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PROPERTY FROM THE NELSON A.ROCKEFELLER COLLECTION

1B
PABLO PICASSO (1881-1973)

Le hibou (rouge et blanc)

signed and dated 'Picasso 22.2.53." (on the front of the base); signed
and dated again ‘Picasso 22.2.53." (on the underside)

earthenware painted by the artist

Height: 13% in. (33.6 cm.)

Length:13%in.(34.3cm.)

Executed on 22 February 1953

$1,000,000-1,500,000

PROVENANCE:

Galerie Louise Leiris, Paris.

Curt Valentin Gallery, New York.

Nelson A. Rockefeller, New York (acquired from the above, 24 December
1953).

Mary R. Morgan, New York (by descent from the above).

Mary Rockefeller Morgan Charitable Trust (gift from the above).

EXHIBITED:

New York, The Museum of Modern Art and The Art Institute of Chicago,
Picasso: 75th Anniversary Exhibition, May-December 1957, p. 100
(illustrated).

New York, Cooper Union Museum for the Arts of Decoration, Ceramics
by Picasso, March-May 1958, no. 52.

New York, The Museum of Modern Art, Twentieth-Century Art from

the Nelson Aldrich Rockefeller Collection, May-September 1969, p. 33
(illustrated).

The underside of the present lot

LITERATURE:

A. Verdet, “La griffe de Picasso” in XXe siecle, March 1958, p. 14

(another example illustrated in situ).

R. Penrose, The Sculpture of Picasso, New York, 1967, pp. 140-141

(another example illustrated).

D.-H. Kahnweiler, Picasso-Keramik, Hanover, 1970, pls. 32-33, 35-37

and 56 (other examples illustrated).

G. Mili, Picasso’s Third Dimension, New York, 1970, p. 180, no. 133 (another
example illustrated in color). W. Spies, Picasso Sculpture with a Complete
Catalogue, London, 1972, p. 308, no. 403 (bronze version illustrated, p. 201).
H. Greenfeld, Pablo Picasso: An Introduction, Chicago, 1971, p. 173
(illustrated; with incorrect medium).

G. Ramig, Picasso’s Ceramics, Paris, 1974, p. 283, no. 153 (illustrated, p. 68).
F. Ponge, P. Descargues and E. Quinn, Picasso, Paris, 1974, p. 275 (another
example illustrated, p. 153).

P. Anbinder, ed., The Nelson A. Rockefeller Collection: Masterpieces of
Modern Art, New York, 1981, p. 105 (illustrated in color).

D. Bozo and M.-L. Besnard-Bernadac et al., The Picasso Museum: Paintings,
Papiers collés, Picture Reliefs, Sculptures, and Ceramics, Paris, 1985 (another
example illustrated, p. 216).

P. Daix, Picasso avec Picasso, Paris, 1987, p. 196 (another example illustrated).
B. Ruiz-Picasso, ed., Ceramics by Picasso, Paris, 1999, vol. |, pp. 524-529
(other examplesiillustrated in color).

W. Spies, Picasso: The Sculptures, Stuggart, 2000, p. 411, no. 403.11l (another
exampleillustrated in color, p. 254; other examples illustrated, p. 373).
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In autumn 1946, while Picasso was working in the Musée Grimaldi at
Antibes, a small owl with an injured claw was discovered in a corner
of the museum, where it had fallen from the rafters. Picasso agreed to
take in the bird, whom he named Ubu, a play on the French word for
owl (hibou) and the obnoxious anti-hero of Alfred Jarry's play Ubu Roi.
Picasso bandaged Ubu's claw, and it gradually healed. When the artist
returned to Paris in November, he brought along the owl to join his
menagerie of caged birds.

"We were very nice to him but he only glared at us,” recounted
Francoise Gilot, Picasso’'s companion at the time. “He smelled awful
and ate nothing but mice. Every time the owl snorted at Pablo he
would shout, ‘Cochon, merde,’ and a few other obscenities, just to
show the owl that he was even worse mannered than he was” (Life
with Picasso, New York, 1964, pp. 144-145).

The presence of the owl-at once the attribute of Athena, the Greek
goddess of wisdom and craft, and a legendary harbinger of evil and
doom-deeply affected Picasso. Between November 1946 and March
1947, he painted his new avian companion at least a dozen times.

No doubt, he identified with the bird-his nocturnal habits, perhaps
his predatory nature, and especially his preternatural power of sight,
which penetrates the night like the painter’s own vision penetrates
ordinary experience.

At Vallauris in the early 1950s, although the irascible Ubu seems to
have moved on, the owl became a dominant motif in Picasso's work in
three dimensions. He created a half-dozen owls from sheet metal or
objets trouvés, and he produced a pair of plaster models, subsequently
cast in both bronze and fired clay, that emphasize opposing aspects of
the bird’s nature (Spies, nos. 403-404). The present ceramic sculpture
is one of the finest and most richly painted of these and shows the
creature as cool and composed, surveying his terrain with protruding
eyes. In the other, the owl’'s mouth gapes open as he swoops in for the
kill, raw aggression replacing taut control. Picasso hand-painted the
ceramic examples at the Madoura pottery workshop, creating lively
decorative patterns in red and black slip that contrast with the bird’s
intense demeanor.

Pablo Picasso, Nature morte a la chouette et aux trois oursins, 1946. Musée Picasso, Antibes
© 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York



PROPERTY FROM A PRIVATE NEW YORK COLLECTOR

2B
RENE MAGRITTE (1898-1967)

Hommage a Shakespeare

signed ‘Magritte’ (upper left)
gouache on paper

13% x10%in. (34 x 27 cm.)
Painted in September 1963

$700,000-1,000,000

PROVENANCE:
Harry Torczyner, New York (acquired from the artist).
Gift from the above to the present owner, circa 1968.

LITERATURE:

Letter from R. Magritte to Harry Torczyner, 9 September 1963.

H. Torczyner, Magritte: Ideas and Images, New York, 1977, p. 57.no. 76
(illustrated).

H. Torczyner, LAmi Magritte: Correspondance et souvenirs, Antwerp,

1992, p. 257, letter no. 295 (illustrated, p. 256; with incorrect medium).

D. Sylvester, ed., René Magritte: Catalogue Raisonné, Gouaches, Temperas,
Watercolours and Papiers Collés, 1918-1967, London, 1994,

vol. IV, p. 258, no. 1537 (illustrated).
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Note affixed to the backing of Hommage a Shakespeare

In June 1963, Magritte received an invitation from Show, “The
Magazine of the Arts”, to participate in a special issue, slated for
February 1964, celebrating the 400th anniversary of the birth of
William Shakespeare. The editors hoped that Magritte would provide
an artwork suitable for illustrating one of the articles by authors
including Arthur Schlesinger, Jr., Aldous Huxley, James Thurber, Jack
Kerouac, James Baldwin, John Gielgud, and J.B. Priestley, among
others. In a postcard from Nice dated 18 June, Magritte mentioned to
Harry Torczyner, a close friend and his foremost American collector,
that he was about to respond to Show, stating that “my conception
of painting is the opposite of ‘illustrating’ a given subject” (quoted in
Sylvester., op. cit.). Magritte was inclined to turn down the offer.

Ultimately persuaded, however, to accede to Show's request-"perhaps
by Torczyner, who appears to have taken over negotiations” (ibid.)—
Magritte painted the gouache offered here, dispatching it to Show's
offices in New York on 23 September 1963.

Affixed to the backing of Hommage a Shakepeare is a sheet with
Magritte's letterhead, bearing in the artist’s hand this inscription:
“Julius Caesar act | scéne Il / Brutus: ‘No, Cassius: for the eye sees
not itself / But by reflection, by some other things™ (ibid.).

In Shakespeare’s play, an anonymous soothsayer has just warned
Caesar, who was walking with Cassius and Brutus, “Beware the Ides
of March.” After Caesar leaves them, Cassius begins to draw Brutus
into his conspiracy to assassinate the ambitious, would-be tyrant.
“Tell me good Brutus, can you see your face?” “No, Cassius,” Brutus
replies... To which Cassius responds, “And it is very much lamented,
Brutus, that you have no such mirrors as will turn your hidden
worthiness into your eye, that you might see your shadow.”

Magritte in his tribute to Shakespeare transformed the Bard into one
of the artist’s signature bilboquets, a lathe-turned wooden baluster

or kind of chess-piece, which resembles a commemorative bust set
atop a plinth. The huge eye attests to the omniscient perspicacity and
wisdom of the illustrious playwright. The curtains, floorboards, and
infinite sky in the distance proclaim “All the world's a stage” (As You
Like It, Act Il, Scene VII). The editors of Show ultimately decided not to
use Hommage a Shakespeare in their publication. Torczyner acquired
the gouache from Magritte, and gifted it to the present owner.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=12145&lot=002B}




PROPERTY OF AGENTLEMAN

3B
PABLO PICASSO (1881-1973)

Portrait de Renart

signed 'P. Ruiz P." (upper left)
oil on canvas

181 x15in. (44.5x38 cm.)
Painted in Barcelona, 1899

$1,000,000-1,500,000

PROVENANCE:

Josép Cardona, Barcelona.

Private collection, Spain (until 1951).

O'Hana Gallery, London (by 1966).

Galerie de I'Elysée (Alex Maguy), Paris.

Private collection, Sweden (by 1967).

Anon. sale, Stockholms Auktionsverk, Stockholm,
22 October 2014, lot 749.

Acquired at the above sale by the present owner.

EXHIBITED:

Barcelona, Sala Parés, Quatre Gats, May 1954, p. 60, no. 56.

Bordeaux, Museé des Beaux-Arts, La peinture francaise en Suede:
hommage a Alexandre Roslin et a Adolf-Ulrik Wertmdiller, May-September
1967, p. 78, no. 90 (illustrated, pl. 47; titled Portrait d’"homme and dated
1897).

LITERATURE:

“Una obra de Picasso pintada en Barcelona en 1897" in Destino, 23
November 1957, p. 39 (illustrated; dated 1897).

P. Daix and G. Boudaille, Picasso, The Blue and Rose Periods, A Catalogue
Raisonné, 1900-1906, London, 1967, p. 108, no. .4 (illustrated).

C. Zervos, Pablo Picasso, Paris, 1969, vol. 21, no. 84 (illustrated, pl. 37).
The Picasso Project, ed., Picasso’s Paintings, Watercolors, Drawings and
Sculpture: Picasso in the Nineteenth Century, Youth in Spain I, 1897-1900,
San Francisco, 2008, p. 182, no. 1899-155 (illustrated).

Picasso, 1904, Musée Picasso, Paris. © 2016 Estate of Pablo
Picasso / Artists Rights Society (ARS), New York

Picasso was just seventeen years old, but increasingly forceful and
independent, when he painted this elegant portrait of his fellow

artist Dionis Renart as a brooding dandy. He had returned home

to Barcelona in February 1899 after a stint at the prestigious but
stiflingly traditional Real Academia de Bellas Artes de San Fernando
in Madrid, where several of his father’s cronies had kept close tabs on
him, and he was now determined to forge his own way. He refused

to re-enroll at La Llotja, where his father taught, and instead joined
the avant-garde circle of Catalan modernistes who gathered at the
cabaret Els Quatre Gats. “The work done over the next few months
reveals an astonishingly rapid advance not just in acuity of observation
and technique but in drama and style,” John Richardson has written.
"Everything has more of an edge to it" (A Life of Picasso, vol. |, London,
1991, p. 109).

Within weeks of returning to Barcelona, Picasso had procured a tiny
studio in an apartment belonging to the painter Santiago Cardona,

a friend from La Llotja, and his brother Josep, a sculptor. In lieu of
rent, Picasso gave his generous hosts a large canvas that depicts a
dapper Josep Cardona seated at a writing desk (Zervos, vol. 1, no.

6). Elsewhere in the building was a corset workshop, as Picasso’s
life-long friend Jaime Sabartés later recalled, run by the Cardonas’
mother. “Sometimes, in spare moments, Picasso took pleasure in
operating the machine for punching eyelets. Then he would go to his
room to draw and paint, paint and draw incessantly” (quoted in P. Daix
and G. Boudaille, op. cit., 1967, p. 106).

Picasso produced the present portrait in the bustling Cardona studio
during these heady months of youthful discovery in the earlier part of
1899, before the artist decamped for his friend Ramon Pichot’s more
spacious quarters. The rakish-looking subject, Dionis Renart, was a
sculptor three years Picasso’s senior, who had studied at La Llotja as
well. Picasso painted him in a stiff-collared shirt and a floppy bow tie,
endowing the striving young artist with a cosmopolitan allure. The
sitter is lit theatrically from the left, creating strong shadows that
accentuate his chiseled cheekbones, heavy brow, and deep-set eyes.
The painting melds the bravura manner of a fashionable portraitist
with the moody symbolist effects then in vogue among the Catalan
avant-garde.

This expressive characterization of Renart inaugurated a running
series of portraits that chronicle the various painters, poets, and
hangers-on who made up Picasso’s tertulia at the time. The majority
of these are in charcoal, with oil reserved for only a few intimates such
as Angel de Soto and Carles Casagemas. In February 1900, Picasso
showed a large group of the paper portraits-a veritable gallery of
Barcelona’s bohemians-in the Sala Gran of Els Quatre Gats, the

first solo exhibition of his career. For the young modernista, it was an
exceptionally propitious start to the new century, which he more than
any artist would come to personify.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=12145&lot=003B}




oe 4B
MARINO MARINI (1901-1980)

Cavaliere

with raised initials and stamped with foundry mark ‘'M.M FONDERIA
ARTISTICA BATTAGLIA' (on the top of the base)

hand chiseled bronze with brown and gray patina

Height: 48% in. (122.5cm.)

Width: 37%in.(95.3cm.)

Conceived in 1951

$4,000,000-6,000,000

PROVENANCE:
Curt Valentin Gallery, New York.
Lilian Florsheim, Chicago.
Private collection, New York.

LITERATURE:

U. Apollonio, Marino Marini, Sculptor, Milan, 1953 (another cast illustrated,
pls. 99 and 101).

E. Langui, Marino Marini, Amsterdam, 1954, no. 24 (another cast illustrated).
J. Setlik, Marino Marini, Prague, 1966, p. 39.

P.Waldberg, H. Read and G. di San Lazzaro, Marino Marini: Complete Works,
New York, 1970, p. 366, no. 287 (another cast illustrated, pp. 206-207).
A.M.Hammacher, Marino Marini: Sculpture, Painting, Drawing, London, 1970,
p. 321, n0.170 (another cast illustrated).

C. Pirovano, Marino Marini scultore, Milan, 1972, no. 293

(another cast illustrated).

G. di San Lazzaro, Omaggio a Marino Marini, Milan, 1974, pp. 28 and 62
(another cast illustrated).

M. Meneguzzo, Marino Marini: Cavalli e cavalieri, Milan, 1997, pp. 122-123,
125-127 and 129, no. 67 (another cast illustrated).

G. Carandente, Marino Marini, Catalogue Raisonné of the Sculptures, Milan,
1998, p. 249, no. 352 (another cast illustrated).

The Marino Marini Foundation has confirmed the authenticity of this
sculpture.
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Wassily Kandinsky, Blue Mountain, 1908 - 1909. Solomon R. Guggenheim Museum,
New York.

Marini's Cavaliere of 1951 is a sculpture of and for its time, moreover one
that had been in the making for nearly three millennia. “I like going to
the source of things,” Marini declared. “I am interested in a civilization
at its beginning. | have always looked for the part that was the kernel of
a civilization, for example, the Etruscans.” Horse breeding and training
flourished in ancient Etruria, the neighboring rival state of early Rome.
The town of Pistoia in Tuscany, Marini's birthplace, lay in the heart of
this region. “There is the whole story of humanity and nature in the
figure of the horseman and his horse” (quoted in S. Hunter and D. Finn,
Marino Marini : the Sculpture, New York, 1993, pp. 15 and 22).

The horse and rider became Marini’s chief theme, a singular
achievement for which he will forever be best known and admired.
This dual subject in its various configurations, ranging from the
naturalistic to the abstract, from roundly antique to sharply modern,
proved capable of generating a compelling allegorical narrative for the
post-war years, a myth come alive that is as timeless in its history as it
is a commentary on our own era.

The posture of man and beast in the present Cavaliere signifies the
dramatic climax of this story. The shudder felt from a sudden upward
thrust of the horse’s neck and head, as if the creature were angrily
bellowing when faced with some assailant, has stunned the rider,
who loses his balance and is about to tumble backwards, his startled
eyes for a split second raised to the heavens above. What has angered
or frightened the horse—has it or the rider been wounded? This

Marino Marini, The Town’s Guardian Angel, 1949-1950. Menard Art Museum, Aichi, Komaki-City.

catastrophic, fateful moment is so convincing that we anticipate in
our mind's eye the rider thrown and fallen to the ground; we witness
the cause, the action, and the effect, all three acts of this tragedy in
motion, declaimed in a single sculpture. Marini's practice of stressing
the surface of each cast, aggressively chiseling and chasing the
bronze, while subjecting it to a varied means of patination, heightens
this dramatic effect.

“I'had been fortunate in renting a studio, when | was a beginner, in
Monza near Milan, where my neighbors owned a big livery stable,”
Marini recalled to Edouard Roditi, who interviewed the artist in the
late 1970s. “I made the most of the opportunities offered me and drew
and modeled horses almost every day” (quoted in E. Roditi, Dialogues
on Art, Santa Barbara, 1980, p. 36). Marini's first equine subjects,
sculpted during the mid-1930s, reflect the balance, steadiness, and
stillness of such objects in classical antiquity. “Until the end of the
Fascist era and the war, | continued to hark back to the sober realism
of the Etruscan funerary figures, of the sculptors of some Roman
portraits, especially the earlier ones” (ibid., pp. 36-37).

Marini was also drawn to later equestrian figures such as Campione’s
14th century monument to Bernabo di Visconti in Milan. “Equestrian
statues have always served, through the centuries, a kind of epic
purpose,” Marini said. “They set out to exalt a triumphant hero, a
conqueror like Marcus Aurelius in the monument one still sees in the
Capitol in Rome and that served as a model for most of the equestrian
statues of the Italian Renaissance” (ibid., p. 35). The ethos of the
Fascist era applauded the revival of the myth of the exemplary hero.

“In the past fifty years, the ancient relationship between man and
beast of burden has been entirely transformed,” Marini continued.
“The horse has been replaced, in its economic and its military
functions, by the machine, the tractor, the automobile or the tank. It
has become a symbol of sport or luxury, and in the minds of most of
our contemporaries, is rapidly becoming a kind of myth... Romantic
painters were already addicted to a cult of the horse as an aristocratic
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beast. They saw in it a symbol of adventure rather than as a means

of transport... In Odilon Redon’s visionary renderings of horses and
later in those of Picasso and Chirico, we then see the horse become
part of the fauna of a world of dreams and myths... My own work has
followed a general trend in this evolution, from representing a horse as
part of the fauna of the objective world to suggesting it as a visionary
monster arisen from a subjective bestiary” (ibid., pp. 35-36).

The catastrophic events of the Second World War, the blunt-force
reality of the horror and misery suffered by man and beast alike,
destroyed this evocative world of myth and dreams. The retreating
German army in Italy ran on requisitioned horse power; the hapless
animals suffered horribly from the shells, bombs, and bullets of the
advancing Allied liberators, or else starved for lack of sustenance.
From a train Marini caught sight of a stricken horse rearing up in
terror, as Picasso had painted in Guernica. The cruel slaughter of these
innocent and defenseless creatures, once champions of the ancient
battlefield, impressed upon Marini's conception of the horse and rider
a new urgency, a desperate awareness of the myth imperiled.

The monumental version of an earlier Cavaliere, created in 1948
(Carandente, no. 313), seemed to represent a welcome end to this
calamitous period in Italian history. This variation on the horse and
rider theme, by this time for Marini the most engrossing line in his
work, “bears traces of the artist’s classicizing mood,” Sam Hunter
wrote. “The rider, head thrown back and arms enfolding his torso,
appears restful, consumed in a self-absorbed dream state. This
jarring configuration hints at the phallic significance of the conjoined
horse/rider image, and that underlying meaning becomes more
explicit in Marini’s later, more agonized oeuvre” (op. cit., 1993, p. 25).

The horse has been indeed invested with sexual symbolism, and
is often plainly depicted as such, since humankind first painted
these magnificent creatures on the walls of caves. "From the most
ancient times men have associated the horse with the sun and
waters,” Patrick Waldberg wrote. “Whenever a horse figures in
ritual ceremonies, its function is to assure the fertility of the entire
population. It is everywhere a symbol of creation, of inspiration, of

Carlo Carra, The Red Rider,1913. Pinacoteca di Brera, Mila

movement... The animal’s outstretched head continuing the neck,
sometimes level with its back, the whole tracing one stiff line
modified by barely a perceptible camber—that was there for anyone
to notice and to reproduce... From one subject to another, we see
Marini, breaking that horizontal, lift that neck and head—and it
becomes suddenly clear; the upstraining head and neck of the horse
seem to turn into a phallus, a phallus belonging to the rider, himself
wonderstruck by the miracle” (op. cit., 1970, pp. 182-183).

The response to the end of the war Marini that scripted into the
1948 Cavaliere, however, was only a momentary aside, a short-lived
respite in the course of events. “Developments in the post-war world
soon began to disappoint me,” Marini explained to Roditi, “and |

no longer felt any such faith in the future. On the contrary, | then
tried to express, in each one of my subsequent equestrian figures, a
greater anxiety and a more devastating despair... As soon as it seeks
to express anxiety, sculpture also wanders away from the ideals of
classicism” (op. cit., 1980, pp. 39 and 40).

“Itis a feeling, deep within me,” Marini shared with Roditi, “that

must be related to what the Romans felt, in the last days of the
Empire, when they saw everything around them, a whole order that
had existed for centuries, swept away by the pressure of barbarian
invasions. My equestrian figures are symbols of the anguish that | feel
when | survey contemporary events. Little by little, my horses become
more restless, their riders less and less able to control them. Man and
beast are both overcome by a catastrophe similar to those that struck
Sodom and Pompeii.

“So | am trying to illustrate the last stages of the disintegration of

a myth of the individual victorious hero, the uomo di virtu of the
Humanists. | feel that it will soon no longer be possible to glorify

an individual as so many poets and artists have done since the
Renaissance. Far from being heroic, my works of the past twelve years
[since the end of World War I1] seek to be tragic... The horseman and
horse, in my latest works, have become strange fossils, symbols of a
vanished world, or rather a world which, | feel, is destined to vanish
forever” (ibid., p. 38).
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In June 1929, two years into his passionate affair with Marie-Thérése
Walter, Picasso painted this radical re-imagining of the female body,
transforming the recumbent form of his lover into a biomorphic
phantasm of emphatically sexual potency. The painting has its
inception in a sequence of erotically charged oils that Picasso made
the previous August at Dinard, which depict Marie-Thérése sprawled
on the beach, playing ball, or unlocking a cabana. The artist had
installed his young paramour in a pension de jeunes filles across town
from the villa that he rented for himself, his troubled wife Olga, and
their son Paulo. “A breathtaking series,” Pierre Daix has called the
paintings to which this clandestine arrangement gave rise. “The touch
of Freudianism, and the renewal of sexual exuberance in the boldness
of reconstructions and dissociations of form, are illuminated by the
presence of Marie-Thérese"” (Picasso: Life and Art, New York, 1993,
pp. 208-209).

