

















































































































































































































































































































































































































































































































































































































































































































109. Photograph

of Picasso by

Cecil Beaton, 1931

m

>26

to8. Woman with Blond Hair,

110. Nude on a Black Couch,

hi.

The Mirror,

1931

1932

1932

The Artist and His Model

Cannes, July 23, 1933

Gouache, pen and ink, 15Vsx 20 inches

Signed lower right: "Picasso/ Cannes 23 juillet xxxm
Extended loan of Mr. and Mrs. Arthur Wiesenberger
111p. 137

1.Boeck and Sabartes, Picasso, pp. 3i4ff.

"

Girl before a Mirror

(March 14), 1932 (acc. Zervos, vii, 379)

Oil on canvas, 64 x 51Vainches

Signed upper left: "Picasso xxxii"

Provenance: Paul Rosenberg, Paris; Valentine Dudensing,
New York

Gift of Mrs. Simon Guggenheim, 1938

Acq. no. 2.38

111p. 139

1. Although 1932 is the year traditionally given for the begin
ning of Picasso's liaison with Marie-Therese Walter, there are
a few pictures dated 1931 by Zervos (Fig. 108) that were
almost certainly inspired by her. Brassai' (Conversations , p.
28) speaks of Picasso's first image of Marie-Therese having
been painted in December 1931, but there is good reason to
think that these images go back to autumn of that year at the
very least. There is a photograph of Picasso (see Rosenblum,
"Picasso and the Anatomy of Eroticism," p. 347, fn. 23))
made by Cecil Beaton in 1931 in which the artist stands be
fore apainting (Fig. 109) not catalogued by Zervos, in which
the reclining nude is obviously of the series of images of
Marie-Therese that continued in 1932 with Nude on a Black
Couch (Fig. no) and The Mirror (Fig. in). The painting
includes a representation of a sculptured bust that is quite
clearly a portrait of Marie-Therese and no doubt represented
one of the earliest of the series of her heads Picasso was to
model in the studios he had made out of the stables of the
seventeenth-century ~ Chateau de Boisgeloup, near Gisors,
which he had purchased in 1930 or early in 1931.

It seems probable that the first images of Marie-Therese
date from the summer of 193 1.Indeed, the remarkable change
in mood in Picasso's painting as early as February and March
1931—as reflected in Pitcher and Bowl of Fruit (p. 135; dated
February 22) and Still Life on a Table (Fig. 112; dated March
11)—suggests that his first contacts with her date from the
beginning of the year. In view of the extraordinarily anthro
pomorphic character of Still Life on a Table, and its anticipa
tions of Girl before a Mirror (see text, p. 140), it is perhaps
not too far-fetched to consider this picture a metaphoric
tribute to the seventeen-year-old girl who had just entered
Picasso's life.

2. Schapiro, Meyer, cited in "A Life Round Table on Modern
Art," Life (New York), xxv, 15, October 11, 1948, p. 59.

3. Ibid.
4. Ibid.



s. Rosenblum, “Picasso and the Anatomy of Eroticism,” p.
349.

6. Ibid.

7. Sypher, Wylie, From Rococo to Cubism (New York: Ran-
dom House, 1960), p. 280.

g Gottlieb, Carla, “Picasso’s Girl Before a Mirror,” Journal
of Aesthetics and Art Criticisnt, XX1v, 4, Summer 19066, pp.
soo—18. Gottlieb asserts (p. 510) that “Picasso must have
known The Living-and-Dead Lady, which was one of Goémez’
prize possessions. In his autobiography published in Madrid
as appendix to La Sagrada Cripta de Pombo in 1923, the poct
dedicated two pages to it, illustrating it with a print. The
main text of the same volume contains a photograph of Pi-
casso, taken at the banquet which was given by Ramén in his
honor at the Sacred Crypr of the Pombo (the meeting place
for Gémez and his followers) in 1917, when Picasso stopped
over in Madrid enroute from Rome to Paris. It is most prob-
able that a copy of the book featuring his photograph would
have reached Picasso.”

9. Rosenblum, “Picasso and the Anatomy of Lroticism,” p.
349,
‘6. Marion Bernadik uses the X-ray image in relation to the

figure and reflection in an cssay written in January 1945 for
a class of Meyer Schapiro’s at The New School, New York
(copy in the Library of The Museum of Modern Art), She
paraphrases Schapiro in referring to the Girl's body as “simul-
tancously clothed, nude and X-rayed.” a passage cited in Barr,
Fifty Years, p. 176.

11. Gorttlieb, “Picasso’s Girl Before a Mirror,” p. sto, ob-
serves: “It has not been noted so far that the artist has intro-
duced into his picture a clue which tells the beholder what the
young beauty is discovering when studying her image. This
clue s the form of the looking-glass—a figure-length, free-
standing plate fitted with an adjustable inclination. Although
known since the time of Louis XV, this type came into pop-
ular use only during the nineteenth century—to disappear
shortly afterwards in the twentieth. Such a mirror is called
psyché in France and Austria, psiche in Italy, and psiquis in
Spain, The English translation of this Greek word is “soul.”
Its meaning is commonly known since the words psychology,
psychoanalysis, psychosis, etc. derive from this root. Scholars
are furthermore familiar with it from the story of Eros and
Psyche, where the soul is p(‘rsnniﬁcd as a young and lovely
girl who searches for divine love. As regards the transference
of the name psyche to a mirror, it is fou nded upon the popu-
lar belief that the plate does not reflect the outward likeness
of the person who is consulting it but his/ her soul.”

12. Girl before a Mirror is dated March 14, 1932. Nude on a
Black Couch is dated March o, 1932, and The Mirror is dated
March 12, 1932.

