quality was
there to be mpressed by 2 Picasso thought of Delaunay, and who clse
was there? There was only one artist of the highese rank in Paris
committed to abstraction, and that was Mondrian. Fle was remote,
soctally, temperamentally and arustcally, but he exhibited tremen-
doushy impressive paintngs i Paris in 1925 and 19206.

There is one occasion when Picasso appumcllcs geometric rather
than biomorphic abstraction. The Studio of 1927-28 is quite in
contrast with pictures built by expressive deformation, because ot its
open and rectangular construction and flatly applied paint. The
figures arc as scantly and unrcalisucally 1dcogrammatic as possible.
T'his has the ettect of stripping them down from a human presence to
much the same sort of materiality -+ exclustvely a matter of hne and
arca — as the table, the canvas, and the picture on the wall. One then
sees that the model 1s not human but a marble bust. and that the artist
has licdde mdividuahity outside his placed tunction as artificer or,
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indeed. artitact. The highly abbreviated depiction of his palette,
indicated only by its thumbhole, s read both as part of the painter’s
own person and as a motif on the farge yellow canvas on which he s
working: but that arca also detines the artist himself, who might be
on the canvas rather than in front of it: only his brush tweaks
independence from its limits. The economy with which complication
is managed in this amusing work seems to have been pared down
from the unresolved Two Women at a Window of the previous year,
which combined rectangular oppositions with ill-assorting rounded
torms and profiles. William Rubin remarks on the way in which, in
The Studio, the space of synthetic Cubism, turning on to the picture
planc a form which would be oblique to that plane in real space, 1s
suggested by the tablecloth. So it is also by the whole relationship
between the table and the white shape of the plinth on which the
sculpted bust stands; for the generally sparc.and trontally planar
aspect of the picture is doubly bent in just this arca, space and volume
being depicted as though an irregularly shaped piece ot paper had
been tolded. It is precisely the difference between this old Cubist
habit, which now looks like a trick. and the fact that the engineered
verticals and horizontals and sizeable arcas of flatly-applied red,
vellow, and black all must remind us of Mondrian that leads to a
recognition of the awesome sobricty with which the Dutchman
made the move from Cubism to abstraction; and how difterent his
mature painting is from these puckish schematics. One cannot doubt
that Mondrian was behind Picasso’s painting; what one suspects is
that he saw something in Mondrian and responded to it as he had i
his youth, by an attempt to outpaint his rival, showing that he could
take che leading features of a quite ditterent kind of art and absorb
them within a picture of his own that could not be by anyone but
him. With an artist as great, and as dissimilar, as Mondrian (who
was years older than Picasso) this tactic is quite outrageously magi-
sterial. One cannot but salute the presumption of the paintng —
that there was no kind of art of any merit that Picasso could not
swallow and make his own — but as soon as one recognizes this the
painting fails. The quick jocularity of it gives something away:
unfortunately or not, there is never any room for humour on the
highest levels of art, nor for parody. But the root of the disappoint-
ment is not there; it has to do with a descent from the highest
tmaginative planes.
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The theme of the artist and his model 1s an araticial extension ot

the self-portrait, and 1s nearly as old as the pubhic 1dea ot arustic
selt-consciousness. This kind ot picturing ot what an artist makes out
ot what he has to work on has been a serviceable way of making neat
or sleighttul pomts about the nature ot what the artist is domg. Half a
century of modern art later, this now appears to be rather a weakness,
for fater painting has won for art some emancipation from the need
tor mternal apologeties: but 1t no doubt scemed appropriate to

Picasso at this tme because of the combmation of a wealth of
possibilities and sheer lack ot a major direction. Picasso made hretle of

the artist-=and-model subject until he was i his fate forties, when he
suddenly devoted much time to it. There are a number of paintings
and drawings and the revealing series of ctchings which torm the
larger part of the Follard Suite of 1930-37.

The Painter and Model of 1928 must be regarded as a major work,
though its standing as such is partly because of the tendency in Picasso

to paint works every so often which act asa portmanteau for many ot

the preoccupations of a period. It is a compheated work. The picture
presents a chair with a decorative cover, the artist and his palette, a
canvas and the picture on that canvas, a windowscape, some stll-hte
clements, a picture on the wall.a phnth and the model. That model, as
with the previous picture, The Snidio, 1s more convincingly read as a
sculprured bust. (This was to become common m the ollard Suite,
where sometimes  the artist and modcel together examine  the
sculptured creation.) The painter’s head 1s sculptural in a ditterent
sense, tor it appears to have been derived trom a sculpture Prcasso
made in 1928 ot a head placed ona tripod. The trangular shape of the
artist’s body repeats that kind of open podium. The blue arcas are

doubtless representative of the sky seen through a window. Out of

these main clements Picasso develops a repertoire of variations on the
ditterences between representation and signification, more fully
perhaps than in any paimntng since Cubism.