On September 5th, the Picassos rushed back to Paris when Olga
required emergency surgery. She remained hospitalized for months,
suffering physically and mentally, while the artist immersed himself
in sculpture-making and in his newly unfettered access to Marie-
Thérese. By February, Olga was home again; Picasso exorcised his
resentment in a series of jagged, fissured heads with dagger-like
tongues. Finally, in April, he returned to the image of his sensuous,
pliant mistress. He worked from memory on another group of bather
pictures, and from life on a new series of Marie-Thérese reclining
odalisque-style in an elegantly appointed “love nest” that he had
recently rented on the Left Bank.

The present Figure is the culminating and most formally inventive of
this latter group of canvases, painted just weeks before the Picasso
clan left again for Dinard. The flat, schematized signs of the earlier
examples-the angular breasts and stick-like limbs-here give way to
an almost ecstatic plasticism tinged with surrealism. Picasso did not
follow up immediately on this extraordinary conception of the figure,
allowing it to gestate for the remainder of the year. In January 1930,
it re-emerged in the monumental Baigneuse assise, the undisputed
masterpiece of this period (Zervos, vol. 7, no. 206; The Museum of
Modern Art, New York).
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The quintessential works of the 1920s in Léger’s oeuvre are the
magisterial still-life compositions he painted during the middle
years of that decade. These pictures manifest the supreme
classical qualities of clarity, balance and order which were then

in vogue, in response to le rappel a I'ordre (“the call to order”)—a
patriotic message which had been promulgated throughout all the
arts in France in the wake of the First World War. Léger painted
Femme portant une statuette in 1925, at the apogee of his most
classical phase. The presence of the female figure at this juncture,
amid numerous still-life canvases, is a rare event, suggesting that
an idea and a transformation were in the making.

This is a new kind of woman. She has only one reality, that which
her creator Léger has bestowed upon her: she is a pictorial object.
Leger has pared down the appearance of the female form to

the absolute essentials. She is an idealized, purist conception

of woman, and as such stands for all women. She is the painted
embodiment of the sculpted profile—presented here as if it had
been tooled on a lathe—which she holds before her. Together,
they comprise a metaphor for artistic creation: the reality of form
proceeds from an idea, be it a notion in the imagination, or an
abstract invention drawn from the actual presence of a model in
the studio. However Léger conceived her, he intended her to serve
as a modernist secular icon for the modern era.

“The human figure can now be considered, not for its sentimental
value, but solely for its plastic value,” Léger declared. “The human
figure remains purposely inexpressive in the evolution of my work
from 1905 until now. | know this very radical concept of the figure
as object shocks a great many people, but | can't help it” (quoted
in E.F. Fry, ed., Fernand Léger: The Functions of Painting, New York,
1973, p. 155).

During the years following the end of the First World War, Léger
sought to radically recast the aesthetic conception of beauty in

the art of his time. To this end he combined elements drawn from
classical traditions of the past with the increasingly mechanical
realities of contemporary living, to create a burnished and gleaming
vision of the essential forms that comprise the human presence
and the objects of its manufacture in the modern world. Léger
celebrated the machine environment during the late ‘teens,

but after 1920 he abated the brash dissonance he had laid on

this masculine aspect of modern life, and while still employing

mechanically-derived elements, he sought to affirm the presence
of womanhood as a central theme in his oeuvre, transferring his
pictorial mise-en-scéne from the external architecture of the city
to the domestic interior. The twin peaks of this period are Le
grand déjeuner, 1921 (the last and largest of three closely related
canvases; Bauquier, nos. 309-311; The Museum of Modern Art,
New York), and La femme et I'enfant, 1922 (Bauquier, no. 335).

Following this achievement, Léger directed his efforts during the
mid-1920s toward showcasing the integrity of ordinary, everyday
objects and elevating them to monumental status in his paintings.
The subject, as understood in Western art since the Renaissance,
was obsolete in modern painting, he argued, and it was time to
emphasize the presence and character of the individual object,
not as a means to an end—as in the traditional subject—but as
the end in itself. Having achieved this goal in the grand still-

life compositions he commenced in 1924, Léger knew he must
accomplish the same for the figure, releasing it from all the
superfluous, extra-visual connotations that had accrued to it over
the centuries, so the human body might finally be seen in all its
inherent beauty as purely plastic form.

“As long as the human body is considered a sentimental or
expressive value in painting,” Léger reasoned, “no new evolution
in pictures of people will be possible. Its development has been
hindered by the domination of the subject through the centuries...
In contemporary painting the object must become the leading
character and dethrone the subject. Then, in turn, if the person,
the face, and the human body will be become objects, the modern
artist will be offered considerable freedom. At this moment,

it is possible for him to use the law of contrasts, which is the
constructive law, with all its breadth” (quoted in ibid., p. 132).

As the “call to order” had gone out, the Louvre and other Paris
museums were taking their master paintings out of protective
wartime storage and placing them back on view. Especially
impressive, as Léger discovered, were the 15th century portraits of
Jean Fouquet, and the 17th century genre paintings of the Le Nain
brothers. The image of the human form was, of course, the signal
theme by which all past European artists of stature had staked
their claim to posterity, and so it must be, Léger and his colleagues
realized, for the generation of modern painters now coming of age.

Fernand Léger, La femme et 'enfant,1922. Kunstmuseum, Basel. © 2016 Artists Rights Society (ARS), New York / ADAGP, Paris
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Fernand Léger seated beside Le grand déjeuner. © 2016 Artists Rights Society (ARS), New York / ADAGP, Paris

The new, genuinely modern conception of the figure must be massive and
monumental, possess substance and solidity, Léger decided, so that it might
properly assume and hold its place among objects in the modern mechanical
environment. Cézanne in his late bathers had provided a persuasive model for a
modern construct of the figure, and the late nudes of Renoir, too, in their imposing
volumetric presence—both these artists had summoned to the modernist table
the classicism of Poussin, Rubens and Titian. Most importantly, Léger turned to
the paintings of Seurat, not to study the latter's Neo-Impressionist technique, but
rather his use of virtually abstract silhouettes for the figure, and the deployment
of horizontal and vertical elements to stabilize a composition. The recent De Stijl
paintings of Mondrian—Léger's dealer Léonce Rosenberg showed the latter's
work and published his text Néo-Plasticisme in 1921—had also been instructive to
this end.

Léger relished the female figure as a theme that would put his attitude of cool,
formal detachment fully to the test, while offering him some relief from the rigors
of the mechanical style. “I needed a rest, to breathe a little," he stated. "After

the dynamism of the mechanical phase, | felt, as it were, a need for the static
quality of the large forms that were to follow. Earlier | had broken up the human
body. Now | began to put it together again. Since then | have always used the
human form” (quoted in J. Cassou and J. Leymarie, Fernand Léger: Drawings and
Gouaches, London, 1973, p. 47).

"Between 1925 and 1927 Leger produced a series of masterpieces,” Christopher
Green has stated. “They were large, stable, utterly self-assured and marked

the final maturity of the ordered classical approach which he developed from

the last months of 1920. They are the product of a pictorial idea of the figure or
object whose brutal ‘plastic’ simplicity is personal, but which is the product of

an approach to the realities of modern life...Even now, in a decade which seems
profoundly out of tune with the optimism that greeted accelerating technological
progress during the 1920s, the grand classical qualities of these paintings remain
convincing” (Léger and the Avant-Garde, New Haven, 1976, p. 310).

Fernand Léger, La femme au livre, 1924. The Museum of Modern Art, New
York. © 2016 Artists Rights Society (ARS), New York / ADAGP, Paris
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Monet painted this extraordinarily fresh and vital seascape—from edge to edge, all churning, frothy waves beneath

a bright, blustery sky—during a two-week visit in September 1880 to Les Petites-Dalles, a tiny fishing village turned
modest vacation spot some forty miles up the Normandy coast from his native Le Havre. This was his first trip to

the ocean in seven years, and it immediately invigorated him, initiating a sustained campaign of coastal expeditions
that occupied him for much of the decade and changed the course of his art. The contradictions of contemporaneity,
which had galvanized his work during the 1870s, now gave way to the magisterial confrontation of natural elements,
unencumbered by human presence. Effectively inaugurating this transformation, the present Vague is among the most
radical of all Monet's seascapes—the composition pared down to a nearly abstract opposition of sea and sky, yet the
forms rendered with a powerful painterly immediacy.

"By permitting nothing to be in the scene except stripped-down nature, Monet was testing his powers as a painter to
make the image interesting through the limited means of color and touch; he was also literally wiping the slate clean
and starting anew,” Paul Tucker has written. “These paintings forthrightly reveal what his many other canvases of the
decade attest to more indirectly—namely, that he had set himself to a new task. From here on, he was going to allow
nature to speak on her own about her awesome powers and boundless splendor” (Claude Monet: Life and Art, New York,
1995, pp. 110-111).

Monet's trip to Les Petites-Dalles came at a time of profound personal and artistic reassessment. His first wife Camille
had died the previous autumn, and he was deeply grieving. His income in 1879 had plummeted to half of what it had
been earlier in the decade, yet his commitments were far greater—two sons of his own to support, plus Alice Hoschedé
and her brood of six, who had moved in with him and Camille at Vétheuil while her husband tended to his bankrupt
textile business in Paris. Determined to attract new buyers, Monet braved the contempt of his avant-garde colleagues
in spring 1880 and made his first attempt in a decade to enter the state-sponsored Salon. The jury rejected the more
experimental of his two submissions (‘much more to my own taste,” he claimed) and accepted the other (‘more
bourgeois”). Although he received some positive press at the Salon, a follow-up exhibition at La Vie Moderne yielded
only one significant sale, and his contributions to a group show in Le Havre in late summer met with disapproval from
conservative local collectors.
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Although Monet remained fully committed to Impressionist methods
and aims, it was clear that he needed an opportunity to recharge.

He had come of age as an artist in the late 1860s by painting the
Normandy coast, and his return to this familiar and time-honored
landscape in 1880 was at once a liberation from his present
circumstances and an immersion in the past. Arriving at Les Petites-
Dalles in early autumn, after the majority of seasonal vacationers
had returned home, Monet was able to work in solitude, without
distraction or unwanted social attention, just as he had at

the beginning of his career.

To paint the present canvas, Monet set up his easel right at the
ocean's edge, gazing out over the roiling surf, which functioned as

a visual carrier of his strong emotions. The sky is a brilliant blue
punctuated with cumulus clouds, suggesting that Monet was

painting the day after a storm, when the skies were bright but the
ocean continued to churn. The water stretches out to either side of
the canvas with no boats or other demarcating forms, as though the
scene were endlessly expanding. The physicality of Monet's touch
allows one to sense the artist’s presence in the picture and thus that
of an individual standing on the site as a surrogate for the viewer. “It is
a view we have all seen,” Richard Thomson has written, “the whole of
one’s field of vision filled with nothing but sea and sky, and it evokes
in us feelings of loneliness and insignificance in the face of nature’s
immensity” (Monet: The Seine and the Sea, exh. cat., National Galleries
of Scotland, Edinburgh, 2003, p. 102).

This was an effect that Courbet, whose reverence for the sea rivaled
Monet's own, had made famous in his views of the storm-swept
Normandy beaches, and Monet surely had these in mind when he
selected the vantage point for La Vague. Monet's canvas, however,
is more insistently referential to the act of painting, and its reliance
on the expressive power of color is much stronger. Row after row of
loose, curving strokes of pigment tumble toward us, the repetitive
movement of the brushstrokes evoking the continuous breaking of
the waves. Only a narrow band of horizontal strokes in the distance
indicates the vast recession of the sea. The horizon line divides

the composition into two nearly equal halves, the oblique banks

of cumulus clouds mirroring the frothy caps of the breakers. "We
can easily follow the movement of the artist’s hand and wrist as he
attempted to find a painterly equivalent for the tumult of the waves,”
John Leighton has written. “The subject, it seems, has become
entirely absorbed into its manner of representation” (Manet and the
Sea, exh. cat., Art Institute of Chicago, 2003, p. 206).

Monet completed four paintings during his cathartic fortnight at

Les Petites-Dalles. In addition to the present canvas, he painted a
second “pure” marine under stormier skies and two views of the
limestone cliffs flanking the village beach (Wildenstein, nos. 621-
624). In February 1881, the artist received a much-needed windfall in
the form of a visit from his old dealer Durand-Ruel, who had recently
negotiated backing from the Union Générale bank and found himself
with funds to spend after a lean five years. Durand-Ruel purchased
fifteen recent canvases from Monet for a total of 4500 francs, which
allowed the artist to return to Normandy the very next month, setting
up this time at the port of Fécamp. Among the twenty canvases that
he painted during this sojourn, there are three that look out directly
over the agitated sea, reprising La Vague in theme, composition,

and touch (Wildenstein, nos. 661-663; Fine Arts Museums of San
Francisco, and National Gallery of Canada, Ottawa).

During the ensuing years, Monet's effort to capture the elemental
confrontation between land, sea, and sky on the Normandy coast
would play a key role in cementing his commercial success and
establishing his mature artistic identity. Colorful accounts of his
bravura in the face of nature—clambering over wet rocks, lashing
down his easel against the wind, on one occasion nearly drowning in
the surf—became part of his creative persona. As an old man in 1917,
long after he had retreated to the calm shores of his lily-pond, he
took one final trip to Normandy, not to paint but simply to gaze at the
sea. "l saw and dreamed about so many memories, so much toil,” he
recounted. “It's done me good, and I'll get back to work with renewed
zeal” (quoted in ibid., p. 201).

Claude Monet, Mer agitée, 1881. Fine Arts Museums of San Francisco.

Gerhard Richter, Seesttick (See-See), 1970. Nationalgalerie, Berlin.
© Gerhard Richter 2016
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The present painting is a highly finished oil study for the central
protagonist in Caillebotte’s iconic Parisian street scene, Le Pont

de I'Europe, a complex and carefully prepared visual emblem of

the physical and social transformation of the modern city (Musée

du Petit Palais, Geneva). This smartly attired man represents, by
contemporary account, the figure of Caillebotte himself, portrayed

as the quintessential upper-bourgeois flaneur and an astute observer
of modern life. When he painted Le Pont de I'Europe, his largest and
most important work to date, Caillebotte was twenty-eight years

old and at a transformative juncture in his personal history. Born

into an affluent, highly traditional family, he had recently dedicated
himself to the radical, avant-garde Impressionist cause and was

living a life marked by sharply contrasting principles. “The pressures
and complexities of this moment in his personal experience,”

Kirk Varnedoe has written, “may help to explain the dramatic
concentration, as well as the underlying tensions, of this most unusual
self-portrait,” which depicts the artist not in his studio but in his social
milieu (op. cit,, 1987, p. 76).

In the final version of Caillebotte’s painting, which he showed at the
Impressionist Exhibition in 1877, this top-hatted man is seen strolling
beside an equally fashionable woman across the Pont de I'Europe, an
immense bridge spanning the yards of the Saint-Lazare train station.
One of the engineering marvels of the Second Empire, the bridge had
been built a decade earlier to supplant two cramped stone tunnels

as traffic around the Gare Saint-Lazare sharply increased. The new

Gustave Caillebotte and his dog Bergere on the place du Carrousel, 1892.
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bridge consisted of six intersecting spans supported by huge iron
trellises, each carrying a different street over the tracks. Whereas
Manet and Monet, who also painted the bridge in the 1870s, chose
to cloak its industrial latticework in vapor, Caillebotte depicted the
structure in sharp focus, exploiting its ruthless geometry to organize
his composition. “The key to Caillebotte’s painting is the cyclopean
metalwork, embodiment of industrial power, aggressive symbol of
the transformation of Paris,” Robert Herbert has written. “Caillebotte’s
frank use of its unembellished geometry brings this raw power out
into the open” (Impressionism: Art, Leisure, and Parisian Society, New
Haven, 1988, p. 24).

The construction of the Pont de I'Europe was part of a wholesale
transformation of the physical fabric of Paris that took place
following the establishment of the Second Empire in 1851. Under the
aegis of Baron Georges Haussmann, Napoleon Ill's powerful Prefect
of the Seine, the narrow, winding streets of the medieval city were
largely razed and replaced by eighty-five miles of broad, straight
boulevards with sweeping vistas, which became the hallmark of

the contemporary metropolis. The look and feel of life in this rapidly
modernizing city changed entirely. The street became the most visible
and important social space of the new French capital, a place to see
and be seen, where members of all classes rubbed shoulders.

Born in Paris in 1848, Caillebotte witnessed first-hand the massive
demolitions and extensive new construction that Haussmann's
program entailed. He grew up at 77, rue de Miromesnil in the Quartier
de I'Europe, a ten-minute walk from the huge iron bridge. “Every street
here was pierced, and every building built, during the artist’s lifetime,”
Varnedoe has written. “The whole ensemble was an exceptionally
unified and undiluted microcosm of the new look that Haussmann's
boulevards had imposed throughout Paris” (op. cit., 1987, p. 88).

It is perhaps no surprise, then, that among all the Impressionists,
Caillebotte was to become the most uncompromising interpreter of
the transformed city, unhesitatingly letting his gaze sweep out toward
the distant vanishing-point of the remorselessly incised boulevard

In the case of Le Pont de I'Europe, Caillebotte devoted a suite of
three perspectival drawings to working out the distinctive “X-form”
construction of the picture, which repeats the form of the bridge
itself, and the accelerating plunge into depth that it generates. He
then analyzed the various figures in separate pencil studies before
integrating them within the pre-determined spatial design. The
present painting is one of just six oil studies for the definitive canvas
(Berhaut, nos. 43-48) and the only one to focus on a single figure
detached from the background, a clear indicator of the significance
that this top-hatted man held for Caillebotte. The oil is based on a
detailed tonal drawing and very likely began with the transfer of that
drawing onto canvas using tracing paper, since the size of the figure
is identical in both. Notably, both the pencil and oil studies show

Gustave Caillebotte, Le Pont de I'Europe (variante), 1876-1877.
Kimbell Art Museum, Fort Worth.



Gustave Caillebotte, Le Pont de I'Europe, 1876. Musée du Petit Palais, Geneva.

the figure exactly reversed relative to his position in the final painting, suggesting that
Caillebotte may have used photographic negatives in the process of planning and creating
this major composition.

The carefully calculated placement of this strolling figure in the final Pont de I'Europe
confirms his thematic and compositional centrality to the scene. The plunging perspective
of the painting leads the viewer's eye straight to his top hat, the towering iron girders of the
bridge receding toward his face with a powerful rush. Caillebotte thus made his own head
the principal focus-the vortex-of this forcefully modern street scene. The sprightly dog in
the foreground (most likely a sporting breed like Caillebotte's own dog Bergere) further
emphasizes this compositional vector, its body thrusting into space along the shadow line
of the trellis, enhancing the illusion of accelerating movement toward the figure of the
artist-flaneur.

The woman with a parasol who walks beside the man in the frock coat-though not close
enough that we can be certain she accompanies him-turns to glance his way, mirroring our
own line of vision. The man'’s gaze, by contrast, points the viewer's attention in a different
direction-toward the figure who leans on the railing at the right, looking past the iron trellis
onto the railway tracks below. Like the artist protagonist, this figure is also situated at the
crux of an X, in this case part of the girder structure of the bridge, creating a secondary
compositional focus within the canvas. His loose smock and trousers, however, indicate
that the two men come from very different social classes: these garments are the mark

of a Parisian laborer rather than an haut bourgeois. Distinct in costume and demeanor,

and separated by a broad section of pavement, these two social types are nonetheless
connected through the subtle play of gazes that defines the modern urban experience.

The viewer's own attention oscillates between these two figures, producing a back-and-
forth visual movement that reinforces the X-composition of the image as well as evoking
the traffic of the trains below. Most centrally, though, this calculated pairing of flaneur and
worker dramatizes Caillebotte’s own dual social identification, creating a compelling self-
portrait of a man caught at the crux of powerful oppositions. “Relatively small and far off-
center, he nonetheless is the focus for the entire image,” Varnedoe has concluded, “uniting
in his head the confrontations he has staged, between appearance and reality, man and the
modern city, and leisure and working classes. Instead of resolution Caillebotte gives us the
unrelieved tension of perception, a telling image for this modest but deeply intellectual and
sensitive personality” (in N. Broude, ed., Gustave Caillebotte and the Fashioning of Identity in
Impressionist Paris, New Brunswick, 2002, p. 17).

Gustave Caillebotte, L'homme au balcon, boulevard Haussmann,
1880. Sold, Christie’s New York, 8 May 2000, Lot 8.
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CLAUDE MONET, MEULE

CHARLES STUCKEY

CURATOR OF CLAUDE MONET, 1840-1926, PRESENTED AT THE ART INSTITUTE OF CHICAGO, 1995

It is difficult to imagine a more iconic Impressionist masterpiece than
the work to be offered for sale on November 16, Monet's Meule, 1891,
possibly the most vibrantly colorful of all the painter’s slightly more
than thirty variations on this motif that revolutionized modern art.
Monet painted six of his grainstacks (“meule” in French) compositions
already in 1888, and then fully realized his obsession with the subject
starting in the autumn of 1890. This particular Meule is one of three
canvases that are three inches taller than any of the others in format.
Its pointed top rising to the upper edge of the canvas and its side
cropped, the massive stack in the foreground is transcribed with short
dashes of richly muted sunset colors, as is everything observed near
and far, to the shadowy horizon of purplish hills visible in the distance
across the Seine.

Monet's writer friend and fellow gardener Octave Mirbeau acclaimed
Monet's new grainstack series in March 1891 as nothing less than
“states of the planet’s consciousness” and “the drama of the earth.”
Landscape as a theater for such cosmic forces was what Vincent van
Gogh sought until his untimely death in the summer of 1890, only
two or three months before Monet began to complete his grainstack
series. Vincent's art dealer brother Theo bought two of the grainstack
paintings and reserved a third already in January 1891. The pioneering
abstract painter Wassily Kandinsky never forgot the revelation from
seeing a grainstack painting at an exhibition in Moscow in 1896.

Monet's primary goal was to capture the flood of multi-colored
daylight as visionary experience, but his painting represents a
farmer’s field with a typical round stack for the storage of harvested
wheat to be thrashed. In Monet's increasingly urbanized world, such
stacks had become postcard symbols of agricultural bounty as a
blessing. Determined with his grainstack paintings to go beyond the
brilliantly exacting transcription of visual sensations at the heart of
Impressionist landscape painting, Monet explained the challenge to
his art critic friend, Gustave Geffroy in October 1890: “... the further

| go, the more | see that a lot of work is needed to get at what | am
looking for: instantaneity, above all the envelope, the same light
suffused everywhere. “ Although the colors blend into an opalescent
haze at a distance, up close Monet's Meule features hundreds of short
staccato brushstrokes aligned as waves of colored light, layers of one
color raking across previously applied layers to capture the pulse of
light as a life force.

It was Monet's obsession to capture the scintillating play of light that
prompted Paul Cézanne’'s comment: “Monet is only an eye. But what
an eye!”

Monet habitually traveled as far afield as Brittany and the
Mediterranean to find dramatic landscape subjects and fairytale
light effects, especially after 1883 when he leased a large property

in the Seine-side village of Giverny with room enough for his family
of ten. He was successful enough to take a year off from painting
starting in mid-1889 to run a fund-raising campaign for the purchase
Eduouard Manet's Olympia as a donation to the French state. Did his
devotion to his late friend’'s masterpiece provide Monet the incentive
to return to his grainstacks and realize with them a new paradigm
for contemporary art, as revolutionary as Olympia was thirty years
earlier? Six weeks into his grainstacks campaign, Monet celebrated
his fiftieth birthday on Nov. 14,1890 and three days later he purchased
his Giverny home. To the west his property bordered the farm field
where he recorded his most subtle observations with countless
touches of interwoven paint colors.