112.Still Life on a Table, 1931

113. Bathers with a Ball, 1928

114. The Living and Dead Lady. Formerly Collection
Ramon Gomez de la Serna
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115. 1

116. Picasso’

o Girls Reading, March 29, 1934

s studio at Boisgeloup, early 19305

. Nude and Warrior, April 30, 1934

Two Figures oN THE BEAcH
Cannes, July 28, 19%3
Pen and ink, 15% x 2o inches
Signed lower right: “Picasso/ Cannes 28 juillet xxxm”
Provenance: Galerie Robert, Amsterdam;
Galerie Simon, Paris
Purchase, 1939
Acq. no. 655.39
ML p. 141

1. Cited in Leymarie, Jean, Picasso Drawings (Geneva: Skira,
1967), p. 58.

MoberL axp SurreaLIsT FIGURE
(May 4,1933)

Etching, 1o%s x 7% inches
G.34611cC.

Purchase, 1949

Acqg.no. 221.49

1L p. 143

- Bolliger, Hans, Picasso for Vollard (New York: Harry N.
\brams, 1956), p. x. Although one hundred plates were fin-
ished in 1937, the l'll"d.gl., was not completed until 1939, shortly
before Vollard’s death in an auto accident July 22. The prints
were not made available until 1949, William S. Lieberman
(The Sculptor’s Studio: Etchings by Picasso, New York: The
Museum of Modern Art, 1952) was the first ro mention that
the platcs were “acquired” by Vollard, not commissioned, as
Bolliger insists, because of the “success” of the Balzac and
Ovid books. Neither of these books was, in fact, a financial
success, and it is more probable that Vollard accepted a set
number of plates in trade for several paintings Picasso ac-
quired from him.

Girr ReEaping

Spring 1934

O1l on canvas, 64 x 513 inches

Signed upper right: “Picasso/ xxxiy”

Provenance: Peter Watson, L.ondon

Promised gift of the Florene May Schoenborn and
Samuel A. Marx Collection

1L p. 144

1. In addition to Fig. 115, of March 29, Picasso executed
Zervos, vii, 191, 192 and 194 on March 27, 28 and 30 respec-
tively. Zervos, v, 193, although not d'ued, almost surely
comes from t]‘lL same period. From early in :\prll to Judgc
by the relation of its surreal hmmmphlsm and its settmg toa
Still Life dated April 7—comes still another version of the
motif of two girls |L1dm=!. which Zervos (vmr, 197) has mis-
takenly identified as a h-tll life.




MyRrEINA AND KINESIAS FROM LYSISTRATA BY ARISTOPHANES
New York, The Limited Editions Club, 1934

Lrching, 8% x 6 inches

“The Louis E. Stern Collection, 1964

Acq. no. 970.64

1. p. 145

InTERIOR WiTH A GIRL DRAWING

Paris, February 12, 1935

Oil on canvas, 51 % inches x 6 feet 475 inches
[nscribed on stretcher: “Paris 12 février xxxv”
Provenance: Mrs. Meric Callery, New York
Promised gift of Nelson A. Rockefeller, New York
1L p. 147

L. Of the three sketchbook drawings of February s, 1935, Fig.
118 and one other, Zervos, vii, 250, show the girl before a
mirror that reflects her image. In Zervos, viu, 252, she con-
fronts an easel with a picture painted on it. The easel had ap-
peared on the right side of the other two skerches but in those
cases supported only a blank canvas.

». Brassai, Conversations avec Picasso (Paris: Gallimard,
1964), p. 268.

3. Painting over an entire picture, as opposed to making a
new VErsion on a separate canvas, is a relatively unusual pro-
cedure for Picasso after the Blue Period. 1t may well be that
the painter called in Zervos between February s and 12 pre-
cisely because he knew he was going to paint over Fig. 122.
This still leaves the conundrum of the date—February 17—
which appears on the drawing for that first version (Fig. 121),
and no explanation for that drawing’s remarkable laby-
rinthine web of color identification lines. This author’s sur-
mise is that it actually preceded the making of Fig. 122—
except for the color indications—and that only after having
overpainted that picture did Picasso add the color notations
from memory, possibly as a form of record, as well as the
date of February 17.

The reader should keep in mind that in referring to the
“first version’ in the last paragmph of the text, the author
has in mind the first painting executed on the very canvas
which is now the Rockefeller picture (Fig. 122). That pic-
ture, in turn, may well have been preceded by a wholly dif-
ferent version now in the Musée National d’Art Moderne,
Paris (Fig. 125), on which Picasso apparently did not inscribe
a particular date, In the Paris picture, the girl drawing seems
more awake, more outwardly oriented, and the picture re-
flected in the mirror is more clearly a still life.

118, Girl Drawing, February s,
IB35

122

. Girl Drawing, 1935 (subsequently painted over)

I B s RREY T
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MiNOTAUROMACHY

(1935)
Etching and scraper, 19% x 27%¢ inches
B.288

Purchase, 1947

Acq. no. 20.47

I p. 149

t. Barr, Alfred H., Jr., Picasso: Fifty Years of His Art (New
York: The Museum of Modern Art, 1946), pp. 192-193.