The central feature of the paintng is the canvas. Thisas presented,
not as in The Swdio. but at an oblique angle: nonctheless the protile
painted on it is seen as flat, as much on the picture plane as the curve
of the back of the arast’s chair. These curved elements, hike the
kidney-shaped palette, are in strong contrast to the bold vertical
divisions and parallel lines clsewhere in che pamnting. There are four
arcular things on the canvas. They are probably apples, but have been
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read as *breast-trurt symbols™. Two ot them have dots in the middle.
Now. 1t they have dots, s there more reason tor beheving they are
schematized? And do the circles which appear on this canvas within
the preture represent a schematzauon of that which 1s represented
more naturalisacally elsewhere i the picture 7 Or are they ot the same
order as the profile drawn of the sculptured head. which is more
realistic m the picture within the picture than itis in the mam picture,
added to which we believe thatitis i any case a sculptured form and
nota real one? More questions of the same type can be asked, and that
15 because the pamting — and this 1s what forbids a real fineness it -
mvites us to ask such questions. Tomsists on s virtuosiey. The trick
with natls. tamihar since Cubism, reappears as a curtous attention to
detail in the form ot wiltul dots which indicate how the canvas in the
picture has been tacked up on to the stretcher.

A change trom The Studio s that the three eyes ot the arust, which
m Wilham Rubin’s surmise are a sign of the painter’s superior
perspicacity, are now transterred to the model. In the readings ot this
painting. both by William Rubin and by Robert Rosenblum,
attention 1s called to transterred sexual attributes (because ot the
vagima-like mouth or car of the artist), and 1t 1s noted that Freud had
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remarked on such transterence being common in dreams, and further
that this was a current preoccupation ot Surrcalist artists. In William
Rubm’s view, the pamter’s arim (or brush, perhaps) is ‘rigidly phallic’.
In any case, sexual transterence scems most evident in the fact that
the model’s profile 1s male rather than temale. (Throughout these
arguments, of course, runs the supposition that i an emblematic
situation such as this all artists are male and all models female. It is
reasonable enough to assume this in Picasso’s case, though there are in
fact some later pamtings ot a girl drawing.)

The strong and springimg rhythms of Painter aud Model, the
alternation of block-like shapes and zones of the picture with more
clongated and flowing clements, were not much developed atter this
pamting, though they arc certamly there insuch a work as the Pitcher
and Bowl of I'ruit of 1931. More importantly, perhaps, there s
something of a memory of this manner of working i certain of the

125 Pitcher and Bowl of Fruit 1931
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126 Vollard Suite No. 63 1933

ctchings of the sculptor’s studio m the ollard Swuite, where there is a
similar combination of forms: a solid and torthrnight plinth which
squarely dominates the studio, while the artist and his model rechne
luxuriously in front of it. This is appropriate. For it could be said of all
the artist-and-model paintings and drawings ot this time that they are
haunted not only by the problems of painting but by the possibilities
ot sculpture.

P1casso HAS BEEN famous for his rapid changes of style. These have
seldom  been  held against him except by the most hostile

commentators, who regard the phenomenon as convinaing proot ot

charlatanism. In general, they are vaguely commended as being
evidence of energy and a tertile mind. They are most common in the
1920s and carly 1930s, and have much to do with the tact that there
was not then the same drive, the same propulsive urge that there had
been before. Some paintings occur which are in a peculiarly reahistic
style. They are of people. The very unlikeliness that realism would be
the right path for art to take after the First World War led to some
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alarm when members of the Picasso crrele saw s menculously
“accurate” drawings ot a conventional type. But that kind ot drawing
was confined to work an paper and was later expanded by the use of
o1l only on rather unspecial occasions. These have been welcomed by
sonmie writers, and by the print industry too, perhaps because tiimd
critics are glad to pomt out that a viliied modern artist can draw
pertectly well inan acadenie fashion when he wants to. This
sentimental naturalism in Picasso is characterisucally fanmihal, and
appears i portraits of Olga, his mother, his friend Salvoldo, and
above all his son Paulo, who s a trifle subjected by Ins father’s
fantastes, being often dressed as a picrrot, a harlequin or a matador.
These works belong to the biography rather than the curvre. (Roland
Penrose recounts: “Alexandre Roseuberg remembers a story ot his
mother’s displeasure at Picasso’s version of her charms. She told him
firmly that she would rather have been painted by Boldin, the
fashionable Parisian portrait painter of the day. Silently Picasso took
another canvas and a few nunutes later presented her with a perfect
example m the seyle she desired, signed Boldin.”)

128 Olga Picasso 1917

127 Paulo Picasso 1924




s at this pomit that we should note the separation between Picasso
and his wite. The circumstances do not seeni to be vastly important to
the discussion of Prcasso’s art, and there s really no need to study the
muatter turther than has been done by Roland Penrose. Picasso’s loval
fricnd. Tt s worth noung. however, that Sir Roland’s vague account
claims that Olga was both the cause and the subject ot some ot the
violent female figures of the 19205, Fle suggests that Picasso had been
enticed by Olga mto a lngh Tite ot balls. beach parties, {a vie snob: that
this mtertered with his art: and that it became intolerable. An
mcrcasing estrangement withim the marnage became total m 1931 or
1932, when Picasso approached a striking seventeen-vear-old in the
street. This was Marie-Thérese Walter, who became his mistress and
bore him a daughter. She mspired. or atany rate s the subject o very
many of the pamtings and sculptures of the 1930s. Thenr importance
15 discussed below. Perhaps it should be added here that the women
who were Prcasso’s lovers are seldom happily deseribed by his
brographers. Not untypreal of the attitude towards Marie=Thérése is
Wilham Rubin’s commendation ot her “surtabihty as a vessel tor
primal feelings’.