From seeing his grainstack paintings together in his studio, Monet
realized how they enhanced one another and in December 1890

he pressed his dealer Paul Durand-Ruel for a solo exhibition. The
May 1891 show, with fifteen grainstacks, sold out in days, according
to Camille Pissarro, who at first complained that Monet was just
repeating himself, but later in the year converted to series painting. In
the preface to the May 1891 exhibition catalogue Geffroy compared
the visual intensity of the grainstack paintings to gems, fire and blood.
Indeed the idea to create and show groups of similar works together
immediately became the norm for modern artists and galleries, and
remains so today. It was thanks to this exhibition Monet became

an international contemporary art star, as collectors competed to
own not just one, but if possible several different examples. Most of
all in demand were the paintings of sunsets. Having delivered five
grainstacks to the agent for the New York dealer Knoedler in October
1891, Monet pointed out in particular one entitled “Derniers rayons
du soleil”: “I believe that | have succeeded well and it is not often

that | say that about what | do.” The exquisite Meule on offer is quite
possibly the painting Monet described.

45



PROPERTY FROM AN IMPORTANT AMERICAN COLLECTION

9B

CLAUDE MONET (1840-1926)
Meule
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Claude Monet, Meules, fin de I'été, effet du matin, 1890. Musée d'Orsay, Paris.

Claude Monet, Meules, effet de neige, 1890-1891. Hill-Stead Museum, Farmington, Connecticut.

“These stacks, in that deserted field, are
transitory objects on which are reflected, as
in a mirror, the influences of the environment,
atmospheric conditions, sudden bursts of
light. They are a fulcrum for light and shadow;
they reflect the final warmth, the last rays,”
wrote Gustave Geffroy, Monet’s most faithful
interpreter, when the artist's now-iconic
paintings of grainstacks-the first of the great
serial endeavors that would come to define
his artistic legacy-received their inaugural
exhibition in May 1891. “At the close of the
day the stacks glow like heaps of gems. Their
sides split and light up. These red-glowing
grainstacks throw lengthening shadows that
are strewn with emeralds. Later still, under
an orange and red sky, darkness envelops the
grainstacks which have begun to glow like
hearth fires..." (quoted in P.H. Tucker, Monet
in the ‘90s: The Series Paintings, exh. cat.,
Museum of Fine Arts, Boston, 1989, p. 109).

The Grainstack series that Geffroy so poetically
extolled-twenty-five canvases in all-was the
most challenging and revolutionary endeavor
that Monet, then fifty years old, had ever
undertaken. While he had experimented

during the later 1880s with depicting a single
landscape subject under different lighting

and weather conditions, never before had he
conceived of painting so many pictures that
were differentiated almost entirely through
color, touch, and atmospheric effect. "A
landscape hardly exists at all as a landscape,”
Monet told a visitor to the 1891 exhibition,
“because its appearance is constantly
changing; it lives by virtue of its surroundings—
the air and light-which vary continually”
(quoted in ibid., p. 104). At the same time,

the serial format allowed Monet to move
beyond the description of isolated and fleeting
events-the Impressionist stock-in-trade-to
convey a sense of nature's deeper wholeness
and continuity. Revealing their secrets only at
length, encouraging deep contemplation if not
spiritual reverie, the Grainstacks thus represent
the most crucial turning point in Monet's entire
career, marking out a path that the artist would
follow well into the twentieth century.

The present painting is among the most
formally adventurous of all the Grainstacks-
part of a trio of canvases in which a single
conical meule is seen close up and cropped

by the frame, transcending naturalism in form
and color alike (Wildenstein, nos. 1288-1289;
Kunsthaus, Zirich, and Museum of Fine Arts,
Boston). Wildenstein places these monumental
stacks at the very end of the series, as a fitting
culmination to the entire project. Compared
with earlier examples in the sequence, in
which the effects of light and shade are more
specific, the present view seems to convey
what Monet felt and experienced before the
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Claude Monet, Meules, effet de gelée blanche, 1890-1891. National Gallery of Scotland, Edinburgh.

"

motif as much as what he actually saw. He painted the scene
looking southwest, with the sun setting behind the grainstack in
the far right distance and the late afternoon sky glowing peach
and gold. Rather than being darkened by shadow, however, the
front face of the immense stack is suffused with pink and red
as though the structure had absorbed the dazzling brilliance of
the sunset through and through. “These fireworks of light and
color emancipate themselves from their subject, their familiar
natural environment, and they metamorphose into pure painting,”
Christian von Holst has written (Claude Monet: Fields in Spring,
exh. cat., Staatsgalerie Stuttgart, 2006, p. 34).

When Kandinsky saw one of Monet's Meules in an exhibition

in Moscow in 1896, it struck him with the force of a revelation-
as the inception of autonomous painting, the very beginning

of abstraction. Yet to find the motif for this visionary and
transformative project, Monet needed only to walk out his door
at rural Giverny, to a field known as the Clos Morin that lay just
west of his home. There, following the harvest, local farmers piled
hundreds of sheaves of bound wheat stalks into tightly packed
stacks, rising from fifteen to twenty feet in height and capped
with thatched conical roofs. These served as storage facilities,
protecting the crop from moisture and rodents until spring, when
the grain could be more easily separated from the chaff. Monet
set up his easel near the boundary wall of his garden, looking by
turns west or southwest across the field toward the hills on the
far bank of the Seine, about a mile away. From this vantage point,
the landscape resolved before Monet's eyes into an extremely
spare and strongly geometric composition, which he rendered

as parallel bands of field, hills, and sky that extend across the
entire canvas, with a single grainstack or a pair dominating the
foreground.

Monet first investigated the pictorial possibilities of these local

grainstacks in five exploratory canvases that he painted during the
fall and winter of 1888 (Wildenstein, nos. 1213-1217). His work was
interrupted, however, early in 1889 first by a three-month painting
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campaign in the Creuse Valley, then by his major retrospective
with Rodin at the Galerie Georges Petit and by a time-consuming
project that he had initiated to donate Manet's Olympia to the
French State. In late July 1890, when he took up his brushes again
after a hiatus of nearly a year, he consciously sought to reacquaint
himself with Giverny's fundamentally agrarian character, painting
ten canvases that depict fields of hay, oats, and poppies at full
maturity (nos. 1251-1260). He set these aside, however, as soon as
the first unassuming grainstacks began to rise on the landscape-
most likely in late August, when agrarian manuals of the time
indicate that farmers would have started cutting their fields.

By early October, Monet was entirely absorbed in the project and
had succeeded at delineating his aesthetic aims. “I'm working
away at a series of different effects (of stacks),” he wrote to
Geffroy, “but at this time of year, the sun sets so quickly that

| can't keep up with it. The further | go, the better | see that it
takes a great deal of work to succeed in rendering what | want

to render: instantaneity, above all the enveloppe, the same light
diffused over everything” (quoted in J. House, Monet: Nature into
Art, New Haven, 1986, p. 198). He pleaded with Durand-Ruel for
more time when the dealer pressed him to deliver the oat and
poppy pictures, and he canceled a proposed return visit to the
Creuse Valley. When the property that he had been renting at
Giverny since 1883 came up for sale in November, he hastened
to purchase it at the hefty asking price rather than risk any
disruption in his labors. "l am in the thick of work,” Monet could
still declare in mid-January. “I have a huge number of things going
and cannot be distracted for a minute, wanting above all to profit
from these splendid winter effects” (quoted in P.H. Tucker, op. cit.,
1989, p. 80).

Monet had evidently brought the series to some sort of conclusion
by early February 1891, when he invited Durand-Ruel to come

to Giverny. He was eager for the dealer to see the results of his
labors, which-to judge from his later accounts of the series’
inception-he fully recognized as a radical new departure in his
art. “When | started, | was just like the others,” he told a visitor to
his studio. "I thought two canvases were enough-one for a ‘gray’
day, one for a 'sunny’ day. At that time | was painting grainstacks
that had caught my eye; they formed a magnificent group, right
near here. One day | noticed that the light had changed. | said to
my stepdaughter, ‘Would you go back to the house, please, and
bring me another canvas.' She brought it to me, but very soon the
light had again changed. ‘One more!” and, ‘One more stilll” And |
worked on each one only until I had achieved the effect | wanted;
that's all. That's not very hard to understand...” (quoted in M. Call,
Claude Monet, Free Thinker, New York, 2015, p. 95).

Monet was never one for theorizing, and this oft-repeated
account is thus vastly over-simplified, as the artist himself well
knew. Although he began the paintings en plein air, grappling
with nature’'s transitory effects, he then spent upwards of two
months re-working them in the studio-"harmonizing” the set,

he called it-before releasing a batch to Durand-Ruel in May.
“Clearly the realization of this series was an act of memory,”
Andrew Forge has written, “as much as it was an observation of
the instant” (Claude Monet, Chicago, 1995, p. 48). In the present
canvas, Monet has retained only the faintest vestige of the deep
shadow that the backlit meule would have cast diagonally across
the foreground, indicating the passage of time; instead, he has
rendered the field as a highly subjective mosaic of pastel touches.
Bergson's theory of la durée, popular among Monet's Symbolist
colleagues, was first published in 1889, and Darwin's long-view
of natural change, a favorite of the artist’s friend Clemenceau,
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Paul Gauguin, Mas d’Arles, 1888. Indianapolis Museum of Art.

was circulating as well. Surely these informed Monet's revelatory
treatment of time in the Meules, which evoke the eternal within the
temporal, duration within the fleeting moment.

The grainstack motif itself, far from a mere pretext for such
explorations, also has its own powerful resonance. The long-
standing notion that France's greatest strength lay in her rich land
and beneficent climate had gained renewed momentum in the

later nineteenth century, as cities and industry grew exponentially.
There was a national outcry in 1889 when one of the nation’s most
celebrated icons of rural life, Millet's Angelus, was sold to an American
collector; the painting’s return to France the following year was
greeted with relief and fanfare. In selecting the grainstacks at Giverny
as a motif, Monet was offering tangible evidence of the land’s fertility
and compelling testimony to the health of rural France. “Monet's
paintings implied that the countryside was a place where one could
find reassurances about the world,” Paul Tucker has proposed, “where
contemporary problems seemed to vanish, and a deeper union with
nature appeared possible” (op. cit., 1989, p. 111).

Monet imbued the Meule series, moreover, with a profoundly social
dimension, despite the fact that rural workers and other overt signs
of labor are entirely absent. The grainstacks at Giverny represented
the local farmers' livelihood-the fruits of their labors and their hopes



Camille Pissarro, La récolte des foins, Eragny, 1887. Sold, Christie’s London,
28 November 1994, Lot 13.

Vincent Van Gogh, Meules de blé pres d'une ferme, 1888. Rijksmuseum Kréller-Mdiller, O

tterlo.

for the future. In the background of all but two of the paintings in the
sequence, Monet depicted these smallholders’ houses and barns,
nestled at the base of the distant hills; when the meules become
enormous, as in the present canvas, these structures meet the stacks
at the exact center of the composition. From one painting to the next,
we also sense Monet's own deep engagement with the stacks, which
assert themselves as individual entities at the same time that they
become one with the enveloping atmosphere. “Although inert, the
stacks seem to be invested with great feeling,” Tucker has written,
“for when the morning sun appears, they turn their faces to greet it;
when it goes down in a brilliant display of warmth and power, they
quiver at the sight. They swelter in the midday heat of summer, huddle
together in the fading light of winter, and stand mournfully alone in
the evenings, like solitary actors on a dimly lit, deserted stage” (ibid.,
p. 90).

Durand-Ruel knew a good thing when he saw it. Although he had
initially envisioned reviving the Impressionist group show in 1891,
he acquiesced without complaint to Monet's insistence on a solo
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At the close of the day the stacks glow like heaps of gems. Their sides split and light up. These red-
glowing grainstacks throw lengthening shadows that are strewn with emeralds. Later still, under an
orange and red sky, darkness envelops the grainstacks which have begun to glow like hearth fires.

—Gustave Geffroy, 1891

The Art Institute of Chicago. [W. 1270] Australian National Gallery, Canberra. [W. 1271]
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National Galleries of Scotland, Edinburgh. [W.1277]

0. [W.1281] Private Collection. [W. 1282]

h. [W.1288] Museum of Fine Arts, Boston. [W. 1289] The presentlot.
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Jean-Francois Millet, L'automne, les meules, circa 1874. The Metropolitan Museum of Art, New York.

exhibition of select recent work-a marketing strategy that would
hold sway for the rest of the artist’s career. The show opened

to great acclaim in mid-May, with fifteen Meules on view and a
smattering of earlier paintings; Monet by then was hard at work
on the next of his great serial endeavors, the Poplars. By the close
of 1891, all but two of the Grainstacks had left the artist’s studio,
leading Pissarro for one to lament his own lesser fortunes. “For
the moment, people want nothing but Monets. Apparently he
can't paint enough pictures to meet the demand. Worst of all,
they all want Grainstacks in the Setting Sun!” (quoted in ibid., p.
106). The present painting is believed to be one of five from the
series that Knoedler selected from the artist in September 1891,
and the only one from that group to remain today in private hands
(Wildenstein, nos. 1271, 1279, 1284, and 1289).

Well over half of the Grainstacks found their way in short order to
major collectors across the Atlantic-Potter Palmer, Alfred Pope,
Harris Whittemore, and Henry Havemeyer, among others-and
from there into various American museums, where they inspired
a whole new generation of colorists in the post-war era. "Monet
taught me to understand what a revolution in painting can be,”
proclaimed the surrealist painter André Masson, who spent

the years during the Second World War in New York and was
instrumental in championing Monet's late work. “Only with Monet
does painting take a turn. He dispels the very notion of form that
has dominated us for millennia. He bestows absolute poetry

on color. | don't connect the idea of color either with Van Gogh
or Cézanne...but with the luster of Monet's paintings, with the
intoxication | always get from looking at them. If there's a colorist
alive today, he owes it to Monet, whether he knows it or not”
(quoted in Monet and Modernism, exh. cat., Kunsthalle der Hypo-
Kulturstiftung, Munich, 2001, p. 242).

Claude Monet, Les meules a Giverny, 1885. Sold, Christie’s New York, 14 May 2015, lot 15C.
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EUROPEAN SCULPTURE

from the

HARRY W. & MARY MARGARET
ANDERSON COLLECTION

The Anderson Collection stands as one of America’s most legendary
assemblages of Post-War and Contemporary art, a peerless collection
demonstrating over half a century of scholarship and dedication

by Harry “Hunk” and Mary “Moo” Anderson. Inspired by a single

visit to the Louvre Museum in the 1960s, the collection has come

to encompass the very best in creative expression, providing a
stimulating intellectual outlet for not just the Anderson family, but the
countless students, scholars, and museum-goers who have benefitted
from the Andersons’ profound generosity.

Passionate and genuine, the Andersons have always valued the growth
and vitality of their collection above any desire for renown or celebrity.
“[The Andersons'] lack of formality,” writes Hilarie M. Sheets, “is

just part of the disarming charm that has won the couple close
relationships with artists, dealers and academics.” Hunk Anderson put
it his own way: "Big ‘A’ for art, little ‘a’ for Anderson.” Yet in building
one of the world’s finest collections of American art, the couple have
solidified their place as connoisseurs of the highest caliber, living a
self-described “journey to the new” that continues to this day.

A COLLECTION'S GENESIS

The extraordinary collection for which the Andersons are celebrated
was, in truth, born by chance, during a fortuitous 1964 trip to Europe.
In Paris, what was meant to be a half-day visit to the Louvre Museum
became an unexpected two-day dialogue with fine art. “Something

Henri Matisse, Fillette debout, bras le long du corps, Aristide Maillol, Torso of a Woman,

Max Ernst, An Anxious Friend, Alberto Giacometti, Femme debout, and Richard Diebenkorn,
View from the Porch, inside Harry & Mary Margaret Anderson’s California home. Artwork:
© 2016 Succession H. Matisse / Artists Rights Society (ARS), New York, © 2016 Artists
Rights Society (ARS), New York / ADAGP, Paris, © 2016 Alberto Giacometti Estate/
Licensed by VAGA and ARS, New York, © The Richard Diebenkorn Foundation.

came over us in the Louvre,” Hunk Anderson later recalled. “We felt
for the first time the beauty and excitement of the world of art and
had to be a part of it."

Upon their return from Paris, the Andersons discussed putting
together a collection of world-class art. They agreed to acquire a
few Impressionist and Post-Impressionist works. Among their first
purchases were pictures by Monet, Pissarro, Renoir, Picasso, and
others. As “the best of the best” was already held in museums,
the couple shifted their focus to the Early Modernists, German
Expressionists, and Early American Modernists, obtaining pictures
by artists such as Hartley, Luks, Rodin, O'Keeffe, Prendergast, and
Sargent. It was not until Moo Anderson took another trip-this time
to New York, in 1968-that the couple’s collection began to turn in
Gallery Interior featuring Louise Nevelson, Sky Garden, Mark Rothko, Pink and White over Red, a particular direction. With Mrs. Anderson’s New York purchase of

Ad Reinhardt, Abstract Painting, Philip Guston, The Tale, Mark Rothko, Untitled, and Richard . , . . . ,
Shaw, Canton Lady at the Anderson Collection at Stanford University. Artwork: ©2015 Estate Diebenkorn’s bound pOrthhO 4 Etchmgs, Drypomts, the COUple S
of Louise Nevelson / Artists Rights Society (ARS), New York. ©2015 Kate Rothko Prizel & fascination with American Contemporary art solidified.

Christopher Rothko / Artists Rights Society (ARS), New York. ©2015 Estate of Ad Reinhardt /

Artists Rights Society (ARS), New York. ©The Estate of Philip Guston.
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Licensed by VAGA and ARS, New York.

FOCUS ON THE BEST

In turning to the art of their own time, Hunk and Moo Anderson found
a wealth of groundbreaking, informed work, often by living artists.

The collectors sought out the best examples in periods and styles
including Abstract Expressionism, Color Field Painting, Post-
Minimalism, Pop, Bay Area Figurative art, and Contemporary abstract
painting. In addition to leading artists such as Rothko, Gottlieb, Still,
Pollock, Frankenthaler, and de Kooning, the Andersons acquired the
work of California figures such as David Park, Jay DeFeo, Wayne
Thiebaud, and Nathan Oliveira. “Balancing New York School artists
with their West Coast contemporaries,” Sheets writes, “appealed to
the Andersons as it reflected their own move from New York.”

The Andersons believed that art should be a family affair, and their
daughter Mary Patricia-affectionately known as "Putter"-grew up
surrounded by the best in Contemporary art and culture. After art
historian Barbara Rose visited the family’s home, she was stunned to
find that “each room had a masterpiece in it.... Nothing in the house
was meant to distract from the art, and each work was treated with
the kind of respect that serious art deserves.”

INSPIRING GENEROSITY

Like other great collectors, Hunk and Moo Anderson strongly believe
that they are merely “custodians” of a body of work that belongs to
the world. To this end, they have devoted their efforts to showcasing
the collection via private tours of their home, as well as through
extraordinary bequests to museums and cultural institutions. As
Moo Anderson has stated, “To enjoy art, | feel you must share it." In
2011, the Andersons made headlines when they donated some 121

Henri Matisse, Fillette debout, bras le long du corps, Max Ernst, An Anxious Friend, and Alberto Giacometti, Femme debout, inside Harry and Mary Margaret Anderson’s California home.
Artwork: © 2016 Succession H. Matisse / Artists Rights Society (ARS), New York, © 2016 Artists Rights Society (ARS), New York / ADAGP, Paris, © 2016 Alberto Giacometti Estate/
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masterworks-anchored in the work of the New York School-to Stanford
University. It is one of the most significant donations of fine art in
American history, with star names such as Pollock, Rothko, Still, Kline,
Thiebaud, Diebenkorn, Frankenthaler, and Celmins represented in a
new permanent building housing the Anderson Collection. “It's good to
study art in books,” Hunk Anderson said of the Stanford bequest, "but
something happens in the presence of the original-it affects the brain,
taste, feelings, and more.”

While the Stanford bequest has spurred the Andersons to see their
home in a new way, the collectors have in more recent years embraced
the work of younger, emerging artists. Unflagging in their dedication to
cultural patronage, the Andersons’ charitable foundation also supports
the visual arts in the Bay Area and the Western United States through
its collection-sharing program, and provides support services to
enhance creative initiatives across the nation. “It keeps us motivated,”
Hunk Anderson said of the bequests. “It keeps us interested. It's one of
our hopes and desires that this is going to do the same for other people
who are going to be able to see this collection.... | think it has had a
direct influence over our relationships, as well as our longevity.”

The depth and quality of the Anderson Collection is a testament to not
only Hunk and Moo Anderson'’s curatorial vision, but to the power of
art in changing lives. A visit to the Louvre sparked an unexpected and
heartfelt journey in collecting, the results of which are still celebrated
across the United States and beyond. “Each painting has been an
event in our lives,” Hunk Anderson remembered, “and luckily they've
always been happy events.” Indeed, the spirit and joy of Hunk and Moo
Anderson lives on in each work within the Anderson Collection,

a tangible legacy that continues to inspire.



EUROPEAN SCULPTURE FROM THE HARRY W. & MARY MARGARET ANDERSON COLLECTION

10B
HENRI MATISSE (1869-1954)

Fillette debout, bras le long du corps

signed and numbered ‘Henri Matisse 1/10" (on the lower right side);
inscribed with foundry mark ‘A. Bingen. Costenoble Fondeurs. Paris.’
(on the lower left side)

bronze with brown patina

Height:19in.(48.3cm.)

Conceived in Collioure, 1906 and cast circa 1908

$800,000-1,500,000

PROVENANCE:

Oskar and Greta Moll, Berlin, Germany and Brieg, Poland (possibly
acquired from the artist and until circa January 1945 when it was
buried in their garden in Poland upon flight from the approaching
Red Army).

Private collection.

Madura, Warsaw (possibly Andrzej Madura).

Roland, Browse & Delbanco Gallery, London (acquired from

the above, December 1971).

Feingarten Galleries, Los Angeles (acquired from the above).
Harry W. and Mary Margaret Anderson (acquired from the above,
June 1972).

Restituted to the heirs of Oskar and Greta Moll, 2016.

EXHIBITED:
(possibly) Paris, Grand Palais des Champs-Elysées, Salon d’Automne:
6e Exposition, October-November 1908, p. 127, no. 911 (titled Jeune fille
debout).

(possibly) Berlin, Galerie Paul Cassirer, 1908-1909, no. 63.

London, Hayward Gallery, The Sculpture of Henri Matisse, October
1984-January 1985, p. 145, no. 17 (illustrated).

Los Angeles, University of California, In the Sculptor’s Landscape:
Celebrating 25 Years of the Franklin D. Murphy Sculpture Garden,
March-June 1993.

San Francisco Museum of Modern Art, Celebrating Modern Art: The
Anderson Collection, October 2000-January 2001, pp. 255 and 375,
no. 180 (illustrated in color, p. 267, pl. 150).

LITERATURE:

A.E. Elsen, “The Sculpture of Henri Matisse-Part Il: Old Problems and
New Possibilities” in Artforum, October 1968, vol. 7, p. 24 (another cast
illustrated).

A.E. Elsen, The Sculpture of Henri Matisse, New York, 1972, p. 64
(another castillustrated, pls. 79-80).

P. Schneider, “Matisse’s Sculpture: The Invisible Revolution” in Art
News, March 1972, vol. 71, p. 22.

A.H.Barr, Jr., Matisse: His Art and His Public, London, 1975, p. 100
(another cast illustrated, p. 327).