Faun anp SLeeping WonaN

(June 12, 1936)

Etching and aquatint, 12%s x 16%¢ inches
B.230

Purchase, 1949

Acq. no. 267.49

IL p. 150

1. Bolliger, Picasso for Vollard, p. X1v,

Dreant anp Lie oF Franco 11

(January 8—9, 1937, and June 7, 1937)
Etching and aquatint, 123 x 16%4 inches
B.298

Gift of Mrs. Stanley Resor, 1958

Acq. no. 424.58.2

L p. 151

r. J. J. Sweeney has suggested that the figure of Franco might
have been inspired by Jarry’s famous character, Ubu, When
asked about this possibility Picasso replied—with Jarry’s vo-
cabulary—that he had been “inspiré par Pétron” (question-
naire, October 1945),

2. The interpretation of the etching owes much to the careful
analysis of W, 8. Lieberman.

3. Barr, Alfred H., Jr., Picasso: Fifty Years of His Art (New
York: The Museum of Modern Art, 1946), pp- 195, 196.

Sticr Lire wita Rep Burt’s Heap

Paris, November 26, 1938

Qil on canvas, 38%% x 51 inches

Signed at lower left center: “Picasso”; dated lower right:
“26.11.38"

Provenance: Galerie Louise Leiris, Paris

Promised gift of Mr. and Mrs. William A. M. Burden,
New York

Nl -pi 153

1. Exactly one weck earlier (November 19, 1938), Picasso
completed Still Life with Black Bull's Head (Tig. 137) where,
despite the presence below the animal of what appears to be
a socle, the bull's head—powerful and self-assured, as in
Guernica—seems to materialize from out of the walls of the
room. |

_-‘-
137. Still Life with Black Bull’s Head, November 19, 1938
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126. The Mistletoe Seller, 1903 127, Young Girl with Basket of 131, Woman with Dead Child on a 132, Rf-‘”ﬁgf'-’f.-l 933
Flowers, 19os. Mr. and Mrs. Ladder, 1937
cefell New York

128. Curtain for Parade, 1917. Musée
Narional d’Art Moderne, Paris

129. Crucifixion, 1930

130. The Balcony, 1933 136, Minotaur, 1935
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ThHe NECKLACE

September 8, 1938

Pen and ink, 2634 x 17% inches

Signed lower right: “Picasso” and dated lower left: “8.9.38”

Provenance: Louis Carré, Paris; Perls Galleries, New York;
Henry A. Petter, New York

Acquired through the Lillie P Bliss Bequest, 1949

Acq. no. 11.49

ML p. 154

1. Barr, Fifty Years, p. 219.

2. Leymarie, Picasso Drawings, p. 16.

RecraNing Nupe

Mougins, September 10, 1938

Pen, ink and gouache, 17 x 26% inches

Signed lower left: “10.9.38. Picasso”

Provenance: Berggruen et Cie., Paris

Extended loan of the Joan and Lester Avnet Collection
Il p. 155

Nicut FisniNG AT ANTIBES
Antibes, (August 1939)
Oil on canvas, 6 feet 9 inches x 11 feet 4 inches
Provenance: Christian Zervos, Paris;
Carlo Frua de Angeli, Milan
Mrs. Simon Guggenheim Fund, 1952
Acq. no. 13.52
Il p. 157
1. Zervos, 1X, 316 (in catalog listing) identifies this wrongly
as Man Ray’s apartment.

2. The account in this paragraph owes some derails to Boeck
and Sabartés (Picasso, p. 262) but is largely indebted to
Penrose (Picasso, pp. 289—90).

3. Dora Maar in conversation with Sidney and Harriet Janis
identified herself and Jacqueline Lamba as the ladies on the
jetty. This identification is recorded in their book (Picasso:
The Recent Years 1939-1946, New York: Doubleday and
Co., 1946, text facing plate s).

The licking of the ice-cream cone by a darting tongue is
not a new mortif, having appeared a year before Night Fishing
in a group of pictures of a man aggressively attacking that
sweet. The taurine features of the male head and the pointed
shape of the ice cream in Fig. 138 (and to some extent in
Zervos, 1x, 204 and 205 ) are unexpected, given the inherently
pleasurable nature of the motif. Much more than in the case
of Dora Maar in Night Fishing, this picture lends itself to an
interpretation of licking a cone as involving potentially ag-
-gressive sexual activity (see notes 9 and 10 below).

4. Jacqueline Lamba was married to André Breton at the time.

5. This form has often been wrongly identified as the moon.
That it must be read as the acetylene lamp used by the fisher-
men seems to this author necessary to the logic of the im-
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agery; in any event, that interpretation is confirmed by
Penrose (Picasso, pp. 289—90, and in a letter of September 28,
1971, to this author), who was in Antibes and was seeing
Picasso at the time Night Fishing was painted. His reading of
its imagery seems to this writer by far the most sensible of
those proposed.

6. 1 owe this detail of my reading to Albert Boime’s “Picasso’s
‘Night Fishing at Antibes’: One More Try,” Journal of
Aesthetics and Art Criticissm (New York), xxix, 2, Winter
1970, p. 224.

7. The terminology used by Meyer Schapiro in his lectures at
Columbia University (see also Life, “Roundrtable,” p- 59). In
his discussion of the “internal image” of the body, Schapiro
referred frequently to Paul Schilder’s Irmage and Appearance
of the Human Body (London: George Routledge and Sons
Ltd., Psyche Monographs No. 4, 1935. New York: Interna-
tional Universities Press, 19s51). Lawrence Steefel, Jr.s
“Body Imagery in Picasso’s ‘Night Fishing at Antibes, " Art
Journal (New York), xxv, 4, Summer 1966, p. 356, is an ex-
cellent and detailed analysis of the picture in terms of Schil-
der’s theories. Here, for example, is Steefel’s analysis of the
form of the right hand of the fisherman with the spear:
“Look at the hand on the gunwale. Its largeness is not only
a function of its nearness to us and of Picasso’s inherent love
of exaggeration, but as an extension of the shaft-like arm, it
gives us an image of the sensitivity of the fingers (or knuck-
les) balancing and sensing, predicting and reacting, enlarged
in consciousness to a logical correspondence to their major
role within the action as a whole. Moreover, the heavy mass
of the body will flow into the hand (which is also cramped)
forming a complex yet immediate sense of simultancous
numbness and sensitivity. [Schilder, pp. 91—92] Merely plac-
ing one’s arm on a desk and pressing down and then pulling
the body away slightly will produce analagous [sic] sensa-
tions for anyone. As in the face, so remarkably inverted, of
the other fisherman bending over the gunwale, we have here
an empirical translation of the feclings of body mass disrupt-
ing the normal body-image played into an expressive inven-
tion of form. These effects are combined with the odd sensa-
tion of the body as an “external” object to be discovered, an
awareness which inversion of posture naturally evokes for the
consciousness inhabiting that body. [Schilder, pp- 91—-971"

8. Levitine, George, “The Filiation of Picasso’s ‘Night Fish-
ing at Antibes,” Journal of Aesthetics and Art Criticism
(New York), xxu, 2, Winter 1963, pp. 171-175.