Atter 1918, Picasso had begun the habit of spending long summers
by the seas he was generally m Parts during the winter months. The
character of the Mediterrancan coast appealed to him more and more.
Itis reported that this was nota techng shared by Olga until that coast
became the tashionable Riaviera. Tt s hard now to nmagine, sav,
Samt=-Tropez as a simple tishing port where artists ived and worked
cheaply: but that s what 1t was. The Prcasso family also spent
summers on the northern coast, at Dinard. Picasso had the monev to
doashe hked. Modern artsts do not hiven castles, asa rule. However,
Picasso began to feel the need for a home that was away from Paris
but not on the coast, where he operated as a sort of superior estivant or
summer resident. He accordingly bought the Chiteau de Boisgeloup,
near Gisors, m 19320 This was m the nuddle of the Depression: in
Paris. Kahnweiler was orgamzing a weltare svstem for his artists. At
Bowsgeloup, the barns and stables provided ample room tor sculpture.
In additon, a press was mstalled there. Prcasso began engraving
sertously 1 a way that he had not done since the rose period, tharty
vears betore.

The Vollard Suite, one hundred ctchings tor a luxury collectors’
cdinon planned by the dealer Ambrorse Vollard, was some vears
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the making, and work on the project was not at all contmuous. Tt was
begun in 1930 and completed in 1937, Vollard had given Picasso his
tirst show back in 1901, but was not interested in dealing in his pic-
tures after the Cubist pertod. Relations between the two men were
nonctheless amiable. Vollard had a sense as a dealer which combined
the commercial and the aesthetic: out ot this came a welludged
instinct tor originating sccond-order artistic projects. The kind of
books that come in boxes, the beany livres of nincteenth-century
French tradigon, were preasely to s taste. He used muany
contemporary artists to illustrate new editions ot classical and modern
French works. Picasso had recently collaborated with him on the
Balzac short story Le Clief d'wuvre inconnn. There is evidence enough
that Picasso approached that commission — he had subsequently a wry
regard for the story — with a mixture of feclings, some ot them
throwaway; that he adjusted s style to suit Vollard's tastes; and that
he was mehned to taunt Vollard’s pretensions. Thisis important, since
the ctching of the 1930s often explores the kinds of unseriousness,
parody, criticism, and so on, thatare available to that medium but not
to painting or sculpturc. The facts of the deal he now made with
Vollard are not clear, and there may have been types of bargaiming ot
an unexpected sort; most probably to do with Picasso buving back his
own carlier work in the dealer’s collection,

The Suire 1s not illustravional i a direct sense. Halt the plates
represent the sculptor in his studio. A quarter are miscellancous,
showing nude women posing or reclimng, bullhghts, circuses, a
winged bull. Smaller groups are concerned with Rembrandt, and a
rape: and two larger groups have the Mimotaur as their subject. Riva
Castleman considers the Suiie a ‘retined sketchbook™, i which many
of the concerns of the 19305 are presented with deliberation. Inso far
as the plates which are gathered together in the work seem to have
been those which most pleased Picasso, or which he felt to be proper
to the enterprise, there is some homogencity. But this is largely to do
with the medium, since there is no thematic unity. We shall often
return to the Vollard Suite at precisely the times when Picasso s
meditating on what artistic styles are proper to what media. This is
most of all the case with his sculptural exploranons.

Picasso returned to making sculpture in the late 19208, In his
painting, however radical, there was a sense in which the possibilinies
for that radicalism had been preordained by other artists: Cézanne's
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example allowed him to make Cubism when i s owenties.
Sculpture was a ditterent matter. It Picasso wanted to make modern
sculpture i 1928, there was no one to look to but his own younger
selt. In sculpture there has never been the same community of ctfort
behind immovaton which 1s the mamstay ot the modern painting
tradition. Picasso alone provided the relevant prehistory: but that
example was remote, part of his vouth. He, Picasso, had set the
dimensions ot the sculptural problem in making the Cubist
constructions, but had then altogether abandoned three-dimensional
work. In the ntervening vears there had not been enough sculprure
of great merit to advance what there was of a Parisian sculp-
tural tradivnon. Quite a Jot of 1t was merely an attenuated
three-dimensional transeription ot Cubisi, or attempts to give a
contemporary ook to the human tigure. This kind of work remained
static because there was no real effort to make abstract planes the
method and reason ot the sculprure siestill relied on varied modelling.,
or on understood  representative planar variatons. around  a
recognized core. Brancusi’s scarch tor primordial ovoid forms
was a reductionist tactic which could lead nowhere. Constructivist
sculpture, that decoranve adjunct ot the machine age. which
remained mterior design even when most hopetully enlarged as
exterior destgn. had no attraction tor Picasso. Assemblage. a favourite
mode tor producing Dada and Surrcalist objects (rightly ahvavs
called “objects” rather than sculprure). was morce than anyvihing clse
weakenmg rather than o development ot collage and the Cubist
construction. All this secemed to be arrelevant. Picasso’s problem.
then, was how to begin anew, when he had done it all betore.
William Tucker's remarks on the carher achievement are relevant
here: "It was due solely to Picasso. and in particular to the [Cubist
constructions|, that it became possible to literally “make™ a piece of
sculprure, tor the tirst e i history .. unul this pomtin tme, the
possibility of the free arrangement of parts to ¢reate an CXpressive
wholce had been demed sculprure.” And now, agam, sculpture which
had been wedded so long to carved  or modelled human
representation, and which had been wedded since Cubism to the
Cubist “look™, tound it ditticult to ettect that kind of bound mto
‘making’. Tt 1s this ability to be facient. the rarest and most essential
quality of modern sculpture - additionally o high demand because of
the discontinuity of the sculptural tradivion, and only really apparent
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among other artsts i David Smith and Andhony Caro -~ that Picasso
now sought to recaprure. The attempt to return to the facient
condittion was partly vitated by the tact that Picasso was haunted
by the idea of the monumenul. Considering  that sculprure’s
cnslavenment to the reiteration of the human figure had been ended by
the Cubist revolution, this now looks asat it were a wrong tack, and
that Picasso needed, above alll to rid himselt of work that would
depend ona recogmzed sense of human dimensions. However, there
may be one very important precedentin Picasso’s own work for some
sculprures in the period now under discussion. This is the immensely
savage totem-pole Figure carved — hewn — m 1907, Given the date,
onc jumps at the attinities, but Figrre remains a rather puzzling work.
There 1s a ditterence berween this piece and the paintings of the tme.
Whatever precultural, priminive, or Atrican things were impressed
into the service of carly Cubist paintng, they did not remain such, tor
they were accommodated in the most delicate and aruticial product
of Fm‘npc;m culture, casel painting. This did not happen with Figure,
which stands alone, without a context. It does not necessanly have
high stcanding as art, and 1ts singularity — there are only two smaller
things hike 1t~ has meant that it is often overlooked. Tt mayv not be
fmished: but on the other hand there may not have been any need to
take it further chan icis i which caseitis tinished. Only the fact ot the
making of it scems to matter. But, since he did make 1t, some
problems arose (for i modern art. to be without a context is itself a
contextual problem). We can assume that Picasso would not be so
obtuse as to make an imitaton African piece. so that was not the
intention. On the other hand. 1tis fairly elear that what he had made
he did not wish to bring into Parisian art: and so the reason why this
remains asolitary and exceptional prece would be that he reahized that
in sculpture this could not be done 1907 just the substantiveness of
the medium precluded 1. Figure therefore gives us a unique
opportunity to estimate the brilhant intelhigence ot the voung Picasso
by reference to what he deaided nor to do. Now. it is Tikely enough
that the only reason why Fignre 1s extant is that Picasso never
destroved his own work. But since it is there, it is reasonable to
speculate about itz perhaps something about the picee returned to him
in the late 19205 as a sort of new possibility. Since it pre-dates Cubist
sculpture, it might have seemed a way to be free of the problems in
which post-Cubist sculpture sull Houndered. Morcover, the violent
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129 Figure 1907