I. Monod-Fontaine, The Sculpture of Henri Matisse, London, 1984, p. 145,
no. 17 (another cast illustrated).

P. Schneider, Matisse, London, 1984, p. 541.

N. Watkins, Matisse, New York, 1985, p. 82 (another cast illustrated,
fig. 62).

J. Flam, Matisse: The Man and His Art, Paris, 1986, p. 182, no. 173
(another cast illustrated).

C. Duthuit, Henri Matisse: Catalogue raisonné de l'oeuvre sculpté, Paris,
1997, pp. 48,50 and 312, no. 20 (another cast illustrated, pp. 48-49 and
51).

H. Spurling, The Unknown Matisse: A Life of Henri Matisse, The Early
Years, 1869-1908, New York, 1998, pp. 363-364 (another cast illustrated,
p. 364).

J. Fischer, “Paint the Town" in San Jose Mercury News, 7 October 2000,
p. 1F (illustrated in color).

P. Rowlands, “Double Feature” in ARTnews, November 2000, p. 179
(illustrated in color).

The present work is being offered for sale pursuant to a settlement
agreement between Harry W. and Mary Margaret Anderson, and
the heirs of Oskar and Greta Moll. This resolves any dispute over
ownership of the work and title will pass to the buyer.
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Fillette debout and other sculptures in Matisse's apartment in Paris, circa 1946. Archives Matisse, Paris. © 2016 Succession H. Matisse / Artists Rights Society (ARS), New York.

Matisse modeled Fillette debout at Collioure during the summer of 1906, an intensely fruitful
period in which he experimented freely in both painting and sculpture, testing a number of
stylistic options in search of a new direction for his art. With its subtle anatomical distortions,
hieratic frontality, and melancholic, almost elegiac mood, this compelling figurine departs radically
from the more naturalistic mode that Matisse had employed in earlier sculptures and provides

a powerful index of his intensified interest in primitive and archaic art, which would prove key in
his journey from Fauvism to decorative abstraction. The model for the sculpture was Matisse's
daughter Marguerite, who was nearing twelve years old that summer. During the day, clad in a

red dress with a pleated yoke collar, her hair loose around her shoulders, she sat patiently for the
painting Marguerite lisant; when the light failed, she pinned her hair up in a loose bun and posed
for Fillette debout, her hands resting demurely on her thighs. “Though modeled after Marguerite,
Standing Nude is hardly a portrait,” Michael Mezzatesta has written. “For the first time in Matisse's
sculpture, a bronze assumed the status of a totem or icon” (Henri Matisse, Sculptor/Painter, exh.
cat., Kimbell Art Museum, Fort Worth, 1984, p. 57).

The months before he embarked upon this second sojourn at Collioure had been exceptionally
eventful for Matisse. The artist's mounting reputation as the leader of the newly-christened
Fauves, whose art had provoked a critical furor at the Salon d’Automne in 1905, brought about a
sea change in his fortunes. The American expatriates Leo and Gertrude Stein, among the most
daring and perceptive collectors of modern art in Paris, purchased Matisse's incendiary Fauve
portrait of his wife at the Salon for the asking price. In the spring, the enterprising dealer Eugene
Druet gave Matisse the second one-man exhibition of his career and also paid 2000 francs for a
stock of his latest work; competition stirred Ambroise Vollard to snap up several paintings as well.
At the Salon des Indépendants in 1906, Matisse again contributed the show's greatest succés
de scandale-the monumental Bonheur de vivre, his sole submission. Less than a week after the
exhibition closed, the artist left Paris, traveling first to Algeria for two weeks and then settling at
Collioure for the season.

When Matisse began work on Fillette debout, the lessons of African sculpture-which he had first
admired earlier that year at a curio shop called Chez le Pere Sauvage-were at the forefront of his
mind. Borrowing from the exaggerations and embellishments of tribal figurines that he had seen,
he elongated the neck and torso of his sculpture of Marguerite and shortened and thickened the

thighs; he gave the figurine an unexpectedly heavy coiffure, swelling breasts, projecting buttocks,
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and a pronounced roundness in the belly. These distortions imbue the

sculpture with a new plastic and expressionist vigor, anticipating in a
quiet way the more brutal deformations of Nu couché | (Aurore), 1907
and Figure decorative, 1908. The figure is no longer recognizable as
an individual sitter; Matisse has overlaid Marguerite's pre-adolescent
form with a pronounced womanliness, which contrasts with the
chaste, decorous pose to produce a powerful physical tension. The
still, symmetrical stance of the figure-shoulders back, arms at the
sides, hips level, and feet together, with only a slight turn of the head
to disrupt the calm equilibrium-underscores its non-naturalistic
conception, evoking the frontal posture and elegant formalism of
archaic Greek korai, for example, or Amarna-period statuary.

“Sculpture once again became a testing ground,” Hilary Spurling
has written. “Everything about the little figure of his daughter-its
symmetrical stance, large head, long arms, short legs, prominent
buttocks and belly-suggests how fast Matisse was moving away
from anatomical construction towards the radical reinvention of the
human body that impressed him in African or Egyptian sculpture”
(op. cit., 1998, p. 363).

Pleased with the results of these audacious sculptural experiments,
Matisse included a plaster cast of Fillette debout in a major still-life
he later painted the same summer at Collioure, in which the studio
is presented as a space of self-reflexive creativity. Set atop a table

Henri Matisse, Nature morte a la statuette, 1906. Yale University Art Gallery.

spread with a red rug, the sculpture is accompanied by a selection

of fruits and two ceramic bowls that Matisse had brought back from
Algeria; his painting Fleurs from the same year serves as a backdrop,
closing off access to the space beyond. Rendered in tactile white
impasto, the plaster statuette provides a solid, defining presence
within the flattened, almost abstract eruption of color that surrounds
it. Sandwiched between the actual picture plane and the represented
canvas in the background, the resolutely material sculpture
emphasizes the tension between surface and depth, color and space,
artifice and illusion that Matisse was persistently exploring in his
painting during this period.

In the ensuing months, as Matisse moved rapidly toward the style

of decorative abstraction that would consolidate his position as the
leader of the avant-garde (albeit with Picasso close at his heels),

he continued to hold Fillette debout in high esteem. Recognizing

the enduring relevance of the statuette’s figural distortions and
conceptual (as opposed to naturalistic) underpinnings, he enlisted the
foundry Bingen et Costenoble to produce the first two bronze casts of
the sculpture in 1908; the present lot, numbered “1/10", is one of these
important early bronzes. In the fall of the same year, exercising his
right as a jury member to unlimited showing at the Salon d’Automne,
Matisse exhibited an imposing group of thirty paintings, drawings,
and sculptures, among them Fillette debout. In presenting such a large
number of works, which echoed the retrospectives that Cézanne,




Matisse, his wife Amélie, and his daughter Marguerite in the artist’s studio at Collioure, 1907. Archives Matisse, Paris.
© 2016 Succession H. Matisse / Artists Rights Society (ARS), New York.

Renoir, and Gauguin had received at the Salon d’Automne in recent years, Matisse was in
effect proclaiming his position as a major modern master.

Shortly after the Salon d’Automne, if not before, the present cast of Fillette debout entered the
collection of Oskar and Greta Moll-among the ten inaugural students of Matisse's academy,
short-lived but now legendary, and vigorous backers of his increasingly radical work. It is
possible that it was this cast of the sculpture that Matisse included in his one-man show at
Paul Cassirer's gallery in December 1908, traveling to Berlin to oversee the installation and
remaining to spend Christmas with the Molls. When the Cassirer show met with a largely
hostile response, Greta Moll took up the charge of promoting Matisse’s reputation in Germany,
translating his recent “Notes of a Painter”"-one of the most important artist’s statements of the
twentieth century-within weeks and publishing it in the widely circulated journal Kunst und
Kiinstler.

Oskar and Greta Moll, the former a painter and the latter a sculptor, had met Matisse in 1907,
when they traveled to Paris for the Salon d’Automne. “Enveloped in a black sheepskin coat,
turned wool side out, with a square-cut red beard, strong features, and large shining eyes-a
sight you couldn’t over look-that was Henri Matisse,” Greta later recalled of her first glimpse

of the artist (quoted in ibid., p. 402). The Molls' friend Hans Purrmann took them to Matisse’s
studio at 19, quai Saint-Michel, where they made their first purchases of his work-a foundation
on which they would go on to build one of the finest Matisse collections of its time. Greta’s
lively demeanor charmed Matisse (he could not believe she was out of her teens, although she
was twenty-three in 1907), and the couple quickly became intimates of the artist and his family,
sharing musical evenings and celebratory repasts with them.

When Matisse decided to open a teaching academy in the Couvent des Oiseaux in January
1908, the Molls (along with Purrmann and Sarah Stein) were the very first to sign on, remaining
in Paris for nearly the whole year to take instruction. Over the course of the spring and summer,
Greta also sat long and patiently-ten times for three hours each, she reported in an invaluable
account of Matisse’s working methods—for the artist to paint her portrait. Although she and
Oskar were initially dismayed by the resolutely modern statement that Matisse produced in lieu
of a more traditional likeness, they purchased the portrait for 1000 francs and soon came to
appreciate its radically stylized, decorative rigor.

Standing female, circa 19th-20th century,
Detroit Institute of Arts.
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PROPERTY FROM A EUROPEAN PRIVATE COLLECTION

1B
CAMILLE PISSARRO (1830-1903)

La Gare d'Orléans, Saint-Sever, Rouen

signed and dated ‘C. Pissarro. 96' (lower left)
oil on canvas

287 x 36%in.(73.3x92cm.)

Painted in Rouen, September 1896

$4,000,000-6,000,000

PROVENANCE:

Galerie Durand-Ruel et Cie., Paris (acquired from the artist,

11 December 1896).

Durand-Ruel Galleries, New York (acquired from the above,

15 March 1897).

William Somerset Maugham, Saint-Jean-Cap-Ferrat (acquired from the
above, 13 May 1946); sale, Sotheby & Co., London, 10 April 1962, lot 28.
Hal B. Wallis, Beverly Hills (acquired at the above sale); sale, Christie’s,
New York, 10 May 1989, lot 2.

Zen International Fine Art, Tokyo (acquired at the above sale).

Private collection, Switzerland.

Acquired from the above by the present owner, April 2011.

EXHIBITED:

New York, Durand-Ruel Galleries, Paintings by Camille Pissarro, Views

of Rouen, March-April 1897, no. 8.

Boston, Copley Hall, Second Annual Exhibition of Contemporary Art,
November-December 1902, no. 22.

(possibly) New York, Durand-Ruel Galleries, Paintings by Camille Pissarro,
November-December 1903, no. 33.

The Baltimore Museum of Art, C. Pissarro, November 1936, no. 12.

New York, Durand-Ruel Galleries, The Art of Camille Pissarro in
Retrospect, March-April 1941, no. 22.

New York, Wildenstein & Co., Inc., C. Pissarro, March-May 1965,

no. 63 (illustrated).

New York, Acquavella Galleries, Inc., Four Masters of Impressionism,
October-November 1968, no. 56 (illustrated in color).

Los Angeles County Museum of Art, 1986-1989 (on extended loan).
Hiroshima, Prefectural Art Museum and Tokyo, The Bunkamura Museum
of Art, Monet and Renoir: Two Great Impressionist Trends, November
2003-January 2004, p. 47, no. 19 (illustrated in color).

LITERATURE:

L.R. Pissarro and L. Venturi, Camille Pissarro, son art-son oeuvre, Paris,
1939, vol. |, p. 215, no. 970 (illustrated, vol. II, pl. 196; titled Quai Saint-
Sever a Rouen).

W.R. Jeudwine, “Modern Paintings From the Collection of W. Somerset
Maugham” in Apollo, October 1956, p. 101 (illustrated, p. 103, fig. 3).

C. Lloyd, ed., Studies on Camille Pissarro, London, 1986, p. 93, note 60.
R.R. Brettell and J. Pissarro, The Impressionist and the City: Pissarro’s
Series Paintings, exh. cat., Dallas Museum of Art, 1992, p. 22, no. 13
(illustrated in color).

J. Pissarro and C. Durand-Ruel Snollaerts, Pissarro: Catalogue critique des
peintures, Paris, 2005, vol. lll, p. 721, no. 1144 (illustrated in color).
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“Imagine from my window the new quarter of Saint-Sever, just
opposite, and the Orléans train station, brand new and shiny, and a
pile of smokestacks, some huge, some tiny, with their arrogant air,”
Pissarro wrote to his son Lucien from Rouen on 2 October 1896.

“In the foreground boats and the water, to the left of the station the
working-class district that runs all along the quays up to the iron
bridge, the Pont Boieldieu; it is morning with a fine misty sunlight.
[One would be] an ignoramus to think that this is banal and down-
to-earth, it is as beautiful as Venice, my dear, it has an extraordinary
character and it is truly beautiful” (quoted in R. Brettell and J. Pissarro,
op. cit, 1992, p. 6).

The splendid urban vista that Pissarro described, with an effusiveness
that is rare in his letters, is the exact view that he depicted in the
present painting, one of the three largest that he brought back from
a productive stay in Rouen from September to November 1896. A
second, smaller canvas from this trip shows the same motif under
foggier conditions (Pissarro and Durand-Ruel Snollaerts, no. 1143;
North Carolina Museum of Art, Raleigh). Pissarro painted the scene
from the window of his second-floor room at the Hotel d’Angleterre,
which boasted panoramic views over the modern working port of
Rouen and the industrialized southern sector of the city. Turning his
back on the picturesque motifs of the well-trodden medieval quarter,
Pissarro sought inspiration in “traffic, carriages, pedestrians, workers
on the quays, boats, smoke, mist in the distance”-so he wrote-"the
whole scene fraught with animation and life” (J. Rewald, ed., Camille
Pissarro: Letters to His Son Lucien, Boston, 2002, p. 283).

Pissarro’s trip to Rouen in the fall of 1896 was the second of three
extended painting campaigns that he took to the thriving port city
during the last years of the century. He had already worked there in
January-March 1896, and he would return for a final time in July-
October 1898. Over the course of these three visits, he produced

a total of fifty interlocking cityscapes, his gaze sweeping left to

right from the august Pont Corneille to the teeming dock area, that
together constitute the first of the major urban serial endeavors of his
final decade. “I have begun no less than a dozen pictures,” he reported
within days of his arrival. “I have effects of fog and mist, of rain, of the
setting sun and of grey weather, motifs of bridges seen from every
angle...” (ibid., p. 282).

To paint the present canvas, Pissarro looked almost due south across
the Seine toward the newly constructed Gare d'Orléans, the large
building flanked by twin towers at the center of the scene, its facade
softly illuminated by the morning sun. Visible at the far left are the last
two arches of the Pont Boieldieu, an iron span that had been opened
in 1888 to replace an aging suspension bridge. The crossing leads to
the place Carnot and the newly developed Saint-Sever district, with
its jostling, grey-roofed houses. At the right of the painting is the
truncated form of a large, red-brick building, the easternmost in a
group of warehouses lining the wharves. Although it is early in the day,
puffs of steam rise already from the tugboats and plumes of smoke
from the factory chimneys, mingling with the light cloud cover to
produce a delicately hued haze.

Pissarro had numerous reasons for traveling to Rouen in 1896.

After more than a decade painting at rural Eragny, he found himself
increasingly “drawn to town subjects,” craving a new type of
landscape. “I toil away,” he lamented, “without finding what I'm looking
for. Manifestly, meadow motifs lack that distance which gives so
much charm to a landscape; it's too much of a fragment, too closed!”
(quoted in Pissarro and Durand-Ruel Snollaerts, op. cit., 2005, p.
270). With his finances in a dismal state, moreover, he had persuaded
Durand-Ruel to give him a solo exhibition in the spring, and he was
eager to have convincingly modern material to show. He had worked
in Rouen in 1883 and knew that it offered the pictorial energy that he
sought; as an added incentive, he had recently cultivated a collector
there, the industrialist Depeaux. Finally, there was the precedent of
Monet, whose Rouen Cathedral series had deeply impressed Pissarro
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Pierre-Auguste Renoir, Venise, Palais des Doges, 1881.

Camille Pissarro, Rouen, Saint-Sever: le Matin, 1898. Honolulu Academy of Arts.

Johannes Vermeer, View of Delft, c. 1660-1661. Royal Cabinet of Paintings Mauritshuis,
The Hague.
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when it was exhibited in May 1895. “| find in this a superb unity,”
he told Lucien, “that | have been seeking for so long” (quoted in
R. Brettell and J. Pissarro, op. cit., 1992, p. xI).

Upon his arrival at Rouen on 20 January 1896, he scouted the Hotel
d'Angleterre but found it beyond his budget. He settled instead at
the Hotel de Paris, just on the other side of the Pont de Boieldieu.
Although the rooms there were so draughty that he shivered, the
views were marvelous. By the time he headed home on March 30th,
he had painted fifteen canvases, including three that depict the motif
of the present painting from a different angle, looking southwest
across the iron span toward the Gare d'Orléans at the far right
(Pissarro and Durand-Ruel Snollaerts, nos. 1116-1118; Art Gallery of
Ontario, Toronto; Birmingham Museum; and Musée des Beaux-Arts,
Rouen). When his exhibition opened at Durand-Ruel in mid-April,

it was these brand-new views of Rouen that attracted the greatest
acclaim. Félix Fénéon lauded “the clamor of an industrial town"” as “a
pretext for new wonders,” while Francois Thiébault-Sisson declared
unequivocally, “The boldness has paid off” (quoted in Pissarro and
Durand-Ruel Snollaerts, op. cit., 2005, pp. 267-268).

Encouraged by this reception, and flush with the proceeds of several
sales, Pissarro returned to Rouen on September 8th, splurging this
time on the very same room at the Hotel d’Angleterre where Monet
had stayed. From this vantage point, Pissarro was able to paint the

Camille Pissarro, Le Pont Boieldieu, Rouen: Temps Mouillé, 1896. Art Gallery of Ontario, Toronto.

Gare d'Orléans head-on, removing the repoussoir of the near bank so
that the bustling cityscape seems to float in the middle distance, a
narrow band of brick and stone sandwiched between water and sky
(compare Pissarro and Durand-Ruel Snollaerts, nos. 1227 and 1229
from 1898). Following Durand-Ruel's counsel to “make paintings
with plenty of sunlight” on this return visit, “so that they're bright and
luminous and sellable,” Pissarro focused in the present canvas on the
effect of light breaking through the clouds, suffusing the scene in a
gentle glow (quoted in ibid., p. 40).

By Pissarro’'s own account, the fall campaign at Rouen was even

more successful than the first one had been. | just dispatched to
Eragny fifteen pictures,” he wrote to Lucien on November 11th, “in
which | tried to represent the movement, the life, the atmosphere of
the harbor. | think that what | have done is bolder than what | did last
year."” Durand-Ruel evidently agreed with the artist's assessment,
eagerly purchasing eleven of the views the very next month, including
the present Gare d'Orléans; the dealer later sold this painting to the
British novelist and cultural luminary William Somerset Maugham (Of
Human Bondage), who owned it for nearly two decades before passing
it to the Golden Age film producer Hal Wallis (Casablanca). “| had the
luck to have boats with rose-colored, golden-yellow, and black masts,”
Pissarro continued. “Perhaps | am deceiving myself for the motifs

are fleeting, they don’t last more than one, two, three days. At least |
painted what | saw and felt..."” (J. Rewald, op. cit., 2002, pp. 299-300).
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MARC CHAGALL (1887-1985)

Nu rose ou Amoureux en rose

signed ‘Marc Chagall’ (lower right)
oil on canvas

3178 x 25%in. (81.1x 65 cm.)
Painted in 1949
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“For me, you are-my life,” Chagall wrote encouragingly to his young
paramour, Virginia Haggard, three days after their son David was
born in 1946. "l can't live anymore without you. Fate wanted me to
meet you after dear Bella (whom you love too)” (quoted in B. Harshav,
ed., Marc Chagall and His Times: A Documentary Narrative, Stanford,
2004, p. 588).

Chagall and Virginiain High Falls, 1948. Photo by Charles Leirens.

Writing from Paris, Chagall had timed his first return to Europe

after the war purposefully to be absent at the birth of his son, the
undeniable proof of a relationship he was not yet prepared to admit.
Virginia, the Paris-born cosmopolitan daughter of a British diplomat,
had entered his life in 1945 as his housekeeper, rebellious in youth and
unhappy in her marriage. Each of them had felt “starved,” as Virginia
later recalled, but they found new love together, unexpectedly for
Chagall only nine months after the death of his beloved wife, Bella (op.
cit., p. 565). The pleasant reality of daily domestic intimacy, however,
could never upstage the power of the mythic eternal moment that
Chagall had created around the memory of Bella, nor diminish the
intensity of imagery for which she remained the principal source.
Nevertheless, “in his imagination,” Benjamin Harshav has explained,
“Chagall conflated the two images of Virginia and Bella, the sensual
and the spiritual,” a psychic union epitomized in his poem, “The
Painting™

My departed love, my new-found love, listen to me. | move over your
soul, over your belly-I drink the calm of your [young] years. (in op. cit.,
p. 567)

“There can be no question,” Sidney Alexander has written, “that
black-haired Bella was subtly becoming metamorphosed into taller,
longer-necked, russet-haired Virginia” (in Marc Chagall, A Biography,
New York, 1978, p. 388). By the end of the decade, Bella made only
occasional, ectoplasmic appearances in his paintings, almost always
in bridal veil. Chagall's brides were, according to Virginia, “always
Bella,” but the nudes were generally Virginia (in ibid., p. 386).

Painted in 1949, Nu rose ou Amoureux en rose combines two distinct
elements in Chagall’s personal iconography that came to encapsulate
his idea of romantic love: the dream-like couple and the rich bouquet
of flowers. Both themes had occupied Chagall throughout his career,
and the latter swiftly became an extension to the symbolic vocabulary
of the paintings depicting himself with his beloved. Amoureux en

rose is a pictorial representation of Chagall’s belief in the idea of love,
which for him was both motivation and motif. As he explained in
1958: “In it lies the true Art: from it comes my technique, my religion...
All other things are a sheer waste of energy, waste of means, waste
of life, of time... Art, without Love - whether we are ashamed or not

to use that well-known word - such a plastic art would open the
wrong door” (quoted in J. Baal-Teshuva, ed., Chagall: A Retrospective,
Westport, 1995, p. 179).
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PABLO PICASSO (1881-1973)

Buste de femme (Dora Maar)
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Painted on 20 May 1938, Buste de femme is a dazzling and jewel-
like portrait by Picasso of his lover and muse, Dora Maar. Renowned
for her striking beauty and intense personality, Dora Maar's
presence in the artist’s life from the time that they met in 1935, until
their relationship ended around 1945, inspired some of the greatest
portraits of Picasso's prolific career. Her face became the site of
myriad distortions, exaggerations and abstractions as he returned
again and again to the motif of the seated woman, capturing
different psychological nuances and expressions. Dating from the
height of their relationship, Buste de femme is one of the finest

in a series of highly coloured bust length portraits, which feature
Dora wearing an array of flamboyant hats, that Picasso began in
the summer of 1937 and continued throughout 1938. With her dark
hair tucked behind her ear, the regal figure of Dora, adorned in an
ornate red hat and an outfit composed of richly colored arabesques,
erupts from a luminous white background. Color bursts from every
corner of Dora’s image: the portrait is electrified as dazzling streaks
of pink, flaming orange and yellow, and cooler tones of turquoise,
blue and white interlock and coalesce within the composition.
Composed of an elaborate labyrinthine web of boldly colored facets
and lines, the head of Dora sparkles with a radiant energy, a joyous
affirmation and celebration of life and love created at a time when
the prospect of war moved ever closer.