9. Steefel, “Body Imagery,” p. 358.

10. Boime “Picasso’s ‘Night Fishing at Antibes,’ ” p- 223. The
problem with Boime’s psychosexual interpretation of Night
Fishing i1s not so much that his observations are wrong
(although even those that ring most true were probably not
as consciously intended as Boime supposes) as that he has
placed his sometimes ingenious sexual associations at the very
center of meaning in the work. Free association to spearing a




fish might indeed lead some minds to thoughts of aggressive
sexual penetration, just as associations to licking an ice-cream
cone might lead them to “a well known [sexual] variation”
( Rothschild, see note 11 below). But such conjuries remain
associations. Picasso is a most direct painter and is not loathe
to present sexual drama in an uninhibited, undisguised fashion
when that is his message. It is entirely contrary to the spirit
of the way he paints to dismiss the given of his imagery by
treating it only as a mask for another system of meanings,
however much that system might contribute legitimate over-
rones to the manifest content. TFor Boime, fishing, strolling,
observing, eating ice cream, €tc., virtually cease to have any
meanings in themsclves. Thus, “the dominant theme of Night
Fishing is sexual attraction and response . . . communicated
through the fishing metaphor” (italics mine).

Although some flirtation is implied in Picasso’s confronta-
tion of pairs of men and women—and Boime develops the
point with some interesting linguistic qssociations—it seems
to this writer an cxaggeratirm to consider the picture funda-
mentally a battle of the sexes in which the men and women
become “predators trying to ensnarc each other.” The face of
the fisherman on the left, distorted for expressive reasons that
follow from his action, is, for Boime, “animalistic and repul-
sive,” his eyes «malevolent.”” Boime forces this reading on
that sailor so that he can serve Boime’s embracing symbolic
structure by representing the “metaphorical id” of the other
fisherman, his “angelic” counterpart; Dora Maar becomes, by
the same token, the id of Jacqueline Lamba. Picasso’s contact
with the Surrealists and his having read Freud are rung in by
Boime—in a curious example of circular reasoning—as “docu-
mentary evidence in support of such an imcrprctutinn.” But
such “facts” fail to make the motivations attributed to Picasso
in Boime's essay scem any less alien to the instinctual and un-
pmgrammmic manner in which the artist has always elab-
orated his imagery.

11. Rothschild, Lincoln, “Letter to the Editor,” Journal of
Aesthetics and Art Criticism (New York), xm1, 2, Winter
1964, p- 273. This interpretation, which is devoid of those
reservations invoked by Boime, is a classic of its kind. The
figure of Dora Maar, misread as having “‘underwear showing
through her ckirt” becomes that of “the complete harlot.”
Rothschild’s reading of the bicycle’s motion is more in the
spirit of Duchamp than Picasso. For him, Night Fishing
finally becomes “perhaps Picasso’s plea for light on the sub-
ject to dispel ancient, inhibiting confusions about sex . . . a
courageous but also provucativc attack on a deep social
problem. . . e

12, Jaffe, Hans L. C., Pablo Picasso (New York: Harry N.
Abrams, Inc., 1964), p. 136.

13. Arnheim, Rudolph, “Picasso’s ‘Night Fishing at Antibes,’”
Journal of Aesthetics and Art Criticism (New York), xxi1, 2,
Winter 1963, p. 167. “It scems legitimate to remember here,”
writes Arnheim, “that the painting was done in August 1939,
when the imminence of World War 11 darkened the horizon.

139, Nicolas Maes(?), Bathers. Louvre, Paris

In this ominous light, the murder of fishes, portrayed in our
painting, acquires a p;lrriculur meaning.” Here again, the
problem secems to this author one of overreading. It is 1MpOs-
sible to say whether the dark colors of Night Fishing (per-
fectly explicable naturalistically) or any of the distortions
(rationalizable in expressive rerms) reflect political preoceu-
pations on Picasso’s part. (If present, they would have, in any
case, related more to the then recent fall of Barcelona than to
World War 11, which had not yet begun. ) Arnheim’s senti-
mental interpretation of the central motif of Night Fishing
as a kind of Massacre of the Innocents is all the more regret-
table as it is tacked on to an otherwise sensitive account of
the picturc‘s structure.
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t . . J }:
140. Page from a sketchbook, 141, Woman's Head, 1940

March 14, 1940

142. Radiograph of Weman Dressing Her Hair. (Made ar the
Conservation Center of New York University)

\ ~AH
144. Page from a sketchbook,
June 4, 1940

143, Page from a sketchbook,
June 3, 1940
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Wontan Dressine Her Har
Rovan, (2nd-3rd week, June 1940)
Oil on canvas, s1% x 38 inches
Signed upper right: “Picasso™;
inscribed on stretcher: *s—3.1940”
Provenance: Owned by the artist until summer, 1957
Promised gift of Mrs. Bertram Smith, New York
IL p. 159

1. Penrose, Picasso, P 290.

2, In an essay, “The Women of Algiers and Picasso at Large,”
to be published in his forthcoming book, Other Criteria
(New York: Oxford University Press, 1972), Leo Steinberg
argues that simultaneity of aspects as a structural mode 18
unrelated to Cubist goals, even though the loosened facets of
Cubism suggested some of the means. However, in the artist’s
later work the “weave of aspects” becomes “the efficient prin-
ciple of a new consolidation.”