Dadaand Surrcalist vears thathad come atter the calim ot Cubisin. the
new emphasis on the iconoclastic. the presumed alliance between the
primitve and the subconscious. the re—appearance ot the Demoiselles -
Al thas nught turther have suggested to Picasso that there was a
viabihity in totennistic or tetsh-like tigures. There area good number
ot examples 1 the figurines ot 1930 and the httde wood carvings ot
human tigures made m 1931,

Hlowever, 1tis signiticant that we timd most evidence ot theidea ot
the totemistic monument withm pamtng (and drawing) rather than
m actual sculpture. Why s this? The facient. substanuve reality ot
sculpture emerged during this century as a separated counterpart ot
the way pamung shed s dependence on illusiomsim. This became
totally clear with the mnvenuon ot collage and the makmmg ot Cubist
constructions. But the sculptors did not respond to this situaton.
Now. atter Smith and Caro. when we know how much can be done
with sculprure. we reahize how lirtle was made out ot collage m those
years, how it lost power the more 1t was used i reliet and assemblage
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130 Woman by the Sca
1929

object-makimg. In the 19205 and 1930s. there was a tendeney among
those who were unsure about sculpture to make it lurk within
lusionistic pamtng. Surrcalist sculpture v the prime example. It
hardly exises, i tace: but 1t has a notional life within the pamtng. I
one thinks of the major madents within the recessive academic
scenario provided by Dalic Tanguy and Magritte. one sees the
sculpture there. Picasso’s case was not quite the same. of course. But
there were three or tour years in which he drew. or painted.
imaginary or putative sculpture within a generahzed landscape or
scascape setting. The sea, in fact. is never tar distant, just as the torms
which these imagined sculprures take are like rounded bones and
pebbles. cast on some deserted hittoral atter the surge of thousands of
tides had worked them into primigenial forms. There are a cluster of
works like this. A peculiarity of them s the way that they all = even
Seated  Bather. perhaps the most famous — carry cvocations of
maternity. The theme is explicit in other works, though the Seated
Bather itselt has much more startling attributes: tor the woman's
mouth is constructed as a ragina dentata and her head resembles that of
the praving mantis, an insect notorious for its mating habies and
popular among the Surrcalises for that reason. (Wilhamm Rubim
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connects the mmage with s speculations about Olga Picasso.) Clearly
cnough, there 1v some sort ot connection between Picasso and the
Surrcalists here, But he s a long way from ther procedures, at feast
trom those veristic ones which use academicism in the mterests ot
subversion. The painting 1s more trankly a modern painuing. Instead
of the great vistas and deserts ot Dalic or Tanguy's viscous canyons m
which the horizon cannot be preaisely located. the triparate division
is trank ]y dratted. and the tigure given up to what Picasso does o e
In this picture 1t s as though the tigure s being mvented rather than
distorted. one reason why one tinds 1t preterable to the preceding
IWonan by the Seacwith its gruesome reminiscence ot the coiffure scene
in Gosol. The appearance ot pentimenti m Seated Bather 1s rather
cheering. They make plamn how remote the prcture s tronn the
enamelled virtuosity (the finished virtuosity of a sham aesthetic) that
appears n Surrcahist pamnting a la Dah. They also fasten attention on
the real pictorial toree with which the fashioning - sculpting - of the
lower halt of the body has been carried out. at some pomnt torcing the
line of what we take to be the beach right out ot true.