Together, Picasso and Dora lived through one of the most turbulent
and tragic decades of the 20th Century, witnessing the rise of
Fascism, the outbreak of the Spanish Civil War and the Second
Dora Maar, circa 1941. © 2016 Estate of Pablo Picasso / Artists Rights World War, and the bleak realities of |iving in Occupied Paris.
Society (ARS), New York Despite this time of terrible turbulence, Dora inspired an astounding
period of creativity in the artist, serving as his muse as well as

his artistic collaborator. The photographs taken by Dora Maar of
Picasso’s studio on the rue des Grands Augustins illustrate this
period of great productivity, showing rows and rows of canvases
stacked up in the artist’s studio. One of the most famous of these
from 1939 shows a multitude of paintings of female heads, most of
which feature the dark featured visage of Dora, lined up against a
wall of the studio. Many of these paintings now reside in prominent
museum collections across the world, and in the centre, the
flamboyant hat and faceted forms of Buste de femme are visible.
This portrait remained in Picasso's personal collection for many
years and was one of the paintings included in David Douglas
Duncan’s Picasso’s Picassos, a revelatory book published in 1961,
that revealed to the public many never before seen works that had
been kept privately in the artist's own collection.

Picasso and Dora are said to have met for the first time at the end
of 1935 or the beginning of 1936, depending on different accounts,
but they already shared a number of mutual friends and had both
been moving the same Surrealist circles prior to this first proper
encounter. Born in Paris in 1907, Henriette Theodora Markovitch, as
she was known before she shortened her name to Dora Maar, grew
up in Argentina before returning to Paris aged 19, where she studied
painting and photography. A prominent yet enigmatic presence
within the Parisian intelligentsia, in the early 1930s she became
involved with the Surrealist group, exhibiting her photography with
them in the International Surrealist Exhibition in Tenerife in 1935,
and in London the following year. Eccentric and independent, she
had posed for Man Ray and Brassai, both of whom were fascinated
by her, and she had photographed a number of the Surrealist
artists, writers and poets, including Yves Tanguy, Georges Hugnet
and René Crevel. She was also politically active thanks in part to
her relationship with writer and philosopher, Georges Bataille, with
whom she was romantically involved before Picasso.

It was their mutual friend, the Surrealist poet Paul Eluard who is
said to have introduced the two artists. This first meeting has now
become legendary: dramatic, steeped in dark eroticism and tinged
with a seductive violence, it reads like a Surrealist fantasy. One
writer recalled: “the young woman's serious face, lit up by pale blue

Picasso showing his portraits of Dora Maar, studio of Grands-Augustins, Paris, 1939. ; .
Photo: Brassai. The present work is just visible behind the artist. © 2016 Estate of Pablo eyes which looked all the paler because of her thick eyebrows; a

Picasso / Artists Rights Society (ARS), New York
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Paintings in the Artist’s studio, circa 1938. Photo by Dora Maar. © 2016 Artists Rights Society (ARS), New York / ADAGP, Paris.

Artwork: © 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York.

‘They're all Picassos, not one is Dora Maar...Do you think | care? Does Madame Cézanne care?

Does Saskia Rembrandt care?’

—Dora Maar

sensitive uneasy face, with light and shade passing alternately over it.
She kept driving a small penknife between her fingers into the wood
of the table. Sometimes she missed and a drop of blood appeared
between the roses embroidered on her black gloves... Picasso would
ask Dora to give him the gloves and would lock them up in the
showcase he kept for his mementos” (J-P. Crespelle, quoted in M.A.
Caws, Dora Maar with and without Picasso, London, 2000, p. 81).

This raven-haired beauty proved irresistible to the Spanish artist.
Immediately beguiled by her seductive sado-masochistic ritual, he
was attracted to her dark intensity, struck by her gaze that was said
to be as powerful as his own, notorious mirada fuerte. “[Picasso] felt a
sudden and violent attraction to a young and beautiful photographer,”
another writer recalled, “Dora Maar, radiant, with her ebony hair, her
blue-green eyes, her controlled gestures, fascinated him. She still
lived with her parents, but behind her haughty and enigmatic attitude
you could see a spontaneity restrained, a fiery temperament ready to
be carried away, mad impulses ready to be unleashed. She withstood
without batting an eye Picasso's stare, and he was the one to flee” (J
C. Gateau, quoted in ibid., p. 83).

More than her looks however, Dora was independent, elusive and
deeply enigmatic; and, to the artist’s delight, she also spoke Spanish,
replying to his initial French introduction in his native tongue.

Unlike Marie-Thérése, Dora Maar was older and more worldly, an

accomplished artist in her own right who held her own opinions and
maintained strong beliefs and political convictions. “I just felt finally,
here was somebody | could carry on a conversation with”, Picasso
later reminisced (Picasso quoted in F. Gilot and C. Lake, Life with
Picasso, New York, 1964, p. 236).

Against the backdrop of the impending war the two began a
passionate and tumultuous affair. At the beginning of 1937, Dora
found Picasso a large new studio on the rue des Grands Augustins,
located around the corner from her apartment on the rue de Savoie.
She was not however free to visit Picasso at her whim; instead she
had to wait until the artist called to request her presence. “She never
knew whether she would be having lunch or dinner with him...she had
to hold herself in a state of permanent availability so that if he phoned
or dropped by, he would find her there,” Francoise Gilot explained
(ibid., p. 36). Regardless of this cruel psychological power that Picasso
exercised over her, Dora became a crucial part of the artist’s life both
romantically and intellectually. Gilot, the woman who would replace
Dora as Picasso’s mistress at the end of the Second World War,
stated that out of all of the artist’s lovers, Dora was “an artist who
understood him to a far greater degree than the others” (ibid., p. 340).

Painted in 1938, Buste de femme dates from the height of the couple’s

intense and stimulating relationship and can be seen to embody
the artist’s fascination with and admiration for Dora: a paean to
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Pablo Picasso, Buste de femme, 1937. Museu Nacional d’Art de Catalunya, Barcelona.
© 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York

Pablo Picasso, Téte de femme au chapau (Marie-Thérése), 1938. The Hirshhorn
Museum and Sculpture Garden, Smithsonian Institute, Washington DC. © 2016
Estate of Pablo Picasso / Artists Rights Society (ARS), New York(Lot 18: Page 104)
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her mysterious and beguiling persona. A profusion of radiant colors
and elaborate, faceted forms, the figure of Dora shines with a youthful
radiance. Crowned with a flamboyant hat, she appears majestic, stately
and self-assured as she stares with an intent and direct gaze. Picasso
transforms her image into a magnificent, dazzling spectacle; a pictorial
celebration of the artist's lover and muse.

Buste de femme demonstrates Picasso's supreme mastery at reimagining
the human face and conveying this in his own radical and unique pictorial
language. As with his previous lovers, Picasso had first absorbed

the image of Dora, depicting her in a series of intimate sketches and
drawings, and it was not until the end of 1936 that her face began to be
distorted in the artist’s work. In the throes of their intense relationship,
Picasso depicted her with an obsessive passion. “She was anything you
wanted,” he recalled to James Lord, “a dog, a mouse, a bird, an idea, a
thunderstorm. That's a great advantage when falling in love” (Picasso,
quoted in M.A. Caws, op. cit., 2000, p. 90).

Gradually this stylization and deformation intensified, as her face became
the source for some of the most moving images of Picasso's career,
perhaps most notably the “Weeping Woman” series that culminated

in October 1937 with the masterful La femme qui pleure (Tate Gallery,
London). Crumpled with tears and wracked with anguish and grief, the
face of his lover became in these paintings the mirror of the artist's own
emotions and inner torments, as well as a universal expression of the
angst caused by the Spanish Civil War and the increasing inevitability

of all-out war. Following the outbreak of the Second World War and

the ensuing trauma and tragedy that followed, Picasso’s depictions of
Dora became increasingly violent, a powerful record of the emotional
upheavals and turbulence of these dark, wartime years. “For me [Dora

is] the weeping woman,” Picasso explained. "For years I've painted her

in tortured forms, not through sadism, and not with pleasure, either; just
obeying a vision that forced itself on me. It was the deep reality, not the
superficial one” (Picasso, quoted in W. Rubin, ed., Picasso and Portraiture:
Representation and Transformation, exh. cat., The Museum of Modern Art,
New York, 1996, p. 395).

Picasso continued to obsessively distort, deform and deconstruct Dora’s
image in his paintings of her. In Buste de femme, her face is no longer
whole and volumetric but is divided into an angular, complex network of
fragments and facets of color, line and pattern. Though depicting her in
profile, Picasso has included both eyes in his portrayal of her, a distinctive
device that was a dominant feature of his portraits of 1937 and 1938. With
these works, the artist formed a new conception of portraiture, shunning
the depiction of volume for a flattened and stylized composite of line and
color. Pulsing with a bold intensity, this painting can be seen to reflect
Dora Maar's intense temperament: the deconstructed face perhaps
reflecting her complex and enigmatic persona.

At the time that he painted Buste de femme, Picasso was also
romantically involved with his young, golden-haired muse and mistress,
Marie-Thérése Walter, who had, in October 1935, given birth to a daughter
named Maya. He kept Marie-Thérése and his baby daughter secret, safely
ensconced in a picturesque farmhouse at Le Tremblay-sur-Mauldre,

near Versailles; a serene domestic idyll far removed from the reality of
impending war, while in Paris he conducted a more public affair with his
new muse Dora. Though united in their shared devotion to Picasso, these
two women were polar opposite in terms of appearance and temperament
and their simultaneous presence in the artist’s life provided him with a
powerful artistic stimulus.

Picasso thrived off their dual presence in his life, orchestrating and
presiding over the roles they were to play for him, and intensifying the
rivalry that existed between the two women. Picasso recalled an occasion
in 1937 when his two mistresses met at his studio in Paris. Angry at
finding Dora there, Marie-Thérese asked Picasso to choose between



Pablo Picasso, Buste de femme (Femme a la résille), 1938. Sold, Christie’s, New York, 11 May 2015, lot 15 A.
© 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York

them, “Make up your mind. Which one of us goes?”, the artist
recalled her saying. “It was a hard decision to make. | liked them
both, for different reasons: Marie-Thérése because she was sweet
and gentle and did whatever | wanted her to, and Dora because she
was intelligent. | decided | had no interest in making a decision. |
was satisfied with things as they were. | told them they'd have to
fight it out themselves. So they began to wrestle. It's one of my
choicest memories” (Picasso, quoted in F. Gilot and C. Lake, op. cit.,
pp. 210-211).

Over the following years, Picasso painted both of these women
compulsively, clearly reveling in the endless inspiration that their
contrasting looks and characters provided. Blue-eyed, blonde haired
and voluptuous, Marie-Thérése was the embodiment of femininity:
gentle, passive and kind, her image rendered with luxuriant line and

soft, harmonious colors. Intense, anxious and highly intelligent, Dora
Maar was the antithesis: raven-haired and dark featured, she sported
the latest Parisian fashions, and is often pictured wearing scarlet
lipstick and nail varnish, her image rendered with jagged, angular lines
and intense, vivid colors.

Nowhere are their divergent psychologies and physiognomies perhaps
more apparent than in the corresponding portraits that Picasso
repeatedly painted of both of these women. He most frequently
depicted them in bust-length portraits or seated in chairs, and
paintings such as Buste de femme invite direct comparison between
his two mistresses. Throughout 1938, the year that he painted Buste
de femme, Picasso alternated back and forth in his depictions of the
two women. Just over a month after he painted the present work, he
portrayed Marie-Thérése in the same pose in a work entitled Buste de
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femme au chapeau de paille sur fond fleuri (Marie-Thérése) (Museum
Sammlung Rosengart, Lucerne). Instead of the fragmented, multi-
colored brushstrokes that constitute Dora’s face in Buste de femme,
he has painted the face of Marie-Thérese in a soft pastel green as
she is posed against a pink, floral-patterned background.

One of the most notable features of Buste de femme is the bright
red hat that is positioned, crown-like, upon her statuesque head.
Described by Picasso in a poem of 1937 as “devilishly enticing

in her disguise of tears and her marvellous hat” (Online Picasso
Project, Writings, 18th February 1937), Dora was well known for
her extravagant and eccentric head wear, often sporting an almost
surreal array of veils and hats and wearing the latest Parisian
fashions. For the Surrealists, the female hat was a fetishistic object,
which, like gloves, was a highly alluring and erotic symbol. “Among
the objects tangled in the web of life,” Paul Eluard wrote in 1937,
“the female hat is one of those that requires the most insight, the
most audacity. A head must dare wear a crown” (P. Eluard, quoted
in W. Rubin, ed., exh. cat., op. cit., 1996, p. 389). Over the course

of 1937 and 1938, the motif of the hat became more and more
prominent in Picasso's brightly colored depictions of both Dora and
Marie-Thérese as these female accessories became increasingly
extravagant and elaborate. These adornments once again illustrate
the marked differences between the two women. In contrast to
the headwear that Marie-Thérése is pictured in-berets, straw hats
and flower crowns-Dora Maar's costume embellishments tend to
be more fashionable, ornate and ostentatious. Yet, at the time he
painted Buste de femme, Picasso was increasingly interchanging
these symbolic attributes, playing with the identities of his two
adoring lovers as they both vied for his undivided attention.
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Dora Maar wearing a crown of flowers, 1936. Photo: Pablo Picasso. © 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York

Pablo Picasso, Femme assise au chapeau (Dora Maar), 1938. Private collection.
© 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York
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Miré has offered in Femme, monument an exalted, sublime

vision of the human figure, pure and emblematic in its essential
forms, dedicated to the powerful omnipresence and glory of
womanhood, /'éternel féminin. "It is as if it were perfectly apparent
that an egg, precariously balanced on a piece of soap with an
egg-shaped hole worn through it, would be the clear and accurate
image erected by our subconscious desire, on some street
corner,” Jacques Dupin described Femme, monument. “A noble
but ambiguous goddess figure, a double mirror reflecting both
the emptiness and the fullness that we hold up to it. The simplest
in structure, the most complex in its magical effect, this work is
also the most propitious introduction to all of Mird’s sculptures”
(quoted in Miré in Montréal, exh. cat., Montreal Museum of Fine
Arts, 1986, p. 49).

The large sculptures that Mird created during the final two
decades of his life, between 1962 and 1982, the year before his
death, are-by dint of their imposing presence, their titanic scale-
the crowning works of his career. The impetus to create sculpture,
as we normally construe the term, came relatively late to the
artist. The surrealist painting-objects that Mir6 devised during
the late 1920s and 1930s from the assemblage of ordinary things
stemmed not so much from a desire to create any particular kind
of plastic expression, but in accordance with the artist's avowed
agenda to instigate “the assassination of painting,” and arrive

at a radical, unprecedented state of “anti-painting” (quoted in

A. Umland, Joan Miro: Painting and Anti-Painting, exh. cat., The
Museum of Modern Art, New York, 2008, p. 2).

It was not until a decade later, while Mird was living in Palma,
Montroig and Barcelona during the Second World War, that he
considered making free-standing sculptures, “to create a link
with the rest of my production and with nature’s real objects” (M.
Rowell, ed., Joan Mird: Selected Writings and Interviews, Boston,
1986, p. 176). He discovered during the post-war period a special
joy in making ceramics with Josep Artigas. The idea of creating
larger and more significant free-standing pieces-not as objects
but as sculpture, in which he composed mass and volume in
space-became an imperative he could no longer resist. Lacking
only was a large area in which to work, the "big studio” of which
he had dreamed since the 1930s. The completion in 1956 of the
capacious atelier that José Lluis Sert designed and built for him
in Palma, Mallorca, finally afforded Miro that space, as well as a
huge window on the world, from which he drew inspiration and
the strength of his power to create. He wished to reciprocate
this process by creating an art that existed in the world, to “take
my sculptures outdoors,” as he said, “so they blend into the
landscape” (quoted in ibid., p. 175).

“Miré had formed the desire to leave the laboratory behind, to

go beyond easel painting for the sake of a new space, and more
impersonal sites, less confined and protected than those of the
studio,” Dupin explained. “He dreamt of the street, public squares,
gardens and cities. Just as he had always sought to transgress
painting, he now sought to transgress his own work, to cross over
the boundaries of walled galleries and museums. He wanted to
address his work to anonymous crowds, to the unknown viewer...
In various sites, Mir6 began erecting murals and sculpted figures,
for everyone and anyone. One starts off by modeling a figurine in
clay...and winds up erecting a city monument” (op. cit., 2012, p.
367).

Numerous bronzes soon began to stream forth from Mird's studio
via the Susse, Parallelada, Clementi and Bonvicini foundries.
These works comprise two distinct types: those he initially
modelled in clay, and others assembled from found objects, or
“raw materials” as the artist called them. The former are usually
smooth and rounded, swollen with mass; in their great weight
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Joan Miro, Femme (Femme debout), 1981. Sold, Christie's, London, 6 February 2013, lot 114.
© Successio Miro / Artists Rights Society (ARS), New York / ADAGP, Paris 2016.

Joan Mird and Josep Llorens Artigas, L'oeuf, 1963. Fondation Maeght, Saint-Paul-de-Vence.
© Successio Miro / Artists Rights Society (ARS), New York / ADAGP, Paris 2016.



they project an iconic presence. The latter, by contrast, are often
rough and jagged, with every appearance of having been freely
improvised in their conception.

Some of the monumental bronzes were first executed in smaller
magquette size and enlarged. The present Femme, monument,
however, appears to have proceeded straight from the artist’s
notebook. A quickly sketched line drawing dated “2/2/68" is
inscribed “Monument” and indicates a provisional height of 262
cm. (103% in.) (the cast bronze sculptures are 251 cm. (983% in.)
tall). A second undated drawing clearly states the theme Miro had
in mind—"Monument a la Femme" (see G. Moure, Mird Escultor,
exh. cat., Centro Reina Sofia, Madrid, 1986, p. 141). The artist’s
conception is here very clear. He viewed the ovoid head perched
atop the lintel of the four-sided frame as the positive, volumetric
manifestation of the empty, negative space enclosed within the
lower part of the sculpture, as if raised up and posited on high.

The egg-like head of Mird's Femme, monument derives from

the earthenware L'oeuf he created with Artigas in 1963 (Miro

and Artigas, no. 341), which is today placed on a platform in

a reflecting pool on the grounds of the Fondation Maeght.

The simplicity of the two fundamental plastic elements in

Femme, monument is a formal decision which may signal Mird's
acknowledgement of American Minimalism during the late 1960s,
a movement which various of his own earlier works, going back

to the mid-1920s, had in fact anticipated and influenced. Mird’s
foray here into the Minimalist aesthetic, however, avoids even the
least suggestion of geometry, symmetry or any other aspect of
formal regularity. Indeed, the most visually intriguing phenomenon
in Femme, monument is the delicate balance of the head on the
lintel; from various viewpoints, the egg appears to tilt so perilously
that one anxiously imagines that even a sudden gust of wind, or
the slightest subterranean tremor, might topple it.

Femme, monument is in its formal constitution a masterstroke

of discretion, carefully gauged understatement and restraint,
qualities that empower this sculpture, as a symbol of the

human form-and especially the female body-to evoke manifold
associations, ranging from the most inward, visceral emotions to
the outermost reach of transcendental thought and vision. The
pierced, open form of this sculpture is a portal through which the
one may peer into the inner self, or gaze to the far horizon of the
world around us. Throughout the history of modernist sculpture,
from Archipenko, Lipchitz, and Brancusi to Moore and Hepworth,
“there is no more certain and no more evocative trap than a
simple circular hole,” Dupin observed.

"It may equally be a bottomless empty well, the crater of a
volcano, a mouth, an eye or the sun,” he explained. “It contains an
ambiguity similar to the dual significance we find in concave and
convex surfaces. The convex surface of an egg hides the swelling
germination of life... It is strange that in our instinctive desire

to conquer space, even before we are launched into it by our
mothers, we begin to form an enclosure for ourselves. Beginning
with the egg we stake our claim for our habitation in space...
[Mird's] hollow sculptures are a eulogy to hollowness and the
gentle protection that this emptiness can provide” (exh. cat., op.
cit., 1986, pp. 34 and 35).

In light of Dupin’s pronouncement that Femme, monument is
“the most propitious introduction to all of Mird's sculptures”,
casts from the edition have been widely exhibited. Five are in
institutional collections: The Museum Frieder Burda, Baden-
Baden; Queensland Art Gallery, Brisbane; Fondation Maeght,
Saint-Paul-de-Vence; City of Palma, Mallorca; and the Fundacio
Joan Miro, Barcelona.




PROPERTY FROM AN IMPORTANT COLLECTION

15B
PABLO PICASSO (1881-1973)
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Pablo Picasso, Pere Romeu - 4 Gats, 1902. Private Collection. © 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York.

Picasso painted this moody portrait of his friend Angel Fernandez de Soto in Barcelona, likely
during the latter part of 1899. At the time he completed it, he may not yet have attained his
eighteenth birthday (25 October). Having ceased attending academy classes in Madrid more
than a year previously, Picasso joined the circle of Catalan modernistas who congregated at the
café Els Quatre Gats. This portrait is a rare instance of the artist having chosen to work in oils
when depicting one of his new confréres, at a time when he was otherwise drawing numerous
studies of them in various media on paper, which he exhibited to acclaim in a one-man show
held on the café premises in February 1900. Picasso again reserved the special treatment of
an oil portrait when he turned later in 1899 to depict his most intimate friend among them all,
Carles Casagemas, who subsequently accompanied the artist on his first trip to Paris in the fall
of 1900. Early the following year Casagemas shot himself over an abortive love affair, a tragedy
that profoundly affected Picasso, eventually leading him into his Blue period.

This portrait of Soto, darkly serious, may seem to anticipate the pathos of the Blue period
some two years hence. Among the clique that hung out at Els Quatre Gats were devil-may-
care bohemians, profligate decadents, and neurasthenic aesthetes of the kinds found in all
the great cities of Europe, young men who found themselves trapped and conflicted within a
maze of alienation, negation and frustration, while clinging to the promise of modernist reform
and progress they hoped the dawn of new century would soon bring them. Picasso at age
eighteen moved among such types, but was already wise and self-reliant beyond his years.

He had witnessed the death from diphtheria of his beloved sister Conchita in 1895. Less than
three years later, Picasso barely survived a bout with scarlet fever, nursed back to health by his
other sister Lola. He then spent the summer with his friend Manuel Pallares roughing it in the
mountains, for a time even living in a cave, near Horta del Ebro.

Pablo Picasso, Autoretrat, Barcelona, 1899-1900. . . . . . . . .
Museu Ip‘cassoy Bareal o 6 5016 Estato of Pablo During this period Picasso freed himself from the demands of his family, and especially the

Picasso / Artists Rights Society (ARS), New York wishes of his father, also a painter, but one of mediocre talent who tried to impose deeply
conservative ideas on his son. A hard and untiring worker, the young artist dedicated himself
to mastering a craft for which in the schools he had already demonstrated deeply innate and
prodigious abilities. Picasso already possessed the keenly perceptive quality essential to a fine
portraitist; he was quick at sizing up the character of an acquaintance, detecting pretensions
and foibles, while appreciating the stronger qualities he valued, such as loyalty and amiability.
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Pablo Picasso, Portra/td%\nge/Feméndez de Soto, Barcelona, 1903. Sold, Christie’s London,
23 June 2010, Lot 8. © 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York

Especially dear to Picasso were the two Soto brothers, Mateu and
Angel, who like himself and others at Els Quatre Gats were fervent
partisans for Catalan independence. Mateu was a sculptor, a serious
young man deeply committed to his art, although it brought him
little financial reward. With him Picasso shared a studio in Barcelona
during 1899, and both Mateu and Angel were in Paris the following
year when Picasso made his first trip there. Picasso painted Mateu
twice in the early winter of 1901, when the penniless sculptor moved
into his Paris studio, at the beginning of the Blue period (Zervos, vol.
1, nos. 86 and 94).