3. Although the stretcher is inscribed March s, 1940 (incor-
rectly cited in certain publications as March 6), Jardot
(Picasso: Peintures, no. os) was undoubtedly right in sur-
mising that this painting was executed in June. Since the
earliest drawing to approximate the pose of the whole figure
dates from March 14 (Fig. 140; see last paragraph of text,
p. 158), Picasso evidently began a related picture on this
canvas at thar time, and later painted over i, This is con-
firmed by a recent radiograph (Fig. 142), which gives some
idea of the earlicr picture. It shows that the head then took
approximately the form we see in Fig. 141, undated bur ex-
ccuted after March 2 (to judge by its place in a notebook
begun January 10, 1940; see Zervos, x, 202—207).

It is highly unlikely that the execution of Woman Dressing
Her Hair antedates the closely related sketches of early June
(Figs. 143-148). As Jardot is again probably correct in sug-
gesting that Fig. 140, dated June 1o, was execured after the
painting (related sketches of that date deal with comparable
pictures-within-pictures), we may surmise that Waoman
Dressing Her Hair was executed some time during the second
and third week of June 1940,

4. John Berger (The Success and Failure of Picasso, Balti-
more: Penguin Books, 1965, p- 151), in a glaring example of
the intentional fallacy, assumes that the political situation is
the subject of Woman Dressing Her Hair and pronounces it
a failure because “a woman’s body by itself cannot be made to
express all the horrors of fascism.” But even in Guernica and
The Charnel House, Picasso transcended immediate circum-
stantial mortifs to create more generalized, more universal
images, and based these, moreover, primarily on the human
body, which remains for him capable of communicating the
fullest range of content.

5. Penrose, Picasso, p. 296.

6. The dare(s) of these four sketches (Fig. 141, and Zervos,
X, 284—286) 1s not known. The skerchbook containing them




was begun January 10, 1940. They occur a few pages after a
drawing dated March 2 and are immediately followed by
others dated May 26.

146. Page from a sketchbook,
June s, 1940

147. Page from a skerchbook,
June 7, 19040

149. Page from a skerchbook,
June 19, 1940

145. Page from a sketchbook,

June 4, 1940

148. Page from a sketchbook,

June 8, 1940

1so. Portrait of Dora Maar,
June 16, 1940
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MarTIN FaBiant

Paris, July 17, 1943

Pencil, 20 x 13 inches

Dated lower right: “17 juillet 43"

Provenance: Martin Fabiani, Paris; The Donor, New York
Gift of Sam Salz, 1954

Acq. no. 249.54

IIL. p. 160

Tne Stripep Bobice

September 20, 1943

Oil on canvas, 39% x 32 inches

Signed upper right: “Picasso”; inscribed on stretcher:
“20 septembre 437

Provenance: Durand-Ruel Gallery, New York

Promised gift of Nelson A. Rockefeller, New York

I p. 161

Heap or A Wonmax

July 16, 1941

Pen and ink on brown-gray paper, 10% x 8% inches
Signed lower right: “16 juillet 41/Picasso”
Provenance: Pierre Loeb, Paris

Purchase, 1945

Acq, no. 9.45

IIL p. 162

Femare Heap

May 1940

Pencil, 87 x 734 inches

Signed upper left: “mai 40/ Picasso”
Provenance: The Donor, New York
Gift of Justin K. Thannhauser, 1948
Acq. no, 7.48

1. p. 162

1. Barr, Fifty Years, p. 227.

2. Penrose, Picasso, pp. 278, 296, 330. A number of writers
describe the animal head as “horse-faced.”

Woman Wasuing Her FEET

Paris, July 10, 1944

Wash, brush and ink, 20 x 13% inches

Signed upper left: “1o juillet/ 44/ v/ Picasso™
Provenance: Galerie Louise Leiris, Paris
Purchase, 1953

Acq. no. 186.53

IL p. 163

1. See Zervos, Xill, 290, 291, 316-319, 325, for reproductions
of the other drawings. This entire group of drawings relates
to a figure in the painting of 1944, Reclining Nude and
Woman Washing Her Feet, Zervos, xin, 273,
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Heap or a Boy

Paris, August 13—15, 1944

Brush and ink wash, 193 x 11% inches

Signed lower right: “Picasso/ 13—15 aotit 44 Paris”; and on
reverse upper left: “13 aotit 447 and “15 aofit 447

Extended loan of the Florene May Schoenborn and
Samuel A. Marx Collection

Il p. 164

1. See Penrose, Roland, The Sculpture of Picasso (New York:
The Museum of Modern Art, 1967 ), pp. 106, 107, for photo-
graphs of this sculpture,

PauL VERLAINE

Paris, June s, 1945

Wash, pen and ink, 11% x 8% inches

Signed, on reverse: “Pour/Paul Eluard/ Picasso/le mardi 6
juin 1945"; dated, front, upper right: “5.6.45"

Provenance: Paul Eluard, Paris; M. Knoedler & Cie., Paris

Extended loan of the Joan and Lester Avnet Collection

Il p. 165

r. Penrose, Picasso, p. 135.

Tue Cuarner House

194445

Oil on canvas, 78% x 98 inches

Signed lower left: “Picasso/ 45"

Provenance: Walter P Chrysler, Jr., New York and
Warrentown, Virginia

Mrs. Sam A. Lewisohn Bequest (by exchange) and
Purchase, 1971

Acq. no. 93.71

1l p. 167

1. See the discussion of Wonan Dressing Her Hair, p- 158.

2. Whitney, Peter D., “Picasso Is Safe,” San Francisco Chron-
icle, September 3, 1944. Cited in Barr, Fifty Years, p. 223.