There are a cluster of paintings of this sort. and a very large number
of drawings which depict things even more avowedly sculprural.
Some of these may be classed among conceivable projects for a
proposed monument to Apolhinaire. which Picasso was mvited to
design. The details of this project are vague. What one can be fairly
sure of s that Picasso. who had great ditheulty  always
commemorating triends, would nonctheless have made something af
he had wanted to: that 15,1t he had wanted to make the sculpture
rather than make the gesture. But he vaallated for vears and would
not make his ideas. which undoubtedly exist i these drawings,
actual. We can be toarly gratetul for this, looking at the drawings.
Perhaps graphic work kept him away from major mustakes in
sculprure. His acute eve for the separation ot the sculptural from other
media was expressed i some amusing drawings m the ollard Swuite.
These were done ma burst ot a tew days i 1933, Their pomnt becomes
clearas oncattempts to visuahize what these sculprures would be like it
thev had a real exastence: then their absurdity becomes apparent.
They have some basis in reality. however: they look rather hike the
Baroque histrionic grandeur ot the statuary by such sculptors as
Covsevox in the gardens of the roval palaces outside Paris, at Sceaux
and Versailles. These are not serious drawings. but they are serious
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152 Vollard Suite No. 59 1933

be a marble statue rather than a human model. We have seen this sort
of thing before, of course, in the Studio paintings of 1927 and 1928,
but there the intention was much more tormal, and was tormally to
do with painting. Now we begin to feel, i the graphic work, that
Picasso was brooding over some felt need to separate the ditferent
demands ot ditterent media, but that thinking about sculpture was
nonctheless something he was not prepared to do without a
debilitaning irony. His broad-minded but wry regard for the whole
arena of art past and present came to be a deceptive quahity, asis quite
often seen precisely at times when Picasso approached a new medium,

when fluency paradoxically became stulttying. His mastery ot

techmques. the facility with which he absorbed them as soon as they
were adopted. meant that the technique or the medium hardly made
demands on him, and led to nothing that was really new. As we have
seen. only the Woman in a Garden is an exception to this, and that
particular linc of enquiry was immediately abandoned.
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"The 1 ollard Suite mdicates that Picasso’s future as an artist was to be
in drawmg, or in making sculptural drawing into clear trontal
pamung. We will return to this topic, for it has much to do, tormally.
with the pamting of Guernica. But there are other things i the 1ollard
Suite that we must now colleet and deseribe that are not at all ot 4
formal type.lIn a sense, they are extra-artisne: they have to do with
the establishment ot the Picassian mythology. and the nilicu tor that
mivthology. This now becomes, through its undoubted nmaginanve
power, the bedrock of hus art. Briely, it is an Arcady where ternble
things can happen. The elements of the mythology are mixed. and
can be contradictory. They are pagan, or Chrisuan, or simply
P e Ry
personal_to Picasso: they are universally recognizable, or remain
arcanc: and so on. But they have the Picassian stap on them,
unmistakably. This was becoming a more natural acuviey, perhaps.
than putting his stamp on other people’s art. Less purcly mventive
tormally. in the making of the picture, and less responsive to the work
of his L‘()ll[Clll}“t)l';]]"iL‘\.ﬁ]C became more imaginative at making up a
kind ot cultural heritage tor l)imsc]f.}T]mugh many dates overlap itis
fair to think of this mterest as succeeding his mvolvement with the
theme ot the artist and his model.

That theme is replaced by more immediately potent psychological
situations. which are often sexual. It was said above that the juggling
around of ideogrammatic torms ot the teatures, limbs. tongues.
penises, vulvas, m non-representational, “abstracted” pamtings. was
aboveall to do with the last possibilitics of tigyre painting within the
pictorial structure developed in the Tate 1920s{ Graphic art, drawing,
had since then meant a return for Picasso to a more figuratve seyle,
and there are no drawings which scem to have an mterest i making
the work of art more abstract: they are tllustrational and anecdotal.
Picasso’s return to an amatory subject matter m 1931 and 1932 (when
he met Marie-Thérése)/makes plain that the mterests of drawing and
pamting were rather scparated The paintings are made ot swirling
torms, bright colours, and represent her alone. otten asleep. They are
also quite daringly conrposed. The drawings, on the other hand, are
relatively explicit and representational, and their tone s not seldom
extremely aggressive. A number of them are ot a rape. This 1s not
shown as m classic art, or mdeed as - Cézanne, where somconce 1s
carrving someone clse away through a landscape, but actually and
spectfically i the moment ot physical possession. These drawings
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have a niche of their own: ther problematie nature 15 not much
clartticd by reference to previous erotic art: Erotie art has always been
made, since the late Renaissance anyvway., but we know hittle about .
[t tends to get destroved. or itis conccaled by the powertul censorship
ot Christianity. [t surfaces in odd places sometimes, tor instance when
made to order tor sultans: but generally it only becomes public m the
service of some sort of lascivious sophisticanon, as m Fontamebleau
art and many types of French Rococo. where 1t belongs to an
atmosphere both worldly and soaally restricted. Of course. the fact
that Vollard was making his publication so expensive, and directed
towards a tew well-known chients, might have increased the erotie
representation there i just that sort of way. One cannot tell. Butitis
worth bearing in mind that Picasso fele that i these aircumstances a
nuimber of drawings of rape werce appropriate.