Angel was an altogether different sort than his brother. Although
he aspired to be a painter, he rarely applied himself. He and Picasso
shared a studio in Barcelona in 1902 and 1903, when Picasso
returned there between his disappointing trips to Paris. According
to Josep Palau i Fabre, Picasso nicknamed Angel “Patas,” Catalan
for “buddy” (op. cit., 1981, p. 286). Picasso described Angel to John
Richardson as “an amusing wastrel.” He worked at a meager salary
for a spice merchant.

"Picasso was so taken with Angel’s stylishness and [political]
intransigence that they became inseparable,” Richardson explained.
“| asked Picasso why he had depicted this penniless friend as a
foppish man-about-town in white tie and tails. Angel was a dandy
who sometimes eked out his small salary by hiring out as an extra in
theaters, he explained, and the spectacle of him improbably attired in
borrowed finery as an elegant boulevardier, dashing officer or habitué
of Maxim's inspired these fanciful portraits. Despite these disguises,
Angel is always instantly recognizable, thanks to the lantern jaw and
sardonic expression that Picasso catches so affectionately” (op. cit.,
1991, pp. 116-117).

The present portrait of Soto is among Picasso’s earliest attempts

to forge a personally expressive style that moved beyond the orbit

of his academic training and the apprentice naturalism he had been
practicing to good effect in his painting thus far. Given his serious
frame of mind, he opted for darkness. “In the spring of 1899, [Picasso]
embarked on a phase that can best be described as tenebrism,”
Richardson has written, “the term that is usually applied to the dark,
religious work of the Spanish masters Ribera and Valdes Leal” (ibid.,
p. 123). The cultivation of rich blacks was a hallmark of the Spanish
style, and Picasso admired the “magnificent heads of El Greco,”

as he described them, which he studied in the Prado (quoted in M.
McCully, ed., Picasso: The Early Years, exh. cat., National Gallery of Art,
Washington, D.C., 1997, p. 27).

At that time a taste for El Greco implied a subversive intent. Francisco
de Bernareggi, a fellow student in Madrid during 1897, recalls a
session he spent with Picasso copying an El Greco: “The people
around us were scandalized and called us modernistes. We sent our
copies to our professor (Picasso's father), who responded severely:
"You're taking the wrong road'... El Greco was considered a danger”
(quoted in ibid.). Around the time Picasso worked on this portrait of
Soto, he painted a head in the manner of El Greco (Palau i Fabre,

no. 332), and drew studies of elongated visages and figures, one of
which he inscribed “Yo el Greco” (Picasso Project, no. 1899-301; other
drawings are Zervos, vol. 1, no. 378; vol. 6, nos. 152 and 223; and vol.
21, no. 66).

Both Angel and Mateu Fernandez de Soto featured among the
portrait drawings that Picasso showed at Els Quatre Gats in February
1900 (Zervos, vol. 21, nos. 98 and 100). Thereafter Picasso treated
Angel in a more humorous vein, in quickly sketched caricatures
executed in Barcelona during 1902-1903, and most importantly as the
sitter for one of his greatest Blue Period portraits (Zervos, vol. 1, no.
201). They eventually grew out of touch, to cross paths one last time,
albeit at a distance, in 1937. Torn by civil war, the beleaguered Spanish
Republic named Picasso as honorary director of the Prado; Angel was
then serving as deputy of the arts in the Loyalist cabinet. Picasso was
living in Paris, out of danger. Angel, in Madrid, was in thick of it, and
not so fortunate—the civil war claimed his life in 1938.

R M :
Pablo Picasso, Retrat d'un desconegut a I'estil d'El Greco, Barcelona, 1899. Museu Picasso,
Barcelona. © 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York.
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Paul Cézanne, Portrait de l'artiste, circa 1895. Private Collection.

In 1898, around the same time that he painted this exquisitely
delicate and luminous watercolor, Cézanne received a visit from a
young, aspiring artist named Louis Le Bail, who left a remarkable
record of the way that “the new master of still life” (as the esteemed
critic Thadée Natanson had recently dubbed him) composed his
iconic paintings of apples, oranges, peaches, and pears. “Cézanne
arranged the fruits, contrasting the tones one against the other,
making the complementaries vibrate, the greens against the reds,
the yellows against the blues, tipping, turning, balancing the fruits
as he wanted them to be using coins of one or two sous for the
purpose,” Le Bail wrote. “He brought to this task the greatest
care and many precautions; one guessed that it was a feast for
the eye to him” (quoted in G. Adriani, Cézanne Paintings, exh. cat.,
Kunsthalle, Tlibingen, 1993, p. 172).

In Théiére et oranges, the results of Cézanne's prolonged
deliberations and consummate formal inventiveness are clearly in
evidence. On a rectangular wooden table partially covered with

a plain white cloth, Cézanne has arranged a piece of blue-green
fabric in stiff folds that rise to a peak at the left, suggesting the
craggy profile of Mont Sainte-Victoire. Nestled at the base near the
center of the composition are five large oranges and three slightly
smaller yellow fruits, most likely peaches, their compact spherical
shapes contrasting with the expansive, baroque forms of the textile
and their warm, saturated hues forming a sharp contrast against
the turquoise ground. “A dramatic restriction of hue contributes

to a more robust definition of sculptural form,” John Elderfield

has written, “in a high-pitched contrast of red-orange and chrome
yellow fruit on that intense blue-green which Cézanne made so
much his own” (op. cit., 1971, p. 57).

In rendering the oranges and peaches-each a singular piece of
painting, a unique object, with its own nuances of local color-
Cézanne has taken pains to emphasize the plasticity of the globular
forms. He has described the fruits with washes of deeper color near
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the contours, applied in a rotary motion, turning lighter toward the
interior and with the centers formed from the pure white of the paper.
The two fruits in the right foreground are shown in their entirety, the
trio in the center slightly overlapping, and the remaining three tucked
into the cloth, only partially visible-yet in each case we remain aware
of the absolute form of the sphere. “In order to make progress, there
is only nature, and the eye educates itself by contact with nature,”
Cézanne explained. “It becomes concentric by looking and working.
What | mean is that, in an orange, an apple, a ball, a head, there is a
culminating point; and this point is always-despite the tremendous
effect: light and shadow, sensations colorantes-the closest to our eye”
(quoted in A. Danchev, Cézanne, A Life, New York, 2012, p. 158).

The final element of the still-life is the round porcelain teapot that
gives the work its traditional title. Cézanne has rendered this with

an exquisite economy of means: a deep blue contour line and a few
faint pencil marks surrounding the unmodulated white of the paper,
with a wash of shadow just below the spout to create the impression
of volumetric solidity. “The watercolor is of exceptional lightness,
since the white of the paper is further enhanced by the white notes
of the teapot and the tablecloth,” John Rewald has written (op. cit.,
1983, p. 221). The teapot serves as an unexpected counterweight to

A corner of Cézanne's studio at Les Lauves, with the teapot from the present
painting at the upper left. Photo: John Rewald.
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Paul Cézanne, Nature morte au pot au lait bleu,1900-1906. J. Paul Getty Museum, Malibu.

the folds of turquoise cloth on the left, like a moon or celestial body
juxtaposed to the stony mass of a mountain. Whereas the latter
remains earthbound, truncated by the wainscoting on the rear wall,
the teapot breaks this architectural "horizon line”, lending a subtle
upward dynamism to the composition. In the upper part of the sheet,
the white paper is left almost entirely blank, except where delicate
violet shadows continue the ascending movement and enclose the
central motif.

The round teapot-compact and centered, prosaic yet subtly elegant-
also echoes the form of the oranges and peaches, the warm colors
of which advance and hence are first to meet our eye. “What we
know as we look at [the fruit], know it physically, in our bodies, is the
feeling of having the shape of a sphere,” David Sylvester has written,
"a shape that is perfectly compact, a shape that can touch similar
shapes at one point only, a shape which has a very precise center

of gravity. Perhaps the thing that makes us so deeply aware of this
shape is above all...that the teapot apart from its handle and spout

/)

is also a sphere, standing out against those of the fruits, about twice
as large and white against their luminous yellows and oranges. Its
shape rhymes with the shapes of their fruits and acts as rhyme does
in verse-both connecting what is dispersed and heightening our
awareness of the shapes of the words that rhyme” (“Still Life with
Teapot, by Cézanne,” The Listener, 18 January 1962, pp. 137-138).

Both Rewald and Venturi have dated Théiere et oranges to the years
1895-1900, at the height of Cézanne's maturity as an artist and a
transformative moment for his reputation. For the better part of two
decades following the Third Impressionist Exhibition in 1877, almost
the only public showcase for the legendarily reclusive artist's work
had been the tiny shop of Pére Tanguy; most of his paintings were
in the possession of family members, childhood friends, and fellow
artists, as well as a few collectors he knew personally. In 1894, in
the first lengthy article on Cézanne ever published, Gustave Geffroy
could still describe him, memorably, as “somebody at once unknown
and famous” (quoted in Cézanne to Picasso: Ambroise Vollard, Patron
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Paul Cézanne, Nature morte a la théiere, 1902-1906. National Museum of Wales, Cardiff.
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Pablo Picasso, Sucrier et éventail, 1909. Leonard A. Lauder Cubist Collection,
The Metropolitan Museum of Art, New York. © 2016 Estate of Pablo Picasso /
Artists Rights Society (ARS), New York
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of the Avant-Garde, exh. cat., The Metropolitan Museum of Art, New
York, 20086, p. 35). That changed the very next year, however, when
the shrewd young dealer Ambroise Vollard mounted the first solo
exhibition of Cézanne’s work, catapulting the artist out of relative
obscurity with a single stroke.

During the ensuing years, Cézanne exhibited his work widely-at the
Parisian salons, in group exhibitions abroad, and at two subsequent
solo shows at Vollard’s in 1898 and 1899. Even as his acclaim
mounted, though, he continued to work in near-total seclusion in
Provence, a renegade and solitary southerner in the Parisian art world.
He probably painted Théiere et oranges either in his studio at the Jas
de Bouffan, his family’s ancestral home, or at the modest apartment
at 23, rue Boulegon in Aix that he rented in 1899 following his
mother’s death and the sale of the Jas. The same round white teapot,
now with its knob removed, re-appears in an oil from 1902-1906,
juxtaposed once again with a group of oranges (Rewald, no. 934;
National Museum of Wales, Cardiff). The oil was painted at Cézanne's
last studio, on the hill of Les Lauves outside Aix, which served as his
sanctuary and tonic during his final four years. Upon his death, the
teapot remained at Les Lauves, where Rewald photographed it amidst
other still-life motifs.

Théiere et oranges is one of only seven watercolors that were included
in the major retrospective of Cézanne's work at the 1907 Salon
d’Automne, which cemented his status as a crucial aesthetic force
with which a whole new generation of the avant-garde had to contend.
The watercolor subsequently entered the collection of the Norwegian
painter, critic, and dealer Walther Halvorsen, a close friend and former
student of Matisse.
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The expressive, characterful features of
Giacometti's brother Diego are here plainly
evident. His prominent upturned nose, serious
hooded brow, full lips, tensed jaw and firm chin
are just as the artist had been modeling him for
more than a decade previously. Most striking of
all is a recent development: the Byzantine aspect
of wide-open, transfixed eyes that Giacometti
bestowed on many of the late heads, male and
female alike. “One has the desire to sculpt a
living person,” Giacometti explained, “but there
is no doubt that as far as the life within them is
concerned, what makes them alive is le regard—
the looking of the eyes. It is very important. If
the look, that is to say life, becomes the essential
concern, then it is the head that is of primary
importance. The rest of the body is reduced to
the role of antennae making life possible for

the person—the life that exists in the cranium”
(quoted in H. and M. Matter, Alberto Giacometti,
New York, 1987, p. 194).

Giacometti's emphasis here on the head alone,
shorn of any bodily support save the tall plinth

of a gaunt neck, betokens its kinship to the
Grande téte he modeled in 1959-1960, which,
together with four tall standing women and a
walking man, he intended for installation at the
Chase Manhattan Plaza in Lower Manhattan.
Measuring more than three feet tall, Grande

téte was the largest head Giacometti ever
sculpted, and would have been enlarged to an
astonishingly gargantuan scale. In the plaza,
only two blocks from Wall Street, would have
stood the ultimate great head, Giacometti's
apotheosis of man the thinker, man the seer. The
Chase Manhattan commission, however, was-for
admirers of the sculptor and surely many New
Yorkers as well-most regretfully never realized.

The series of heads and busts of his brother
Diego that Giacometti began to model around
1951 announced a change in his approach to

the subject, always the purely human presence,
as the head, bust or figure. He had previously
created his famously attenuated sculptures

from imagination and memory. He now wanted
to experience within his hands as he sculpted
not an apparitional conception of the body, but
instead its flesh-and-blood corporeality, as a
singular person existing in that space only a few
feet away, directly in front of him. “"Giacometti
had indeed chosen the existence of individuals,
the here and now as the chief object of his new
and future study,” Yves Bonnefoy stated. "He
instinctively realized that this object transcended
all artistic signs and representations, since it was
no less than life itself” (Alberto Giacometti: A
Biography of his Work, Paris, 1991, p. 369).

Although he was working from a live model,
Giacometti did not seek to describe a realistic
resemblance of any conventional kind. “For
Giacometti it was the essential presence of the
human being, as it appears to the artist, that
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Alberto Giacometti, Téte d’homme IV (Diego), 1964. Alberto Giacometti
Stiftung Zurich, Kunsthaus Ziirich. © 2016 Alberto Giacometti Estate/
Licensed by VAGA and ARS, New York

Alberto Giacometti with the plaster
model for Grande téte, 1960.

© 2016 Alberto Giacometti Estate/
Licensed by VAGA and ARS, New
York Photo © Ernst Scheidegger




he sought to grasp,” Christian Klemm has written, “the ceaseless
dialogue between seeing and the seen, eye and hand, in which

form continually grows and dissolves” (Alberto Giacometti, exh. cat.,
The Museum of Modern Art, New York, 2001, p. 222). From eye

to hand, from the sculptor's knife to the matiere which he molded,
Giacometti conjured simulacra of his sitters that bespeak an almost
unbearably intense intimacy, revealing nerves exposed, a psyche laid
bare.

During the early 1960s Giacometti abandoned the full-length
figures he had been sculpting since the end of the Second World
War, and instead focused exclusively on heads and busts for the
few years that remained to him. Well aware of the challenge that his
singular obsession posed, the artist lamented, "l dont know what's
wrong with me. I'm only interested in heads now and there’s nothing
harder than doing a head” (quoted in H. and M. Matter, op. cit., 1987,
p. 211). He nonetheless asserted that “the great adventure is to see
something unknown appear every day in the same face” (quoted in
M. Peppiatt, Alberto Giacometti in Postwar Paris, exh. cat., Sainsbury
Centre for Visual Arts, Norwich, 2001, p. 10).

As Giacometti's devoted, beloved brother, as well as his steadfast
studio help-mate, Diego was as close as possible to being a virtual
extension of the sculptor himself. “In the presence of someone who
is, as it were, his double,” Bonnefoy wrote, “Giacometti more than
ever is witness to the mystery of existence” (op. cit., 1991, p. 432).
By obsessively concentrating on the features of this single
individual, Giacometti created an essential, universal man, a
contemporary everyman.

Alberto and Diego were men of the Swiss Alps—the sculptor’s great
male heads manifest this rugged sense of place. As the artist's
most frequent male model, Diego became all men to Giacometti.
“One might say that Diego was to Giacometti what the still-life

was to Morandi or Mont-Saint-Victoire to Cézanne,” Patrick Elliott
wrote. “Diego’s features were etched on Giacometti's mind and

his portraits of other sitters look strangely like Diego” (Alberto
Giacometti 1901-1966, exh. cat., Scottish National Gallery of Art,
Edinburgh, 1996, p. 23).

The fundamentally masculine and heroic nature of Giacometti's
approach to creating sculpture, of continually building up and
breaking down the plaster or clay image he held in his hands, was
an exhilarating but unrelenting and exhausting process, a Sisyphean
struggle that required in partnership a male subject who possessed
comparable resilience and fortitude. Diego, ever strong, always
present, fulfilled this need, especially after 1962, as Alberto faced
the crisis of his declining health. “Diego...had possessed only one
wish, to help Alberto be himself, and the new statues show that
Giacometti was able to seek and find and recognize himself in these
late portraits of his brother, a meditation on his destiny,” Bonnefoy
explained. The late busts “constitute Giacometti's borrowing of
another face to experience the anguish of what will be his own
death” (op. cit., 1991, p. 519).

Whether modeled early, middle, or late, a Giacometti head is the
product of the then and there, in which a miraculous sense of
presence points Janus-like to every moment of travail that had
come before, and all that which will follow. “Giacometti, by dint of
excavating the appearance of what he sees and lives...by skinning
it of accident and of circumstance and by going to the very end of
uncovering the real, touched the crux and touched death,” Jacques
Dupin observed. “But Giacometti doesn't stop there. Behind the
hardness of cranium and bone, athwart the fire of the other’s gaze,
he uncovers and causes to burst forth the formidable energy of life”
(Giacometti: Three Essays, New York, 2003, pp. 88 and 89).







WASSILY KANDINSKY: THE MASTER OF THE MODERN

MAGDALENA DABROWSKI

CURATOR OF KANDINSKY COMPOSITIONS, PRESENTED AT THE MUSEUM OF MODERN ART, NEW YORK, 1995

The name of Wassily Kandinsky is instantly connected with the creation
of abstract art and compositional expression through brilliant color

and non-objective forms. His invention of abstraction in the second
decade of the 20th century resulted from a protracted search for “pure
painting” and it marked a decisive turning point in the development

of modernism. It signified a revolutionary break with the established
artistic values of Western art, dominant since the Renaissance, based
on representation of nature and traditional perspective. Searching to
free himself from these pictorial restrictions, and psychologically and
philosophically dissatisfied with the prevalent theories of the 19th
century positivism and materialism, Kandinsky aspired to find a new
mode of visual expression that would introduce a spiritual element into
art and life, while being compatible with and expressive of the new,
contemporary world. Like his near contemporaries Kazimir Malevich in
Russia and Piet Mondrian in Paris, also striving for the absolute in art,
Kandinsky evolved his very personal and radical language of color, form
and composition.

Kandinsky intended to enter an academic career having studied law,
economics and ethnography at the University of Moscow. Yet, in 1896,
at the rather late age of thirty, he made the momentous decision to
become an artist and moved to Munich to study. Three unexpected
experiences prompted that fortuitous decision. First, the discovery

of a Claude Monet painting of a grainstack at the French Industrial

and Art Exhibition in Moscow in 1896, in front of which he responded
emotionally before even recognizing the subject of the picture. Second,
the sight of one of his own paintings placed sideways on an easel
created a strong emotional response, and at that moment Kandinsky
realized that it was actually not necessary to recognize the subject in
the composition. And third, his aesthetic impressions from an 1889

trip as an ethnographer for the Russian Imperial Society of Friends of
Natural History, Anthropology and Ethnography which took him to the
remote region of Vologda in northern Russia. The area was inhabited

by the ancient Finno-Ugric Zyrian tribes, whose laws and customs
Kandinsky travelled to study. It opened his eyes to the beauty of popular
art, which surrounded him in the houses of the local people, which were
decorated with brightly colored furniture and painted sculptural forms.
Kandinsky then became aware of the impact of color and forms that
created a tumultuous visual space and in turn this actively affected his
perceptual and emotional experience. The recollection of this event
remained with him throughout his creative life and stimulated his desire
to arrive at a pictorial idiom which would offer the viewer the same
sensation of finding himself “within the picture,” surrounded by a riot of
colors and abstract forms.

The artist’s path to abstraction was complex, marked by sequential
periods of transition and experimentation, intellectual and pictorial
shifts as well as creative diversity. He supplemented his changing
pictorial language by extensive writings on art, contained in his two
major treatises On the Spiritual in Art: And Painting in Particular,
published in 1912, and Point and Line To Plane, published in 1926.

The summer of 1908 marked the moment of dramatic change in
Kandinsky's style, which was originally rooted in the dark manner of the
Munich School. These early works were inflected by the influences of
Post-Impressionism, and the widely popular idiom of Jugendstil. What

Wassily Kandinsky, Arabs | (Cemetery), 1901. Kunsthalle, Hamburg.

Woaérther See, 1927.
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contributed to his “awakening” in 1908 were his trips not only through
Russia but also to Holland and Italy, as well as North Africa. Each trip
immersed Kandinsky in the force of color as a visual and emotional
factor. It was at this time that he began writing a theory of colors.
During his stay in France with his companion-painter Gabrielle Miinter
(in 1906 to 1907) Kandinsky had also discovered the brilliantly hued
work of Henri Matisse and other Fauves, which further cemented his
affinity for color as a principal compositional and structural element.
Upon his return to Munich that emphasis on color became the driving
force behind Kandinsky's work. Initially, the striking colors defined
recognizable imagery. Increasingly though, from late 1909, that
recognizable imagery began to become more abstracted or veiled by
employing thin, cursory lines and brush-strokes where color was no
longer confined to form but effectively created form.

Another vital and far-reaching aspect of Kandinsky's art theory and
practice was his interest in music and the theories of synesthesia

or cross-sensory metaphors and correspondences between color
and sound or word and image. Kandinsky's fascination with the
emotional power of music informs the complexity of his art and his
attitudes to musical and visual concepts of structure and harmony

of the composition. In the conclusion to the On the Spiritual he
assigns to his works titles such Impressions, Improvisations and
Compositions, a clear and simple reference to music. In search of the
new pictorial idiom adequate to what he called “an Epoch of the Great
Spiritual”. Kandinsky believed this new aesthetic ought to reflect
both the internal and external elements: the internal meant emotions
or “vibrations” of the soul while the external meant the innovative
visual form. That, according to Kandinsky's vision, could only be
achieved through a visual language not tied down to the forms of
reality. Like music that speaks “to the soul” through abstract means,
the visual art should aspire to create means of expression parallel

to those of music. Ever since he heard Wagner's “Lohengrin” at the
Imperial Theatre in 1896, Kandinsky felt special attraction to Wagner,
whose music was greatly admired by the Symbolists for its idea of
the Gesamtkunstwerk that embraced word, music, and the visual
arts. Moreover, French, Belgian, and Russian symbolist theories of

Kandinsky at Bauhaus, 1930s.
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Museum, New York.

synesthesia, dominant at the end of the 19th century, heightened
Kandinsky's interest in the affinities between painting and music.
They drew upon the theory of correspondences already formulated
in the mid-19th century by the critic, poet and writer Charles
Baudelaire.

Additional sources of his inspiration were the color theories

of Goethe and Hermann Helmholtz, as well as other
contemporaneous European and Russian scientific and
Theosophist teachings. Kandinsky was conversant with the
philosophy of Arthur Schopenhauer, theosophist writings and
teachings of Madame Helena Blavatsky, and lectures by Rudolf
Steiner. He closely followed Russian theories of mysticism,
particularly those of Soloview and Dmitri Merezhkovsky.
Furthermore, the music of Arnold Schoenberg and his Theory of
Harmony, as well as the principle of the “emancipated dissonance,”
emphasized Kandinsky's affinity with musical language.