3. Following Picasso’s entry into the Communist party at the
end of World War I, images bearing directly on collective
social and polirical issues multiplied, e.g. Massacre in Korea,
War and Peace, (He also contributed a poster and numerous
drawings to the International Peace Movement. ) Such images
remain, however, numerically infinitesimal in his immense
output,

4. As in Guernica where Picasso eschewed such details as
contemporary weapons, which might have attached the image
directly to the time and place of the Fascists’ bombing, or
even more generally to modern war (Schapiro, lectures at
Columbia University), so he ensured the universality of The
Charnel House by avoiding those references which would
link it specifically with the concentration camps,

s. For a discussion of these interlocking iconographic layers
in Guernica, see the author’s Dada and Surrealist Art, pp.
290—-309. A case 1s made there for a direct parentage of the
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151, Guernica, 1937

1s2. Guernica: first progressive photograph (detail of lefr half), 153, Guernica: second progressive photograph (derail of center),
by Dora Maar by Dora Maar
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156. The Sacrifice, 1938

configuration of the horse in certain of Picasso’s Griinewald
paraphrases of 1932, especially one in which the head of
Christ resembles a snouted animal, its mouth open and tongue
em(-:l‘glng.

6. In addition to such well-known examples as First Steps of
1943 (Zervos, xu, 36) the reader is referred especially to the
following pictures: Zervos, x1, 78, 79, 200; XII, 70-85, 157,
160; X111, 74, 94, 95, 98, 207; XIV, 39, 89, 90.

7. Robert Rosenblum has pointed out an affinity in regard to
the juxtaposition of dead bodies and still-life objects between
The Charnel House and Goya's “Ravages of War” from
The Disasters of War. The latter image (Fig. 161), certainly
familiar to Picasso, contains six dead figures in a wrecked
house in which a chair plays a role somewhat analogous to
the still life in The Charnel House.

8. The date Picasso ceased work on The Charnel House is
not known. The work could not possibly have been halted
before July 1945, when Brassai reports his painting it (see
text, p. 169). Ir was first publicly exhibited in February 1946
in Arts et Résistance, a show sponsored by organizations of
maquis and partisans at the Musée National d’Art Moderne
in Paris. According to Sidney Janis, who was secing Picasso
at that time, the picture was not in its present state. Assuming
Janis is correct, the final light blue-gray additions (see texr,
p- 169) were made well over a vear after the work was begun,
and possibly even later. When the picture was exhibited—in its
present state—in the large Picasso retrospective at the Palazzo
Nazionale of Milan in 1953, the catalog entry indicated that
those final changes were made as late as 1948. The picture
was purchased in 1954 by Walter P Chrysler, Jr., from whom
the Museum acquired it.

9. In the Zervos catalog this cock may be discerned in differ-
ent form in both the first and second progressive photographs
(x1v, 72, 73) where the gravure process gives maximal defini-
tion. However, the cock is barely visible in our smaller refer-
ence photographs (Figs. 165, 166) printed in offset,

1o. Brassal, Conversations, p. 224 (entry for Tuesday, July
10, 1945 ). These connotations of the French verbs achever,
exécuter and terminer have been abserved by Picasso in other
contexts to make essentially the same point.

11. "It seems to me,” writes Clement Grcenhcrg (“Picasso
Since 1945,” Artforum Los Angeles, v, 2, October 1966,
p- 29), “that in Charnel House Picasso also makes a specific
correction of the color of the earlier picture [Guermical by
introducing a pale grey-blue amid the blacks and greys and
whites. This works, along with the use of priming instead of
applied white, to give the later painting more ease of space,
more air.,”

12. 1bid, p. 28.




159. Pitcher, Candle and Casserole, 1945. Musée National d’Art
Moderne, Paris

161. Goya: Ravages of War, c. 1810-1815. The Metropolitan
Museum of Art, Dick Fund, 1932

162, Cock, 1944

e ————————

e
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163. The Charnel House: detail, first progressive photograph,

165. The Charnel House: first progressive photograph,
February 1045

February 1945

164, The Charnel House: detail, second progressive photograph,
April 1945

166. The Charnel House: second progressive photograph,
April 1945
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167. The Charnel House: third progressive photograph,
May 1945
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169. T'he Charnel House (final state). The Museum of Modern
Art, New York

168, The Charnel House: fourth progressive photograph, undated
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170. Lucas Cranach the Elder, David and Batbsheba, 1526,
Preussischer Kulturbesitz, Sraatliche Museum, Berlin

Davio axp BATHSHEBA

Paris, March 30, 1947
Lithograph, 25% x 19% inches
M.1o091/x

Louise R. Smith Fund, 1956
Acq. no. 776.56

I11. p. 170

Davip axp BatrsHeRA

Paris, March 30, 1947

Lithograph, 257 x 19% inches

M.1oon/x

Acquired through the Lillie P Bliss Bequest, 1947
Acq. no. 254.47

L p. 170

Davip aNp BATHSHERA

Paris, March 30, 1947

Lithograph, 25V x 19% inches

M.1og1v/x

Acquired through the Lillie P Bliss Bequest, 1947
Acq. no. 255.47

I p. 171

Davip axp BATHSHEBA

May 29, 1949

Lithograph, 251144 x 18195 inches
M.109 bis1/1

Curt Valentin Bequest, 1955

Acqg. no. 363.55

L p. 171

1. Cited in Barr, Fifty Years, p. 272. See also Picasso’s state-
ment to Brassai (p. 169) made shortly before his deep in-
volvement with lithography.

2. Daniel-Henry Kahnweiler, introduction to Cranach and
Picasso (Nirnberg: Albrecht Diirer Gesellschaft, 1968, n.p.):
“The plates after David and Bathsheba were from a small
reproduction of this painting in a Berlin catalog that I
brought to him.”