Not all the drawings of sexual situations have this disagreeable
power. Gova is beauttully acknowledged i onc aquatint of brusque
tenderness. where a faun or satyr comes to unvetl a sleeping girl: the
French word dévoiler 1s expressive of the mood. Several other
drawings arc like this. They are the development of an old theme in

156 Tollard Suite No. 87 1933
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Picasso. one which has been discussed by Leo Steinberg, that of the
sleeper watched. He reters to the “gloom of the mind and the beauty
of the body" as a characteristic of the theme. One thinks especially

Meditation. the softly modulated watercolour of thirty years
before in which a brooding Picasso watches over his new mustress,
Fernande Olivier.

Perhaps we may consider these new drawings as an extension of the
theme of the artist and his model. with the special development that
both the social and artistic dumensions ot that situation have now
disappeared. We are 1 some sort of legendary or mvthical realm,
naturalistically  depicted. where art does not exast; nor human
civilization. The creature who has lcapt over the balcony out of the
sunlight, and who with swarthy triumph lifts away the hms\ verl or
curtamn to reveal the sleepimg gnl. 1s some kind of rough taun: he bhas
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horns and a tail. Fle s the demizen ot hot and ancient Mediterrancan
lands, flled with ohve groves, vines and cypresses, scony but always
near to the sea. Thisis now the Picasso landscape. The most important
and tullv=developed of all the halt=godhke characters that live in this
landscape 15 the Minotaur. This monster was picked up trom the
Surrcalists, as 1t happens: they tound the myth attracuve. Picasso
Hlustrated their magazine Minorawre in 1933, The Cretan Minotaur is
classically deseribed by Ovid as semibovemgne virmu, senivirunigie
boven ( Ars Amatoria): and he s the issue of a white bull and Pasiphaé,
the wite of Minos. Prcasso has no interest in the rest of the classical
story, the confinement i the labyrnth, the exacted tribute from the
Athemans, the defeat by Thescus. Fhs Minotaur must not be
constricted to playing a determined part in a legend. and needs to be
kept away trom heroes. He has some freedom of actuon. He appears,
holding a glass of wine, ina scene of Bacchie trivolity in the sculptor’s
studio (this rather preposterous situation 1s his only contact with art).

158 Iollard Suite No. 85 1933




159 Vollard Suite No. 94 1934

Two models, parodies of the women m Ingres’s Bain Ture, sprawl
voluptuously m front of them. In another drawing the Mmotaur
sleeps behind a veil, whilea girl watches his slumber ; but in two more
We witness, again, a r;lpc(Thc Minotaur s gentle, savage, and lustful:
he has human emonons but hterally brutal 1mpulses. When he s
blinded or wounded. we feel compassion; when he disembowels a
horse we teel horror: and when he crouches over a sleeping gl

stroking her check but not wakimng her. we sense some kind of

impermanent primal tenderness.

Clearly, this is not quite hke the monsters and nasty ammals
favourcd by the Surrealists, and not only by them., during the 19205
and rg3os. The Minotauris a more deeply nmagimative creation, and 1s
of an mterestingly amoral type. For we are now contronted.
dramatic situations, with the basic ethological question: whether men
are more like beasts than beasts like men. s one way to putat. Weare
led to ask to what extent the behaviour ot the Mmotaur is human
behaviour. This is a most important part of Picasso’s private Arcady,
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and thus ot ns personal mythology, and thus ot the stock ot
svimbohsm which was used 1 the major pamtng of his later vears,
Guiernica. Preasso has begun o develop a darker and less ranonal
world than that ot 4 mythology which mvents gods activated by
anthropomorphic behaviour patterns. Picasso’s Minotaur is of the
opposite tvpe: he s a mythological bemg whose essence s besual
rather than anthropomorphic( Hlenee the darkness ot spinit, the
torcbodmg. and the irratonality.)One cannot but think of Goya’'s
note on one of his ctchings in ume of civil war: “The sleep of reason
produces monsters.” A pomt about Picasso’s mythologyvis thatitis not
humanly ratonal and that lessons are not to be drawn trom i, unless
it be the stmple Jesson that dus as what Iife 15 hke. Prcasso’s
neoclassicism, partly because ot its strongly pastoral and amoral
tendencies, ditfers signiticantly from the major tenets of previous
neo-classicism. That had been avie, didactie, replete with moral and
political significance, 1mbuing Roman or Napoleonic heroes with
an active secular superhumanity. The instunctiveness and pecuhar
irrattonahity of Preasso’s myvthology  was to nulhty Guernica’s
authority as a political statement.

Guernica (1937) must be considered in terms most closely drawn
from the problems of Picasso’s art in the decade that preceded it./The
establishiment of an iconography, whether mythological or not,
became mcreasingly important in the twelve years between the Three
Dancers and Guernica. If there is a common factor in all the elements of
this iconography, or one prevalent attitude, we tind it in the retusal
to give much credence to civilization, and i the pessimism: a pessi-
mism not of a sober and contemplative type, but thoughtless and
terocious.