While dividing his time between Munich and Murnau, Kandinsky
participated actively in the intellectual and cultural life of both
cities. He enjoyed a fascinating circle of friends, including the
Russians Alexei Jawlensky and his partner Marianne von Werefkin,
Franz Marc and August Macke, as well as Paul Klee. Kandinsky
was also a correspondent to a Russian journal Apollon, reporting on
cultural life in Germany and often contributed to exhibitions both

in Russia and Germany. In 1911, he cofounded with Franz Marc an
association of progressive artists “Der Blaue Reiter” and a year later
produced a compendium of writings on art and music “Der Blaue
Reiter Almanach”. He also met Arnold Schoenberg at this time.
Although the outbreak of the First World War forced Kandinsky's
return to Russia in 1915 and interrupted the creative dialogue with
Schoenberg, Kandinsky's music-painting connection did not end,
but continued after his seven year interlude in Russia, well into his
Bauhaus years.



Intallation view: Museum of Non-Objective Painting, 24 East 54th Street, New York, 1945. © SRGF, NY.

Many of Kandinsky’s paintings and graphic works of the Bauhaus
period of 1922 to 1933, as well as his second seminal treatise on art
Point and Line to Plane (begun in 1914 and finally published in 1926),
present a later aspect of his fascination with musical counterparts

in painting. They also continue his aspiration of creating art that
would be expressive of the theme of cosmology. As he stated in On
the Spiritual in Art, painting evolves in the same way as the cosmos.
Kandinsky desired to develop a cosmic and aesthetic model based
on music and the analogy of geometric and harmonic principles that
underlie the concept of celestial harmony, the theory that had been
first formulated by Pythagoras and Plato and continued through to the
19th century revival by Helmholtz. Such cosmic implications address
the distances among the planets and planetary system and dictate
the use of circular elements as the symbols of the ultimate perfection
of creation. It is clear that through these ideas Kandinsky aspired to
create a pictorial universe that would reflect what he defined as the
"music of the spheres” in a metaphorical sense.

In retrospect, Kandinsky's creative trajectory develops from his
figurative style of the Blaue Reiter period to the early abstractions

of 1913-1914, then to a geometric idiom, stimulated by the Russian
years of 1915 to 1921, when he participated in the Russian avant-
garde activities. This geometric concentration continued at the
Bauhaus and then in Paris where it underwent a synthesis. Despite
an overall continuity of creative purpose, the visual language of the
Parisian years introduces a new vocabulary: amorphous, embryonic
and biomorphic forms, inspired by Kandinsky's interest in biology and
theories of creation as well as his contact with the art of Miro and
others in the Parisian avant-garde. His works from 1934 highlight a
novel experimental side with the use of materials other than paint,
like sand, exemplified so magnificently here in the Rigide and Courbé.
Such sculptural concerns as are present in the work on offer are
augmented by the use of a richer and more radiant palette of colors.
In their vivacity and originality, these late works are striking, bursting
with freshness and inspiration. They reconfirm Kandinsky's position
as one of the greatest innovators of the 20th century, a true master of
the modern.

Wassily Kandinsky, Swinging, 1925. Tate Gallery, London.
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The grandly polyphonic Rigide et courbé, with its unfurling of a thrilling
repertoire of intimate and epic motifs, reflects the profound impact
Kandinsky's new French surroundings had exerted on his painting.
“The move to Paris totally altered my ‘palette,” Kandinsky wrote to
Galka Scheyer on 19 May 1935. “Work is going wonderfully well here.
The Paris light is very important to me, although it stopped me from
working for two months when | first arrived, because it had such a
shattering effect on me. The difference in light to central Germany is
enormous—nhere it can be simultaneously bright and gentle. There are
gray, overcast days, too, with no rain, which is rare in Germany. The
light on these gray days is incredibly rich, with a varied range of color
and an endless degree of tones. Such a quality of light reminds me of
the light conditions in and around Moscow. So | feel ‘at home' in this
light” (quoted in J. Hahl-Kock, Kandinsky, New York, 1993, p. 356).

“The non-European, Russian or Asiatic splendor of the colors in the
Paris paintings is the most striking thing about them,” Will Grohmann
wrote. “It is not the individual color, but their total effect that conveys
something of the spirit of Moscow as Kandinsky described it,
something of the spirit of the East” (op. cit., 1958, pp. 227-228).

Rigide et courbé ("Rigid and Curved") are the fundamental opposing
pictorial elements Kandinsky employed in his conception of this
symphonic composition, and indeed he titled it as such upon
completion of the canvas in December 1935. In the article “Toile vide,
etc.,” which Kandinsky published in Christian Zervos's magazine
Cabhiers d’Art, he may have revealed what had been the profound,
internal necessity that moved him to create this very picture:

“The straight line, straight and narrow surface: hard resolute, holding
its own regardless, apparently ‘going of its own accord’-like destiny
already lived. That way and no other.

Bent, ‘free,’ vibrant, evading, ‘elastic,” seemingly ‘indeterminate’-
like the fate that awaits us...Some hardness and some softness.
Combinations of both-infinite possibilities.

Each line says, ‘Here | am!" It stands its ground, shows its elegant
face-'Listen! Listen to my secret!" ‘Listen! ‘Listen!” Small messages
that gather in concert until the great 'Yes'... Most wonderful of all is
this: to add up all these voices together with many others in a single
painting-the whole painting becomes a single 'HERE | AM!"

(“Toile vide, etc,” Cahiers d’Art, nos. 5-6, Paris, 1935; in K.C. Lindsay
and P. Vergo, eds., Kandinsky: Complete Writings on Art, New York,
1994, pp. 780-781)

Kandinsky painted Rigide et courbé on the second anniversary of his
arrival in Paris. Police and Nazi storm troopers raided and closed the
Berlin Bauhaus in April 1933. The school's staff, having no choice,
voted in July to terminate their venture for good. After spending the
summer in Paris and on holiday by the Mediterranean, Kandinsky and
his wife Nina decided to re-locate from Berlin to the French capital.

Wassily Kandinsky, Violet-orange, October 1935. The Solomon R. Guggenheim Museum, New York.

105



Y

Wassily Kandinsky, Courbe dominante, April 1936. The Solomon R. Guggenheim Museum, New York.

Marcel Duchamp found for them a three-room, sixth floor flat in a new
building at 135, boulevard de la Seine (today the boulevard Général
Koenig), overlooking the river, in the Paris suburb of Neuilly-sur-Seine.

The Kandinskys took up residence in their new home during the final
days of December. The artist resumed painting in February 1934.

The repeated experience of departure and migration remained deeply

embedded in Kandinsky's memory, and at significant junctures of
transition sparked his creative impulse. During the course of his
lifetime he had been, successively, a citizen of three nations. Having
grown up in Czarist Russia, he established himself as an artist

in Wilhelmine Germany, but had to return to his homeland at the
outbreak of the First World War, where he subsequently endured the
turmoil of the Revolution and the privations of the early Soviet era,
to which he lost his only child, a young son. Kandinsky returned to
Germany at the end of 1921. Following the Bauhaus from Weimar

to Dessau, he became a German citizen in 1928, and remained with
the school through its final days in Berlin, where he witnessed the
ascendancy of Hitler's Third Reich in 1933. Kandinsky and his wife
acquired French citizenship in July 1939, only weeks before Germany
invaded Poland, igniting the Second World War.

The contending notions in Rigide et courbé of constrained shapes on
one side—"destiny already lived""—and the thrusting wave of supple,
organic forms that press outward against the other-"the fate that
awaits us"—suggest a veiled narrative of escape, release, and the
freedom to begin anew, just as Kandinsky had recently experienced
this drastic, but hopeful change of circumstances in his own life.

In the last painting he completed in Berlin, Entwicklung in Braun
("Development in Brown,” August 1933; Roethel and Benjamin,

no. 1031), the artist conjured—in dark rectangular forms—the Nazi
thugs as they closed in to stifle the progressive, creative educational
program he and his colleagues had established at the Bauhaus. The
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Wassily Kandinsky, Composition X,1939. Kunstsammlung Nordrhein-Westfalen, Diisseldorf.

bundled stick-like forms on left side of Rigide et courbé take on a
shape similar to the ancient Roman fasces, a symbol of absolutist
power. On the right side of the composition, by way of formal and
thematic contrast, Kandinsky appears to have taken inspiration
from the ancient tale of the Rape of Europa, as recounted in Ovid's
Metamorphoses, one of the most frequently treated of all myths in
European art during the 17th and 18th centuries, meaningful once
again in light of contemporary events.

In Ovid's telling, Jove, supreme among the Olympian gods, is attracted
to Europa, the daughter of King Agenor of Phoenician Tyre, and
assumes the shape of a handsome white bull to mingle with Agenor’s









herd. Europa pets the bull, and once she climbs on its back, Jove
absconds with her into the sea and swims to Crete, where he fathers
the royal Minoan line. Lynn H. Nicholas alludes to this story in the
title of her book The Rape of Europa, 1994, in which she detailed the
Nazi regime’s pillaging of priceless European artworks in public and
private collections, including the property of many Jews, prior to and
during the Second War. Indeed, Max Beckmann'’s watercolor Raub
der Europa, 1933, suggests the forced abduction of a helpless girl
(Beckmann, Hohr, and Gollein, no. 62).

The inspiration to treat the Europa myth may have stemmed from
Kandinsky's recollection of one of the most famous of early modernist
Russian paintings, Valentin Serov's The Rape of Europa, 1910. The
composition of Rigide et courbé echoes the surging motion in Serov's
painting, and most clearly the use the bull’'s horns as a key motif.
Various forms in Kandinsky's painting recall the leaping dolphins in
the Serov canvas, to which the artist added a seahorse at lower right.
Kandinsky's placement of the exclamation point near the lower edge
is a nod in the direction of his best friend and erstwhile Bauhaus
colleague Paul Klee, who often employed such signs in his pictures.

The Europa myth is prologue to the stories of the Minotaur, the
offspring of a bull and a Minoan queen, who is the man-beast

in Picasso’s La Minotauromachie, also executed in 1935, before
Kandinsky began Rigide et courbé. The latter, however, would not
have first seen Picasso’s etching until it was published in Cahiers
d’Art, 1935, nos. 7-10, which appeared in February 1936.

Serov in his painting evokes an epiphany of sensual awakening and
erotic fantasy; Kandinsky employs the full power of his painterly
vocabulary to reflect on the themes of migration and adventure
inherent in the Europa story, which he himself had recently
experienced first-hand. In choosing to depict this scene, Baroque
painters often considered the precedent of the late medieval French
text Ovide Moralisé, which interpreted the Roman poet's pagan
stories as Christian allegories: Europa signifies the soul having found

salvation in Christ (the white bull) and then proceeding on its journey
to heaven. Rembrandt's version of this theme, painted in 1632 (J. Paul
Getty Museum, Los Angeles) is seen as the flight of the soul from the
realm of earthly passions to a state of divine enlightenment.

Kandinsky may have considered similar implications in terms he had
long been pondering, set forth in his landmark text On the Spiritual in
Art, 1912. Instead of giving in to “the long reign of materialism...an evil,
purposeless game” (in ibid., p. 128), one must seek, Kandinsky urged,
a spiritual dimension in modern living. Europa’s journey on the back of
a god, involuntary as it was, led her nonetheless to a sacred place, and
an exciting new destiny.

"Besides the terrible worldwide economic crisis, there exists today
an even more terrible crisis: that of the spirit,” Kandinsky wrote in
1936. “The cause of this crisis is the propagandizing of the most
rigid materialist ideas. One of the most dangerous results of this
propaganda is the increasing loss of interest in the manifestations of
the spirit. Thus the increasing loss of interest in art... A human being
guaranteed his necessities but deprived of spiritual culture is nothing
more than a machine to direct. Nonetheless, beneath this horrible
surface exists a spiritual movement still faintly visible, but which

will bring an end to the crisis and the decadence. One of the forces
preparatory to this ‘resurrection’ is free art” (“Reply to the journal
Aceta de Arte,” Tenerife; in ibid., p. 792).

A new sense of liberation is indeed evident in Kandinsky's larger
paintings “from 1935 to 1938, a sort of golden age within his Paris
period,” as Christian Derouet described them (exh. cat., op. cit., 1985,
p. 28). The artist no longer relied so exclusively on purely geometric
forms, as he had in his Bauhaus paintings between 1921 and 1933.
Kandinsky turned instead to a wider variety of formal possibilities,
many more noticeably irregular and organic than any he had employed
for more than a decade, in shapes which became smaller in size and
more plentiful on the canvas. “It was the amorphous,” according to
Derouet, “the unexpected that now tempted him” (ibid., p. 34).

Wassily Kandinsky, Composition IX,1936. Musée natinal d'art moderne, Centre Georges Pompidou, Paris.
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Amid the kinetic unfolding of multi-layered translucent forms,

broad undulating bands of color bearing mysterious runic script and
hieroglyphic symbols, Rigide et courbé also incorporates such pointed
allusions as the serpent and squid motifs seen in ancient Minoan art.
The complex superimposition and overlapping of forms, overlaid with
numerous signs, required a carefully deliberative method. Kandinsky
drew two pencil studies for Rigide et courbé (Sketchbook 35, pp. 9r
and 10v; illustrated in V.E. Barnett, op., cit., 2007, p. 292), which mark
the beginning of the calculated and painstaking process in which
Kandinsky conceived and executed this and other large compositions
during the Paris period.

Kandinsky further suggested a marine aspect in Rigide et courbé by
thickly infusing large areas on the canvas with sand, even molding
this granular substance into shapes that comprise entire sections

in the composition, a technique the artist employed extensively only
in his Paris paintings of 1934-1935. He had seen examples of André
Masson’s pioneering 1927 series of peintures de sable in surrealist
magazines, and knew of Georges Braque's application of sand to
enhance the physical sensation of matiere in his recent still-life
canvases. Kandinsky's use of sand—strictly controlled, unlike Masson’s
preference for automatic, accidental effects—suggests that he may
have known the practice of mandala sand-painting in Tibet, and
perhaps the ritual “dry-painting” found in other cultures.

“The works of the Paris years have been described as expressing a
superior synthesis,” Will Grohmann wrote. “In Kandinsky's language,
this would mean that they reflect a union of head and heart, of
compositional technique and intuition, but also branching out toward
other sensory experiences, particularly toward music [note the
prominent, twin comma-like bass clefs near the center in Rigide et
courbé], and even a symbiotic relationship with scientific thinking” (op.
cit., 1958, p. 227).

Science had indeed become a significant source of imagery in
Kandinsky's Paris paintings, which he derived from published scholarly
research and encyclopedias, giving rise to the most remarkable
component in the appearance of his late works. “The new motifs the
artist introduced in 1934...derive from the world of biology—especially
zoology and embryology,” Vivian Barnett has written. “There is a
remarkable incidence in his painting of amoebas, embryos, larvae

Georges Braque, Nature morte a la guitare ,1936. Collection Norton Gallery of Art, West
Palm Beach, Florida. © 2016 Artists Rights Society (ARS), New York / ADAGP, Paris
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Wassily Kandinsky, Mouvement I, July 1935. The State Tretyakov Gallery, Moscow.

and marine invertebrates, as well as leaf forms and punctuation
marks,” which Kandinsky subjected to “his fanciful and imaginative
stylization.” Barnett has surveyed and analyzed the sources of such
imagery in the Paris period, indicating those publications which the
artist is known to have owned or likely consulted (exh. cat., op. cit.,
1985, pp. 62-87). In the present painting and other works Kandinsky
may have derived ideas from photographs of deep sea life and
enlarged images of plankton he found in issues of the marine journal
Die Koralle, 1931.

Painted in the final decade of his life, Rigide et courbé is Kandinsky's
wise affirmation of the journey-whether by choice, or through force of
circumstances-as the invitation to a new land, a place of unforeseen
possibilities. The story of Europa moreover becomes an allegory

for artmaking. She is the artist; the powerful, irresistible bull is the
primal impetus and all the many sources for his art, for Kandinsky,

his abstract art. “In every truly new work of art a new world is created
that has never existed,” the artist wrote in 1938. “Thus every true work
of art is a new discovery; next to the already known worlds, a new,
previously unknown one is uncovered. Therefore, every genuine work
says, ‘Here | am!"...Next to the ‘real” world abstract art puts a new
world that in its externals has nothing to do with ‘reality.” Internally,
however, it is subject to the general laws of the ‘cosmic world.” Thus a
new ‘world of art’ is placed next to the ‘world of nature,” a world that is
just as real, a concrete one. Personally, then, | prefer to term so-called
‘abstract’ art concrete art” (in K.C. Lindsay and P. Vergo, eds., op. cit.,
1994, p. 832).
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MARC CHAGALL (1887-1985)

Le grand bouquet

signed ‘Marc Chagall’ (lower right); signed again ‘Marc Chagall’
(onthe reverse)
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Painted in 1978
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Galerie Nichido, Tokyo.

Acquired from the above by the present owner, June 1994.

EXHIBITED:
Shizuoka Art Gallery, Marc Chagall, August-October 2003, p. 78, no. 17
(illustrated in color, p. 25; titled Les fleurs et le paysage).

The Comité Marc Chagall has confirmed the authenticity of this painting.

Chagall cherished France, his adopted home, for the phenomenon

he called lumiére-liberté. Everywhere in Paris and the countryside,

he perceived, “hovered that astonishing light of freedom which |

had seen nowhere else. And this light, reborn as art, passed easily
into the canvasses of the great French masters” (in B. Harshaw, ed.,
Marc Chagall on Art and Culture, Stanford, 2003, p. 88). When he
returned to France in 1923 from the dire, dangerous conditions he
and his family had endured in revolutionary Russia, he celebrated
lumiere-liberté as a joyous renewal of creative possibilities—a paradise
regained—in a series of sumptuous floral paintings, a subject to which
he was continually drawn for the rest of his life.

“Marc Chagall loved flowers,” André Verdet wrote in 1985. “He
delighted in their aroma, in contemplating their colors. For a long time,
certainly after he moved for good to the South of France, there were
always flowers in his studio. In his work bouquets of flowers held a
special place...Usually they created a sense of joy, but they could also
reflect the melancholy of memories, the sadness of separations, of
solitude, if not suffering and tragedy” (quoted in J. Baal-Teshuva, ed.,
Chagall: A Retrospective, New York, 1995, p. 347).

Nowhere did Chagall savor the inspiration of lumiére-liberté more
intensely than in the Midi. In 1950 he purchased the villa “La Colline”
on the road between Vence and St. Jeannet. Sixteen years later the
artist and his second wife Vava moved into a specially renovated
residence and studio he called “La Colline,” in nearby Saint-Paul. Le
grand bouquet is an arrangement of roses and sunflowers set atop a
table on the second floor balcony of “La Colline,” overlooking Vence,
viewed through the large open windows of his studio. The exuberant
splendor of this floral display, further amplified in the artist’s
imagination, dwarfs Vava, who stands nearby.

In 1977, the year before Chagall painted this rapturous conception of
lumiere-liberté, the French government celebrated the occasion of
the artist's 90th birthday by awarding him the Grand Cross of the
Legion of Honor, the highest award it may bestow on anyone who is
not a head of state. Special celebrations were held throughout France,
including gala concerts and television programs. Pope Paul VI sent

a congratulatory message. In October, President Giscard d'Estaing
inaugurated a Chagall exhibition at the Louvre, only the third time in
the history of this institution that this honor had been granted to a
living artist, following the precedent accorded Braque and Picasso.
Having become the doyen of the legendary early modernists, Chagall
ultimately outlived them all. Like Picasso before him, he worked until
the very end.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=12145&lot=019B}
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HENRY MOORE (1898-1986)

Three Standing Figures

bronze with green and brown patina
Height: 28%in.(71.8 cm.)

Width: 267 in. (68.3 cm.)
Conceived and castin 1953

$1,500,000-2,500,000

PROVENANCE:

Mrs. Berny Schulman, lllinois; sale, Sotheby’s, New York,
11 November 1988, lot 60.

Acquired at the above sale by the present owner.
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Moore came relatively late in his career to the idea of the standing figure, but
when he took up this subject in 1950, he quickly made up for lost time in a series
of works that occupied him through the middle of the decade and thereafter. The
presence of such emphatically vertical forms-in Standing Figures and Upright
Motives-when viewed amid the many reclining and seated figures Moore typically
created during his lifetime, indicates a strikingly assertive, even confrontational
attitude in the artist’s intentions. The present Three Standing Figures, 1953, is
among the most stridently surrealist in aspect of Moore's sculptures since the end
of the Second World War. These women, goddesses who appear to step forth
from the deepest regions of a primal collective consciousness, are mysterious and
haunting in their joint presence, especially in the bold and unexpected forms that
Moore devised to render them.

The grand achievement in ancient classical sculpture stemmed from the impetus
to represent the standing nude figure, male and female. The sculptors of the
Renaissance and Baroque eras strove to emulate this heroic tradition in their
efforts. Moore envisioned the figure from other sources of inspiration, chiefly in
nature, with the result that his reclining figures resemble the rolling and flowing
forms of landscapes and rivers, while the seated figures retain the more compact,
massive character of great stones and hillside rock formations.

There was, in fact, a practical reason to work close to the earth, so to speak.
Moore, while carving in stone and wood during the pre-war years, was well aware
that a standing figure in these materials was structurally weak at the ankles,
which required that special care be given to adequate support and balance when
visualizing and creating the figure. A reclining or seated figure, on the other hand,
resting on any kind of base or flat surface, is normally solid and stable throughout
its shape.

Realizing the figure in bronze, as Moore increasingly worked during the post-war
period, overcame such limiting considerations in treating an upright posture.
Sculptures in bronze could be scaled, moreover, to impressive heights, while at
less weight than in stone. From drawings he had done in recent years, including
those of standing figures in the wartime Shelter series, Moore created Standing
Figure in 1950, 87 inches tall (221cm; Lund Humpbhries, nos. 290 and 290b). The
marble version incorporates stone bracing at the ankles, while the bronze version
does not; the latter is more open above the base. Sir William Kreswick installed
the bronze cast he purchased atop an outcrop of rock on a hill near his sheep
farm in Scotland. “l went up there,” Moore later wrote, “and was thrilled with the
beautiful landscape and how well he had sited "Yon Figure’ (the sculpture’s local
name)” (A. Wilkinson, ed., Henry Moore, Writings and Conversations, Berkeley,
2002, p. 275). Moore placed two casts of Standing Figure side-by-side, shifted to
face in different directions, to create Double Standing Figure, also in 1950 (Lund
Humphries, no. 291). He especially enjoyed viewing the vast sky through the open
spaces in these large standing sculptures.

After modeling in 1953 a series of table-top sized standing figures cast in

bronze (Lund Humpbhries, nos. 316-320 and 320a), and carving in elm wood

the sixty-inch Standing Girl (no. 319), Moore turned to the present three-figure
configuration. “I often work in threes when relating things,” he said (ibid., p.

285), as he did in many of the wartime Family Groups and in later three-piece
Reclining Figures. From his 1951 sketchbooks, in which numerous drawings show
his growing interest in standing figures, Moore selected a large sheet containing
three upright nudes (A. Garrould 51.24, HMF 2720; Art Institute of Chicago). From
these studies he modeled the women in the present sculpture, taking special
pleasure in elaborating their heads, which more resemble winged headdresses,
such as those seen in ancient Minoan and Middle Eastern art.