3. Barr, Fifty Years, p- 273.

4. Unpublished etchings based on Delacroix’s Waomen of
Algiers and a linoleum cut after Manet’s Luncheon on the
Girass are the only clear-cut exceptions,

5. Preussischer Kulturbesitz, Staatliche Museum, Berlin,

6. Staatliche Kunsrsammlungun. Weimar. Picasso’s lithograph
is titled Young Girl Inspired by Cranach (Mourlot, 176).

7. Germanisches National Museum, Munich. In May 1949
Picasso made three lithographs of the subject (Mourlot,
182—184) and an etching and aquatint (Bloch, 1835).

8. Kunsthistorisches Museum, Vienna. Picasso’s print is titled
Bust of a Woman after Cranach the Younger (Bloch, 859).




Mirror AND CHERRIES
June 23, 1947
Qil on canvas, 23 /6 x 1938 inches
Signed lower left: “Picasso”; dated on stretcher “23 juin 47"
Provenance: Kootz Gallery, New York
Promised gift of Mr. and Mrs. William A. M. Burden,
New York
lL p. 172

PrecvaANT WontaN

Vallauris, (1950)

Bronze; first version; cast number two of an edition of six,
41% inches high

Provenance: Galerie Louise Leiris, Paris

Gifr of Mrs. Bertram Smith, 1956

Acq. no. 271.56 =

Nl p. 173.

171. Pregnant Womnan, second version, cast 1959
1. Gilor and Lake, Life with Picasso, p. 295.

Sne-Goar

Vallauris, ( 1950, cast 1952)

Bronze; after found objects; 46% x s6% x 27% inches

According to Daniel-Henry Kahnweiler, this is one of
two casts of this version.

Provenance: Galerie Louise Leiris, Paris

Mrs. Simon Guggenheim Fund, 1959

Acq. no. 611.59

111 p- 174

172. Plaster model for She-Goat, 1950

173. Study for She-Geat, 1950
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Baroon axp Youne

Vallauris, 1951

Bronze: afrer found objects; cast number five of an edition
of six, 21 x 13% x 203 inches

Dated on base: “1951”

Provenance: Galerie Louise Leiris, Paris

Mrs. Simon Guggenheim Fund, 1956

Acq. no. 196.56

L. p. 175

1. Picasso, who has had a monkey among his many other pets,
associated primates with scenes of family intimacy as early as
the Rose Period (Fig. 175).

174. Palopa Playing, 1953

175. The Acrobat’s Family with a Monkey, 1905, Konstmuseum,
Gioteberg, Sweden
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Heap or A WoMaN

Vallauris, (1951)

Bronze; cast number two of an edition of six,
1978 x 8% x 142 inches

Provenance: Galerie Louise Leiris, Paris

Benjamin Scharps and David Scharps Fund, 1956

Acq. no. 273.56

L p. 175

MoonLiGt AT VALLAURIS
Vallauris, (19s1)
Oil on plywood, 54 x 41% inches
Signed upper left: “Picasso”
Provenance: Galerie Louise Leiris, Paris;
Justin K. Thannhauser, New York
Promised gift of Mrs. Werner E. Josten, New York
1L p. 176

Goar, SkuLL anp Borrie

(1951-52)

Painted bronze; one of three casts, unmarked, and
cach painted differently, 31 x 37% x 212 inches

Provenance: Galerie Louise Leiris, Paris

Mrs. Simon Guggenheim Fund, 1956

Acq. no. 272.56

. p. 177

Heap orF a4 Faun

1956

Painting on tile, 8 x 8 inches

Signed on reverse: “Picasso/24.1/ 56 v1/6.2.56”
Provenance: Galerie Louise Leiris, Paris

Philip Johnson Fund, 1956

Acq. no. 275.56

L p. 178

Bearpin Faun

1956

Painting on tile, 8 x § inches

Signed on reverse: “Picasso/15.2.56/ 1"
Provenance: Galerie Louise Leiris, Paris
Philip Johnson Fund, 1956

Acq. no. 274.56

1L p. 178

Prate witir Stier Lire

(1954)

Modeled polychrome glazed ceramic, 14% x 12%% inches
Signed reverse before glazing: “Picasso”

Provenance: Saidenberg Gallery, New York

Gift of R, Thornton Wilson, 1967

Acq. no. 2511.67

11l p. 178

i




Stuplo 1IN A PANTED FRAME

April 2, 1956

O1l on canvas, 35 x 457 inches

Signed lower center: “Picasso”; dated on reverse: “2.4.56/1”
Provenance: Galerie Louise Leiris, Paris

Gift of Mr. and Mrs, Werner E. Josten, 1957

Acq. no. 29.57

L p. 179

1. As quoted in a Museum of Modern Art press releasc,

“Museum of Modern Art Acquires Recent Painting by
Picasso” (August 11, 1957).

WonmanN By A WiNpow

Cannes, June 11, 1956

Qil on canvas, 63% x 51% inches

Signed upper left: “Picasso”; dated on reverse: “11.6.56”
Provenance: Galerie Lonise Leiris, Paris

Mrs. Simon Guggenheim Fund, 1957

Acq. no. 30.57

1L p. 181

. Parmelin, Héléne, Picasso dit . . . (Paris: Gonthier, 1966),
p- 8o.

2. Richardson (“Picasso’s Ateliers,” p. 190) is “reminded—if
anything to Picasso’s advantage—of Matisse’s Portrait of

‘vonne Landsberg (Museum of Fine Arts, Philadelphia) of
1914."

176. Nude in a Rocking Chair, 1956

177. Woman in the Studio, 1956

P65 I

178, Notebook sketch, June 7, 1956

LG

180. Notebook sketch, June 7, 1956
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181. Ingres, Bain ture, 1862. Louvre, Paris

WOoMAN IN AN ARMCHAIR

Mougins, 196162

Oil on canvas, 637 x 514 inches

Signed upper right: “Picasso”; dated on reverse:
“N.D. de Vie/ 15 . . [illeg.] 12.61/1 14.15.16,17.18. I9.
20/21.22.23.24.25./26.27.28.29.30./ 1.1.02.2.3.4.5.6.10”

Provenance: Galerie Louise Leiris, Paris

Gift of David Rockefeller (the donor retaining a life
interest), 1964

Acq. no. 329.64

Il p. 183

1. Richardson (“Picasso’s Ateliers.” p- 184) suggests a rela-
tionship between Picasso’s increasing use of his studio as a
subject in the late fiftics and sixties and his consciousness of
himself as le roi des peintres. The association of the studio
with the court was probably one aspect of the motivation for
the 1957 series after Velasquez’ Las Meninas.