Packed 1mto the uny but important Cracifixion, of 1930 (which 1s
usually taken as a halfway stage between the Three Daneers and
Giernica). we find an amazig diversity of styles and sources, with
some reference to the cultures they represent. all making what John
Golding calls a “work . . . deeply irrchigious m spinit [which] evokes
the sensation of some prinntive atavistic ritual, cructand compulave’.
A mere hsting of some of these sources will give an idea of how much
was compressed into the picture. The painting is first of all. and
exceptionally. Christian: but it is also primitivizing, has references to
neo-classical or perhaps Greek arto makes use ota complex symbolism
derived from pagan religion and the idea of the sacrifice of a
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160 Drawing for Crucifixion 1929 (sce ill. 107)

Kimg-god. has strong overtones of Mithraic cults and ot the rtuals of
the bullmng. and makes use of stvhsaie devices from Cyeladie
sculprure. ot Australian abonginal art. and ot scenes of men and
ammuals drownmg together trom an cleventh-century illustratnon of
the Flood. This paintimg. whose size provokes the suspicion that 1t
mght have been made (something very unusual m Picasso) as a
maquette tor a larger work, was preceded by three or four vears of
drawmg towards the subject. In one drawing in particular, some of
the sources are rather clearer than they are in the pamting. and we also
find motts which subsequently  disappeared m the ol version.
Signiticantly. these are mouts which relate most specifically to the
traditions of Western European art m its later and more cultivated
stages. For mstance. the brick wall and colonnade suggest classical
architecture and aty lite. The soldier, with his spherical shield and
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lance, renunds one (ata distance. 1o be sure) of the martial figures in
David's OQath of the Horatii. i the Louvre: or, if not of that picture.
then of some Greek vase. The row of heads, which Roland Penrose
deseribes as the “ghoulish faces of a crowd of spectators”, while
doubtless they do have such a role, are also stacked in the classic
manner of carcatured heads, an invention of Leonardo da Vinei's
developed by the Carracer, and later to be directly copied by Picasso
m a lichograph ot tog8. (Cartcature was in the air, i a number of
wavs. [he Surrcalists exhumed trom his proper obscurity the artist
Gruseppe Arcimboldo (1527-93). who by visual puns constructed
ugly allegorical tigures out ot chetr ateributes: Water (a kind of
Neptune)o out of fisht Hlerod, from the bodies of massacred
mnocents. But cartcature’s true functon is always to make visual
comments on classical beauty.) In this drawing there 1s something of
Prcasso also cartcaturing himselts we recognize the horse from the
curtain of the ballet Parade (which we have already related to Degas).
now sottishlv chewing a tuft ot grass. One could expand on all this;
but. m short. there are a number of civihized elements i the drawing.
They are dealt with sardonically, and even with some sort of disgust:
but they are thereo and this mmphies some sophistication. Al this
disappears in the sore, flaring hostility of the painting itself,

The tield colour, jarring agamst dirtied but still acid yellows, 1s red,
but it 1s not a red ticld that gives unitv. It stnkes attention by ats flat
prominence in a whole large area ot a pamung otherwise taken up by
busy detail, and we see that it goes round the picture as an intenior
trame all around the bottom to a fifth of the wav up the lett-hand side.
It forms the ground behind the praving-mantis igure and the base of
the crucitix. and 1s used as a contour-detining line throughout the
painting. At no point can any colour or line rest. All 1s dissonant.
Manyv of the personages have different limbs painted in such a way
that the hmb which 15 furthest from the picture plane 15 m an
advancing colour. while the more prominent is m a receding colour.
Something ot the ctfeet of this reversal of normal colour values 1s
repeated in the extreme contradictions of scale, within the whole
picture and within individual figures. The picador is minute, hardly
the size of Christ’s head. at which he chrusts with his long statt. At the
very front ot the painting, a dice-plaver’sleg and tootis larger than his
body, as farge as a whole pile of victims or mourners bencath the
cross. The dazzlingly vicious compression ot all this matter mto so
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small a painting tempts one to loosenat apart, to see how it was made,
or to see how it could have been ditterentdy made, and when we doso
we tind a rather unexpected source, which is i the Parade drop
curtain of 1917. [f we look at the relavive positions of the Crucifixion’s
toreground, this corresponds, surely. to the stage boarding : so do the
positions of the actress on a horse and the prcador: so do the shut-ott
curtained effects made by the flat red m Crucifixion and the simulated
curtain m the Parade drop curtain. The impression s strengthened as
we recall that the horse from Parade was m the prehmmary drawing
tor the pamting: and as we look back to Parade we also hind the

colonnade. the ladder, the mihitary drum and the group of people
engaged i some soctat acuvity below the main action. All this. quite
apart from the other sources. Picasso has condensed into the making
of his picture.

What does this mean? First of all. of course. it reminds us of swhat
we already know, that Picasso never torgot any previous painting of
his. and that there were no parts of his previous artistic production
that he regretted or rejected The Crucifivion also shows how he
tended to be conservative in his handling of pictortal space, even
when working on such a small scale and in such vibrant, aggressive
and high-pitched colours. Most ot all, it shows that, even at che
painting looks turtous, 1t was not the mere and isolated result of some
explosive inspiration. The backlog of 1ts characterisics, extending at
least as tar as 1917, and the drawings around the picture, both betore
1ts execution and after, lead one to the conclusion that it came about as
a result of much previous thinking and experience, and that 1t was
meditated afterwards. The important works that lead up to Guernica.
and most of all that mural 1esclt, are similarly tull of art and old
knowledge, and old habits too: they are replete with the kind ot
sureness that s the result of many vears ot being an artist, which jars
with their generally neganve and destructive tone. A voung person
could not have pamted them, only an old artist who was given to
raging at his own maturity.