Who are these bizarrely configured women? During 1947-1948 Moore carved

in stone a life-size group of three draped, standing women, their eyes turned to
the sky, whom commentators liked to describe as the Three Graces—the Greek
Charites. “Then Eurynome, Ocean'’s fair daughter, bore to Zeus the Three Graces,”
Hesiod wrote in Theogony, “all fair cheeked, Aglaia, Euphrosyne, and shapely
Thalia.” These deities personified, respectively, beauty, joy, and flowering. Moore,
having toured Greece in 1951, may have decided to revisit this subject, but with a
novel, sharply modernist stylistic twist, in the present sculpture.
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Other candidate threesomes, also from ancient
mythology, are the Moirai (the Fates), which
appear in two drawings from 1948 and 1950, the
Erinyes (the Furies, goddesses of vengeance),
and the Horae (the three Mediterranean seasons).
They may be the three goddesses present for the
Judgement of Paris: Aphrodite, Hera and Athena.
Alternative attributions should include the Three
Witches in Shakespeare's Macbeth, “The weyward
Sisters, hand in hand,” whom the Bard derived
from the Fates of old.

In these three women we find “the whole of
nature—bones, pebbles, shells, clouds, tree trunks,
flowers—all is grist to the mill of sculpture,” as
Moore enumerates some of the natural sources
that inspired his forms. “It's a question of
metamorphosis. We must relate the human figure
to animals, to clouds, to the landscape—bring
them all together. By using them like metaphors
in poetry, you give new meaning to things”

(A. Wilkinson, ed., op. cit., 2002, pp. 221-222).
Moore's surrealism, a lingering fascination from
his sculpture of the 1930s, is at this stage more
directly rooted in real, familiar things than in a
consciously stylistic, Picasso-esque manner.

When Francois Mitterand presented the Legion

of Honor to Moore in 1985, he asked him which
French sculptor had influenced him the most.
"Rodin, of course,” Moore replied. "A more recent
sculptor?” Mitterand inquired. “Giacometti,” Moore
said, “but he was Swiss, of course” (quoted in R.
Berthoud, The Life of Henry Moore, New York, 1987,
p. 414). The subjects of these two sculptors, the
greatest of the 20th century, overlap only in the
standing figure, Giacometti's signature forte, while
Moore is acknowledged as the modern master

of the reclining and seated human form. The
standing figures of these sculptors are alike only

in the attenuation of the body, and in the mythic,
goddess-like aura of the subject. There is in every
other respect a world of difference, illuminating,
complementary, but ultimately incomparable.

Other casts of the present sculpture are located
in The Peggy Guggenheim Collection, Venice,
The Hakone Open-Air Museum, Japan and
Kunsthalle Hamburg.
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Jackson Pollock, Mural, 1943. The University of lowa Museum of Art, lowa. © 2016 The Pollock-Krasner Foundation / Artists Rights Society (ARS), New York

Alberto Giacometti, Vier Frauen auf einem Sockel, 1950. Henry Moore, Double Standing Figure, 1950.
© 2016 Alberto Giacometti Estate/Licensed by VAGA © The Henry Moore Foundation. All Rights
and ARS, New York. Reserved, DACS 2016 / www.henry-moore.org
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CHAIM SOUTINE (1893-1943)

Le garcon d’étage

oil on canvas
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Painted circa 1928

$6,000,000-9,000,000
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Against a midnight blue ground, a young man in fancy-dress
uniform-a room-service waiter, most likely, in one of the fashionable
hotels that proliferated in Paris during the roaring twenties-locks
eyes with the viewer. He has a strong, clenched jaw and dark, bushy
brows, the left one arched in a subtle show of bravado. His small
mouth is firmly set, lending him a touch of truculence, and his
crooked nose hints at a history of tussles and brawls. His ill-fitting
jacket, however, overwhelms his wiry frame, and his shirt collar is
almost comically crooked, imbuing his portrait with a powerful note
of pathos. “These are speaking likenesses of more or less humble
persons whom Soutine invested with the poise of royalty,” Monroe
Wheeler has written. “Who can tell what he thought of them?
Surely, he was enthralled by their idiosyncracy. He selects the salient
features of these persons, their intensive gaze, outstanding ears, huge
interworking hands, and renders them to excess with only summary
indication of the body, which he then cloaks in the magnificences of
the palette. They are unforgettable” (Soutine, exh. cat., The Museum
of Modern Art, New York, 1950, p. 65).

Chaim Soutine, Le petit patissier, circa 1927. Sold, Christie's New York, 8 May 2013, Lot 21.
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By the time that Soutine returned to Paris from Cagnes in 1925, he
had come a long way from his own humble roots. Three years earlier,
the artist-then largely unknown, desperately poor and fraught with
anxiety-had attracted the attention of the wealthy and eccentric
American collector Albert Barnes. Struck by Soutine's portrait of a
young pastry chef in uniform (“It's a peach,” he famously declared),
Barnes purchased more than fifty of the Lithuanian émigré’s
paintings, changing his fortunes in an instant.

While Soutine now enjoyed the means to hobnob with the most
fashionable echelons of Parisian society, he opted not to portray
them. Instead, he immortalized the anonymous legions who served
the elite as they reveled in the nightlife of the capital-bell-hops, valets,
floor waiters, concierges, and hotel managers, all stiffly clad in their
formal livery. In addition to offering ready-made fields of a single

hue that allowed Soutine to indulge his prodigious gifts as a colorist,
these characteristic uniforms had the effect of de-individualizing the
sitter, categorizing him (for this is an exclusively male world) in terms




Francis Bacon, Seated Figure, 1960. Albertina, Vienna.© The Estate of Francis Bacon.
Allrights reserved / DACS, London / ARS, NY 2016
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Chaim Soutine, Le garcon d’étage, circa 1927. Musée de |'Orangerie, Paris.

of social status and occupation. The challenge for Soutine was
thus to capture the individual behind the type. “Though Soutine
may project his inner turbulence and most personal feelings

onto his subjects, the viewer never loses sight of a particular
physical entity being carefully observed and experienced,” Maurice
Tuchman and Esti Dunow have explained. “Even the distortions and
exaggerations of facial features and the shiftings and dislocations
of body parts do not destroy the essential recognition in each
painting of a certain person and a reality specific to him” (op. cit.,
1993, p. 509).

Indeed, it is the tension between the seeming detachment of
Soutine’s anonymous, uniformed sitters and the force of the artist’s
engagement with them that gives his portraits their powerful
expressive charge. Soutine returned repeatedly to a narrow range
of compositional schemes, conferring on his sitters a self-contained
and intentionally “posed” look that demonstrates his resistance to
a complete union between artist and model. In the present portrait,
for example, the waiter faces front, hands on his hips, commanding
the viewer's attention but apparently unmoved by Soutine’s own
scrutiny. Due to the intensity of the relationship that the artist

felt in the presence of his subjects, moreover, he rarely painted

his friends, or indeed himself, opting for models he did not know.
Among his peers, he claimed, the sensations were simply too great,
the image too distorted. “So intense were his feelings that he, on
occasion, was found unconscious beside his painting,” Jacques
Lipchitz claimed, with perhaps a bit of poetic license (quoted in
The Impact of Chaim Soutine, exh. cat., Galerie Gmurzynska,
Cologne, 2002, p. 81).

At the same time, Soutine consistently painted his subjects
close-up, obliterating all sense of physical distance between artist
and sitter. In the present portrait, the waiter’s jutting elbows and
foreshortened thighs press forward emphatically against the
picture plane. The bright white of his dress shirt and the ruddy
tones of his face burst forth from the inky blue ground, which in
turn grows lighter like a mandorla around the figure, as though

he were emitting his own subtle illumination. “There is a terrible
poignancy in Soutine’s closeness to the things he paints,” Andrew
Forge has written. “He seems to cling to them, to bury himself in
them. Everything that he paints is like a close-up, not only because
he eliminates the space that separates him from the object but
because of the extreme plasticity of the image that he makes of it"
(Soutine, London, 1965, pp. 30-31).

Heightening this sense of proximity is Soutine’s signature
brushwork-feverish, unrestrained, and powerfully tactile. Here,

the sitter's Prussian-blue uniform is streaked with thin, undulating
ribbons of red and pale blue, a virtuoso web of color accents
suggestive of arteries and veins. The paint fabric acts as an index
of the raw nerves and rumblings beneath the skin of the sitter,
recalling the images of recently slaughtered animals, their flesh laid
bare for visual scrutiny, that Soutine produced during these same
years. “Soutine’s paint as it lies there upon the canvas appears to
act like a miraculous teeming substance that actually generates

life under our eyes,” David Sylvester has proclaimed. “It is as if, as
we look, matter and energy were being continually churned out

by the paint, were forever being renewed by it" (Chaim Soutine,

exh. cat., Tate Gallery, London, 1963, p. 15). These vital, seething
strokes command the viewer's attention and provoke an immediate
emotional response, entirely free from the traditional conventions of
aestheticism, which mirrors Soutine’'s own impassioned experience
of painting.



Chaim Soutine, Le groom, circa 1925. Musée National d’Art Moderne, Paris.

“Soutine’'s immersion in the sheer physicality of the world and his
feverish commitment to painting was complete and all-consuming,”
Tuchman and Dunow have written. “His response to his subjects

was visceral. His canvases rivet the viewer with their convincing
physical presence and their kinetically charged substance, which
embody the fervid inner need that compelled the artist to paint them.
Soutine’s intense observation of the visual world, and his impassioned
identification with it, all set in motion by peculiar intensity and
obsessiveness, enabled him to attain a state of expressionistic
exaltation that was exceptional and unprecedented in his day”
(Chaim Soutine, exh. cat., Galerie Thomas, Munich, 2009, p. 9).

With its irrepressible intensity of expression, Le garcon d’étage
attracted the attention of Soutine’s avant-garde contemporaries soon
after it was painted. The first owner of the canvas was Henri Bing,
the Parisian gallerist who in 1927 had given Soutine the very first solo
exhibition of his career. The canvas subsequently passed to the cubist
sculptor Henri Laurens, who had been Soutine's friend and neighbor
at the ramshackle artists’ block “La Riche” (“The Beehive”) during
the painter’s destitute early years in Paris.

Around 1951, eight years after Soutine died from a perforated ulcer
while hiding from the Gestapo, the present painting entered the
celebrated collection of Ralph and Georgia Colin, whose guest book
was a veritable who's-who of the New York cultural scene at mid-
century. The first painting that the Colins ever purchased, in the
early 1930s, was a Soutine that is said to have shocked their friends.
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Vincent van Gogh, Le facteur: Joseph Roulin, 1888. Museum of Fine Arts, Boston.

Undeterred, they hung it over their mantelpiece and went on to
acquire fifteen more canvases by the artist, which took their place
alongside vanguard works by Picasso, Matisse, Mird, Modigliani, and
Dubuffet. “The Colins...bring to their purchases not only instinctive
flair, but comparative standards which allow them to recognize quality
within quality, that is to pick out outstanding works by outstanding
artists,” wrote the critic and curator James Thrall Soby when the
Colins exhibited these paintings-including Le garcon d’étage-at
Knoedler. “As a result, their collection abounds with absolute jewels”
(exh. cat., op. cit., 1960, no page).

In the summer of 1951, the Colins loaned the present canvas to a
group show at The Museum of Modern Art, New York, which the
previous year had mounted a major Soutine retrospective-the first on
American soil. On both occasions, his work struck the new generation
of the avant-garde with the force of a revelation. Soutine himself had
turned to Rembrandt and other old masters for inspiration, extracting
and distilling those aspects of their work that helped him to express
his own vision. Now, the younger cohort-de Kooning, Pollock, Guston,
and Bacon, to name just a few-found in the dense materiality and
compulsive energy of Soutine’s paintings a shock of liberation, which
affirmed and validated the unfettered gestural expressiveness that
they were then pursuing.

“It's the lushness of the paint,” de Kooning declared. “He builds up a
surface that looks like a material, like a substance. There’s a kind of
transfiguration in his work” (quoted in exh. cat., op. cit., 2002, p. 53).
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After completing the Vence Chapel commission in 1951, Matisse
continued to conceive decorative projects in stained glass and tile
relief. He divided his time between drawing in charcoal, brush and
black ink, and using scissors to create cut-outs from hand-colored
papers. “Paintings seem to be finished for me now,” he wrote to
his daughter Marguerite Duthuit. “I'm for decoration—there | give
everything | can—I put into it all the acquisitions of my life” (quoted
in H. Spurling, Matisse the Master, New York, 2005, p. 428).

The dining room of Matisse’s apartment in the Hotel Regina, Nice, circa 1952. Photo by
Walter Carone. © 2016 Succession H. Matisse / Artists Rights Society (ARS), New York

In his brush and ink drawings Matisse turned to the figure, more
often to portraiture. “The human face has always greatly interested
me,” Matisse wrote in the introduction to the folio Portraits, 1954. “|
have indeed a rather remarkable memory for faces, even for those
that | have seen only once. In looking at them | do not perform any
psychological interpretation, but | am struck by their individuality
and profound expression...They probably retain my attention
through their expressive individuality and through an interest that
is entirely of a plastic nature...Each face has its own rhythm and it
is this rhythm that creates the likeness...The conclusion of this is:
the art of portraiture is the most remarkable” (J. Flam, ed., Matisse
on Art, Berkeley, 1995, pp. 220, 221 and 223).

Matisse's subjects in the brush drawings may appear female, male,
or androgynous; individual character vies with essence for the

total effect. The visages belong to attractive young people of the
early 1950s, yet seem to spring forth from Mediterranean antiquity.
An arching arabesque unifies the thick, sweeping, gestural lines

to imbue the image with a complete sensation of form, space,
light, and shadow. “The arabesque,” Matisse explained in a 1952
interview with André Verdet, is “the most synthetic way to express
oneself in all one’s aspects... It translates the totality of things with
a sign. It makes all the phrases into a single phrase” (ibid., pp. 210-
211).

John Elderfield has called these late portrait drawings “haunting
and highly memorable works of art-such bare, exposed things.
They illuminate, as does the late work in particular, with a very
steady light, spreading to fill the sheet with an even radiance. And
for all their power as images, their drawing is indeed curiously
unobtrusive: the fewest and swiftest of lines and the glowing sign
is there” (The Drawings of Henri Matisse, exh. cat., Arts Council of
Great Britain, London, 1984, p. 134).
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In this boldly experimental and persuasively modern landscape,
painted most likely during Cézanne’s transformative stay at Melun
from April 1879 until March 1880, the artist applied his pioneering
“constructive stroke” more systematically and decisively than ever
before. Although the panoramic subject-a jostling cluster of houses
nestled in wooded, undulating terrain-is complex and rich in visual
incident, suggesting an uncontrived motif observed and faithfully
transcribed from nature, Cézanne has largely abandoned the
spontaneous, broken touch that the Impressionists used to signify a
fleeting moment en plein air. Instead, he has laid down pigment in a
tight weave of regular, vertical touches, transmuting the vagaries of
the natural world into the forms of an ideal, abstract order.

“In the years around 1880, Cézanne developed ways of looking and
painting-especially in his landscapes-that he was to spend the

rest of his life refining,” Joseph Rishel has written. “The key to this
breakthrough was a novel approach to facture, the way pigment was
applied to canvas...that liberated him from Impressionism. It allowed
him to render landscape with remarkable sensuality and specificity,
but, unlike the ambitious plein-air paintings of his contemporaries, it
transformed the transient into something classical, structured, and
serene, in keeping with his desire to transform Impressionism into
‘something solid and durable like the art of the museums' (Cézanne, Paul Cézanne, Le Chateau de Médan, circa 1880. Glasgow City Art Gallery.
exh. cat., Philadelphia Museum of Art, 1995, pp. 193 and 217).

The exact location of the motif that Cézanne depicted in the present
canvas has never been conclusively identified. Venturi suggested

that the rocky bluff on the horizon may represent Le Pilon du Roi, a
distinctive outcropping in the Etoile massif south of Aix, but more
recent scholarship has largely rejected this designation (compare
Rewald, nos. 399 and 605, which do show Le Pilon du Roi). Machotka
has held to Venturi's view that Cézanne painted the landscape in
Provence, proposing that the distant formation may be either “a
somewhat flattened Sainte-Victoire” or another local landmark

such as the ruined castle at Bouc-Bel-Air. Rewald, however, has
convincingly argued (and Feilchenfeldt et al. concur) that the fresh

and vivid greens that dominate the image point to a northern locale,
while the confident and well-developed application of the constructive
stroke fits with a date following Cézanne’s return from Provence to the
Tle-de-France in the spring of 1879.

Cézanne had begun to experiment with these radically new means
of expression the year before he painted Paysage d’lle-de-France,
but personal upheavals and emotional turbulence had hampered
his artistic progress. In March 1878, he had left his apartment at 67,
rue de I'Ouest in Paris, where he had lived since late 1876 with his
mistress Hortense Fiquet and their young son Paul, and returned

to the haven of his family home outside Aix. He installed Hortense
and six-year-old Paul fils in a rather spartan apartment at Marseille,
a safe distance away from his authoritarian father Louis-Auguste,
who knew nothing of the artist’s young family. “In Paris,” Rewald has
explained, “Cézanne must have been consumed by the desire to get
back to the Jas de Bouffan, which offered him so many subjects, as
well as isolation, a world of peace and harmony. But once there with
his parents, he doubtlessly suffered as much on the account of the
separation from his son as from his father's domineering character-
not to speak of the necessity of hiding his liaison” (op. cit., 1996, p.
189).

Paul Cézanne, Le pont de Maincy, 1879-1880. Musée d'Orsay, Paris.

It was not long before Cézanne's worst fears were realized. Louis-
Auguste intercepted a letter to Cézanne from his patron Victor
Chocquet and learned at long last of the artist's secret family. Irate,
he cut Cézanne's monthly allowance to a meager 100 francs, forcing
the artist to beseech his childhood friend Zola for periodic subsidies.
Cézanne, obstinate and embarrassed, denied the liaison altogether,
at which point Louis-Auguste saw no alternative but to have his son
followed. When the artist was spotted coming out of a shop with a
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rocking horse and other toys for Paul fils, Louis-Auguste trumpeted
his vindication to a mutual friend: “You know, I'm a grandfather!”
Cézanne, in turn, complained to Zola, “This begins to take on the air of
a vaudeville farce” (quoted in A. Danchev, Cézanne, A Life, New York,
2012, p. 155).

Seeking respite from these ordeals, Cézanne fled the fraught
environment of the Jas for the relative peace of L'Estaque, a seaside
village some twenty miles to the south, and threw himself into his
work. For the remainder of 1878, he experimented with an increasingly
abstract construction of the landscape, in which overlapping planes of
color take the place of conventional modeling and paint is laid down

in closely packed, diagonal strokes. He still felt himself struggling,
though, to impose an enduring and disciplined pictorial logic on the
landscape. “Nature presents me with the greatest problems,” he
lamented (quoted in, A. Danchey, ed., The Letters of Paul Cézanne, Los
Angeles, 2013, p. 199).

Finally, as the year drew to a close, family matters took an
unexpectedly favorable turn. Louis-Auguste relented in his
persecutions, doubtless at the urging of Cézanne’s mother, and
increased the artist’s allowance threefold once again. “Incredible,”
Cézanne reported to Zola. “I believe he's making eyes at a charming
little maid we have in Aix; mother and | are in L'Estaque. What a turn-
up” (quoted in A. Danchey, op. cit., 2012, p. 157).

In February 1879, Cézanne returned north with Hortense and Paul,
staying briefly in Paris before settling at 2, place de la Préfecture in

Melun, a small town on the river Almont, not far from the Forest of
Fontainebleau. After the turmoil of the previous year, he had every
reason to feel optimistic. His family was re-united and his finances,
for the moment at least, were secure; he had a wealth of landscape
motifs close at hand, easy access to the capital, and-most important
of all-a clear path forward artistically. “Building on the discoveries
and transformations resulting from his months of intensive work in
Provence in 1878-1879,” Mary Tompkins Lewis has written, “Cézanne
produced some of his most powerfully structured landscapes to date
after returning north that spring” (Cézanne, London, 2000, p. 198).

Cézanne and his family stayed at Melun for nearly a full year, from
April 1879 until March 1880. Paysage d'lle-de-France, with its intensely
green and lush vegetation, appears to be a late spring or early summer
scene, suggesting that the artist painted it fairly soon after his arrival.
It is most likely contemporary with the magisterial Le Pont de Maincy
(Rewald, no. 436; Musée d'Orsay, Paris), which depicts a bridge near
Cézanne's residence at Melun that led to the mills that once stood on
the opposite bank of the Almont. “Cézanne’s ‘constructive stroke’ here
appears in a particularly consistent and tight weave that-through the
information now available-becomes positively associated with what
could be called the artist’s ‘phase at Melun’,” Rewald has asserted (op.
cit., 1996, p. 291).

To paint the present scene, Cézanne selected a slightly elevated
vantage point that offered valuable privacy (he could not abide
curious bystanders when he worked) and a panoramic view over
his chosen motif. The sandy path that runs nearly the full width of

Pablo Picasso, Le moulin a huile, 1909. Leonard A. Lauder Cubist Collection, The Metropolitan Museum of Art, New York.
© 2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York
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foreground, where Cézanne must have set up his
easel, implicitly inscribes the artist’s presence in the
landscape, positioning him as a plein-air master in
the Impressionist tradition. The road bends sharply
at both corners of the composition and plunges

into depth, leading the eye rapidly through the open
foreground to the dense band of houses and trees that
anchors the middle distance. Cézanne has used an
elongated, diagonal touch to describe the foreground
vegetation, amplifying this effect of dynamism. The
cubic buildings and their encompassing greenery,

by contrast, are rendered with a cohesive network

of short, vertical strokes, which are echoed in the
repeated compositional uprights of walls, chimneys,
tree trunks, and a diminutive church steeple just left
of center.

“The vertical touches lend gravity and order to a site
that is obviously too complex to suggest a natural
order of its own,” Pavel Machotka has written, “and
if the vertical emphasis seems artificially imposed, it
also seems justified by the need to provide a stable
focus to a space into which one rushes from both
sides. Cézanne painted the view in the morning,
against the light, so that the shadows pointed to the

. . ~ 8 lower left corner, while the very light road pointed to
Paul Cézanne, La baie de I'Estaque vue de I'est, 1878-1879. Memorial Art Gallery, University of the lower right; this radial arrangement needed the
Rochester, New York. calming effect of the vertical touch and the focusing
effect of the tight complex of houses in the middle
distance” (op. cit., 2014, p. 90).

Beyond the village, the land rises steeply to a

distant horizon, which counters the upward thrust

of the composition and provides a measured and
harmonious closure to this modern-day paysage
composé. The rich greens and ochres that dominate
the lower half of the canvas are gradually interspersed
with cooler patches of blue and gray, heightening the
impression of atmospheric recession. At the exact
center of the horizon, Cézanne placed the flattened
bluff discussed above, outlining it in near-white to
ensure that our gaze would always find in it a point of
respite. The upper third of the painting is given over
to a delicate colored, cloud-scumbled sky, the most
loosely worked portion of the painting, which lends
light and air to the densely packed, synthetic scene.

“We see by this [painting],” the great critic Roger

Fry concluded about Paysage d’lle-de-France in his
classic study of Cézanne's development, “that what

| called the pictorial architecture of Cézanne is not
dependent on the predominance of architectural
objects in the scene, for here trees, hills, and the
undulations of the terrain are used to build up an even
more rectangular and severe construction. It is a fine
example of Cézanne’s power to handle a great number
of quantities, to hold them here and there by slightly
larger and more emphatic ones. And yet the perpetual
slight movements of the surface, the vibrating
intensity and shimmer of the color-atmospheric
without a hint of vagueness-gives to this austere
design the thrill of life” (op. cit., 1927, pp. 60-61).

Richard Diebenkorn, Freeway and Aqueduc<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>