Ficures

Mougins, March 9, March 14, March 15, 1967

Wash, brush, pen and ink, 195 x 25 inches (sight)
Signed upper left: “9.3.67/1/14.3.15.3/Picasso”
Provenance: Galerie Louise Leiris, Paris

Extended loan of the Joan and Lester Avnet Collection
I p. 184

1. For reproductions of other works in this series, see Feld,
Charles, Picasso: His Recent Drawings, 1966-1968, preface
by René Char (New York: Harry N. Abrams, Inc., 1969).

Tue Poor

Mougins, January 30, 1968

Pencil, 22134 x 301%; inches

Signed upper left: “0.3.67/1/ 14.3.15.3/Picasso”
Provenance: Galerie Louise Leiris, Paris

Extended loan of the Joan and Lester Avner Collection

IIL p. 185

1. For other drawings directly related to this theme, see Feld,
Picasso: His Recent Drawings, especially catalog nos. 344—
353,367, 369, 371.




Puorocrara CreDITS

Courtesy Mr. and Mrs. James Alsdorf, Chicago, 222 left mid-
dle; courtesy The Art Institute of Chicago, 164, 195 bottom;
courtesy The Baltimore Museum of Art, Cone Collection, 192
left bottom; Copyright (1971) by The Barnes Foundation,
194 right top; Cecil Beaton (copy negative), 226 left middle;
Rudolph Burkhardt, New York, 101; courtesy City Art Mu-
seum of St, Louis, 195 top; Robert Crandall Associates, Inc.,
New York, 32, 113; George Cserna, New York, 16 bottom,
17 top; Cyr Color Photo Agency, Wilton, Connecticut, 125;
David Douglas Duncan (copy negative), 18; John Evans,
Ottawa, 49, 73, 90; Thomas Feist, New York, 59, 107, 160;
A. E. Gallatin, 228 middle; Alexander George, Pomona, New
York, 17 bottom; David Gulick, courtesy Joseph Pulitzer,
Jr., 205 top; Kempachiro Iwasaki, Fukuoka-shi, Japan, 27;
courtesy Sidney Janis, 8; D.-H. Kahnweiler (copy negative),
202 right bottom, 207 middle; courtesy Konstmuseum, Gote-
borg, 244 top; courtesy Kunstmuseum, Basel, 195 middle;
Galerie Louise Leiris, 204 bottom; Alexander Liberman,
New York, frontispiece, 21; courtesy the Louvre, 233 bot-
tom; James Mathews, New York, 38, 50, 54, 57, 75, 80, 81,
8s, 89, 96, 124, 137, 162 left, 165, 167, 170 left, 178 bottom,
201 bottom, 202 right top, 204 top, 223 middle, 241 right
bottom; Herbert Matter, New York, 61; courtesy The Met-
ropolitan Museum of Art, 190 bottom, 239 left bottom; cour-
tesy Musée de 'Homme, Paris, 208; courtesy Musée National
d’Art Moderne, 219 left top; courtesy National Gallery of
Art, Washington, D.C., 191 middle; Rolf Petersen, New
York, 95, 234 middle; courtesy Philadelphia Museum of Art:
A. E. Gallatin Collection, 's2-61-103, photograph by A. L
Wryatt, 196 bottom, 'so-1-1, 197 left, ’s2-61-104, 212 bot-
tom, '52-61-96, 218 top; Jacqueline Roque Picasso, 24; Eric
Pollitzer, New York, 183; Percy Rainford, New York, 231
fourth row, left; courtesy Hermann and Margrit Rupf Foun-
dation, Kunstmuseum, Bern, and Permission A.D.A.G.P. 1971
by French Reproduction Rights Inc., 202 left bottom; San-
dak, Inc., New York, 144; courtesy Mr. and Mrs. George E.
Seligmann, 194 right bottom; courtesy State Pushkin Mu-
seurn of Fine Arts, Moscow, 190 top; Walter Steinkopf, Ber-
lin, 242; Adolph Studly, New York, 143; Soichi Sunami, New
York, 14, 15, 16 top, 26, 28, 29, 33, 36, 43, 46, 53, 55, 58,
64, 65, 68, 71, 87, 92, 93, 103, 106, 108, 110, 116, 117, 118,
123, 126, 127, 132, 134, 136, 141, 149, 150, I5I, 154, 162
right, 163, 170 right, 171, 173, 174, 175, 178 right top, 178
left top, 179, 189 top, 193 top, 193 bottom, 197 right, 207
bottom, 218 bottom, 222 right middle (courtesy Pierre Ma-
tisse Gallery), 222 bottom, 226 right middle, 226 botrtom,
230 bottom, 231 second row, 237 top, 239 right top; Duane
Suter, Baltimore, 35; Thannhauser Collection (by courtesy
Thannhauser Foundation), 191 left bottom; Charles Uht,
New York, 67, 147, 155, 161, 184, 185, 198 middle, 231 first
row middle; Malcolm Varon, New York, 25, 31, 37, 39, 4T,
45, 47, 6o, 63, 69, 77, 78, 83, 87, 94, 99, 102, 105, 109,
IIT, 115,119,121, 129, I31, 133, 135, 139, I45, 153, 157,
159, 177, 181; John Webb, London, 194 left bottom; cour-
tesy Worcester Art Museum, 192 top.
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