For the mimute, theretore, itis pleasant to turn to another group ot
works which - however much this seems unlikely - were bemg made
concurrently with the increasing gloom and disguised doubt that we
have been discussing. We have seen how involved he was i ditferent
kinds of sculpture. we have looked at the way that he was drawing,
the way that he was making graphic art. we have noted how he
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conducted a running conversation with the Surrcalists, and was
makig a huge attempt on history, with the aid of prehistory, i his
painting of The Crucifixion. He must be given an accolade for the fact
that. in the midst ot all this, he could yet embark on a series of pictures
which again are quite unlike. and 1 which he approaches a type of
modern art quite alien to his own temperament and typitied by a
arcat but artistically remote modern master, Matisse. [eas the sheer
clasticity of Prcasso’s impulse to make art that we must salute here. We
have argued that his progress led toa retreat. led to hiterary rather than
artistic situations, became a kind ot stasis; and all this is true, i the
long view. But Picasso, as in the pamungs inspired by Marie-Thérése
and intluenced by Mausse, could sull for a time make an arastic leap,
to make that long view seem a hittdle irrelevant.

A photograph taken by Ceal Beaton in 1931 shows Picasso
standing under a pammtng not catalogued by Zervos which s clearly
of Marie=Thérése. This date may theretore be taken with some
certainty as the beginning ot their haison and the mitaton of this
particular sub-group of works in Picasso’s developmient. The change
may be seen in pantings other than tigurative, partoicularly in the
three prctures tded Pitclier and Bowl of Fruit and the remarkable
Still-life o a Table, all of 1931. The finest of the fruit paintings, and
the still-life, respond to a kind ot art which Picasso. by rcason of his
sombre carly romantiasm, his Cubism, and the subsequent heavy
burdens, had somewhat avoided. This was the decorative side of
modern French art the sprightly. vivid, untroubled painting with
Impresstomst and Fauvist forebears but only a tangenaal relavionship
to Cubism. The tront paintings teature a rectangular tables honzontal
and frontally inchned, they always fold at certain pomtes ito the
indicativeness of post-Cubist space; but the Still-life on a Table is not
like this. Tois vertical, and has an unexpected twist and buckle, with
an accompanying swell, quite ditferent from the usual ways of
post-Cubisim. An undulating hne bisects the picture vertically, and
from this division curved lines take off towards the perimeter ot the
picture. These hines are definitional of space, to be sure, but they do not
enclose that space. There 1s a strongly arabesqued aspect to the com-
position, and we might think of a late cloisonniste method, since most
of the twisting and curving lines, in black, enclose flat areas of un-
modulated colour: vellow, red, lilac, a peculiarly striated bluc and a
pungent, greeny turquoise. The picture 1s full of vitality; the three
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162 Still-life on
a Table 1931

table legs have the air of sentient organic things, and the composition,
lincar but bunching together rounded fornrs, appears to sprout from
nodal points and from a central axis which is almost experienced as
the stem of a plant.

Such images are appropriate, tor m the higurative pamtings
Marie-Thérése, scated or recumbent, often asleep, acts as the recipient
or originator ot a multatude of expanding organic torms, shooting
out, burgeoning, germinating into truit and Howers, in one instance
sprouting from her belly. The paintings overtflow with the sense of
fecundicy, felt in che girl herself and in all that surrounds her. A
favourite image. in many of the paidngs and also in the sculpture
Woman in a Garden. 1s the philodendron plant. with its extraordinary
capacity for growth, waving branches and acral roots (it was a real
one, i the Rue de la Bodue flat). Picasso could not celebrate
Marie-Thérése — and that scems to have been in large part his
mtention - by looking at Matisse’s sculpture, but he does approach
Matisse in certain of the paintings of her, in particular The Mirror and
the Reclining Nude of July 1932.
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I making a new seyle with Marie-Thérese asits subject it would of
course be most appropriate for him to look at what Matisse had done
to the subjecet of the gorgeous and sensual figure portrait. So we tind
sonte simlarities, mostly m che Reclining Nude, though they are hard
to pin down. In that picture the extreme tlt of the toreground to
make a decorauve plance. the forthnghe arabesques without overt
constructive tunction (not approaching Matisse’s elegance, however),
the large central portion of black, the striped pitlow, all put one in
mind ot Mansse, but somchow without allowimg us to see the
stmilarities as real: nothing could really bridge the gult between the
two artists. Something about the picture that dawns on once as a
peculiariey s simply that it s rather more direct than one expects, tor
one haslong lost the experience of trankness in Picasso. Thereisa way
m which the hedonistic picture needs to be more candid than any
other tvpe. There was much 1n Picasso’s temperament which made
this strangely ditheult for him: it s akin to the way that he was
attracted to the primitive but not to the exotc.

163 Reclining
Nude 1932







These paintings of Marie-Thérése, so detimre m their employviment
of voluptuous curves and mages of tecundity, made with unabashed
sensuality and not very like his other pantings of the time, lead one to
ponder a little over the types of utterly sensual paintung that are
apparent in the School of Parts and i later art. This is an arca where
one needs the support of nany qualifications. For instance. itis a fact,
not at all such an odd onc as maght at tirst scem, that the great
hedonists of modern French art were the bourgeors — Renoir,
Bonnard, Matisse: but it 1s not a tact that their achievements are
attributable to any domesticity of vision. Again. itis not true —1n fact
it1s an extremely vulgar fantasy - that a lavishly delectable art must be
conveyed by an erotic subject plausible en<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>