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plate 58. Paul Cezanne.L'Estaque.
1882-83. Oil on canvas, 3V/2x 39" (80.3x
99.4 cm). The Museum of Modern Art,
New York.The William S. PaleyCollection
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PLATE 59. André Derain. L'Estaque. 1906.
Qil on canvas, 137/s x 17°/4" (35.3 x 45.1 cm).
The Museum of Modern Art, New York.
Acquired through the Lillie P. Bliss Bequest

FIGURE 54. L'Estaque, n.d. Postcard




pLATE 60. André Derain. Bridge over the
Riou. 1906. Qil on canvas, 32'/(: x 40" (82.5
% 101.6 cm). The Museum of Modern Art,
New York. The William S. Paley Collection

FIGURE 55. L'Estaque, n.d. Postcard

L'Estaque

| 117




118 | South of France

PLATE 61. Georges Braque. The Great Trees,
L'Estaque. 1906—07. Qil on canvas mounted on
composition board, 317 : x 273/," (80 x 70.5 cm).
The Museum of Modern Art, New York.
Fractional gift of Mr. and Mrs. David Rockefeller

Fig. 56. Bay of L'Estaque, 1984
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pLATE 62. Georges Braque. Road near
L'Estaque. 1908. Oil on canvas, 23'[s x
193/," (60.3 x 50.2 cm). The Museum of
Modern Art, New York. Given anonymously
(by exchange)

FIGURE §7. August Macke. View of the Valley
of the Riou. 1914. Photograph. Westfilisches
Landesmuseum fiir Kunst und
Kulturegeschichte, Miinster
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pLATE 63. Edouard-Denis Baldus.

La Ciotat. Before 1859. Albumen silver
print from a paper negative, 117/s x 167/s"
(30.2 x 41 cm). The Museum of Modern
Art, New York. Gift of Paul F. Walter




PLATE 64. Georges Braque. Landscape at

La Ciotat. 1907. Oil on canvas, 28'[4x 237"
(71.7 X 59.4 cm). The Museum of Modern Art,
New York. Acquired through the Katherine S,
Dreier and Adele R. Levy Bequests

FIGURE 58. Port of La Ciotat, n.d. Postcard
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La Ciotat
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PLATE 65. Theo van Rysselberghe. The Port
of Séte (Le Port de Cette), 18g2. Oil on
canvas, 215 x 26" (54.5 x 66 cm). The
Museum of Modern Art, New York. Estate
of John Hay Whitney

FIGURE 59. Séte, n.d. Postcard
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pLATE 66. Henri Matisse. Harbor at
Collioure. 1g07. Lithograph, comp: 47/
7" (10.9 X 19.4 cm). The Museum of
Modern Art, New York. Given in memory
of Leo and Nina Stein

FicugrE 6o. Port of Collioure, 1905,
Archives Matisse
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PLATE 67. André Derain. Fishing Boats,
Collioure. 1905. Oil on canvas, 15"/s
18'/s" (38.2 x 46.3 cm). The Museum of
Modern Art, New York. The Philip L.
Goodwin Collection

FIGURE 61. Collioure, n.d. Postcard
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pLaTE 68, Henri Matisse. Landscape at
Collioure. 190s. Oil on canvas, 15' 4 x
183" (38.8 x 46.6 cm). The Museum of
Modern Art, New York. Gift and Bequest
of Mrs. Bertram Smith
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LANDSCAPES ABROAD [n the role of L'Estaque for Cézanne and Braque, or of Collioure
for Matisse and Derain, stands the Catalan village of Horta de Ebro
Horta DE EBRO, SPAIN for Picasso. The works that the artist produced here in the sum

mer of 1909 would play a crucial role in the evolution of Cubism.

Heorta de Ebro (tocla}r known as Horta de San Juan) lies in the province of
Tarragona, in Catalonia not far west of Barcelona. Its light is intense, its landscape
rugged. Mountains rise above it; the earth and fields are pale silvery ocher and light
green, the colors of Picasso’s early Cubist pictures. Horta was the home village of Manuel
Pallarés, a close friend of Picasso’s from his youth in Spain, and he had visited it first in
1898, when he was sixteen years old. His return to Horta in 1909 turned out to be a
productive and indeed crucial period in his work.'

[n Paris that spring, Picasso had begun to depict the human figure in terms o flarge,
faceted forms, as if it were a sculptural assemblage of geometric solids. At Horta over the
summer, he applied the same principles to landscape, painting wo rks such as The Mill at
Horta (for which the Museum owns a study; plate 69), Houseson the Hill, Horta de Ebro (plate
20), and The Reservoir, Horta de Ebro (plate 71)—fully developed examples of Analytic
Cubism.’ Like Braque's paintings at L'Estaque in 1908, these works show Picasso’s
renewed interest in the methods of Cézanne, notably in their use of a high viewpoint and
in the device of passage, whereby forms in different visual planes have open contours and
bleed into each other. The visual structures of the paintings depend on angled, straight-
edged forms, and suggest not so much pictorial depth as low relief; in fact

Picasso reverses the principles of traditional one-point perspective, so 1. On Picasso’s visit to Horta see john
Richardson, with the collaboration of
Marilyn McCully, The Painter of

Modern Life, vol. 2 of A Life of Picasso

that shapes seem to spill out toward the viewer rather than to recede into
the distance as they get farther away. Evident in Houses on the Hill, this effect

is still clearer in The Reservoir, where forms mass into a pyramidal structure that (New York: Random House, 1996),

seems to move downward and outward toward the viewer, pushed forward by Pp.123 32

! . - e s : 2. For an extensive discussion of these

the back plane of the composition, which effectively blocks off the space.
/ works see William Rubin et al., Picasso

Photographs Picasso took that summer (figs. 62 and 63) reveal that in in the Collection of The Museum of

some ways he depicmd the architecture he saw in Horta quite closely (he Modern Art (New York: The Museum
ey ‘ of Modern Art, 1972), p. 56, Aariz
may in fact have used the photographs as guides), but he altered the per- 2 ern Art, 1972}, p. 56, and Maria
) 1 il 1 l ) hi ] e bnildi In H ] Teresa Ocania, Picasso: Landscapes
spectives anc spatial relationships among the buildings. In Touses on the y :
spectives and the spatial relat 1] g daing ouses on the 1890-1912, exh. cat. (Barcelona: Museu

Hill, for example, he essentially combined separate points of view into a Picasso, 1994), pp. 283-85.
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single image: the village is seen both from above and from below. Picasso's depictions
of Horta are conceptual, ruled by an internal logic. This is true of paintings in general,
of course, but Cubism bro ught a new rigor to a tendency we have observed throughout
the art reproduced in this book, to abandon the illusion of mimetic depiction, the
sense that the painting is a window on the world. The Mill at Horta and The Reservoir ask us
to think not so much of an actual place as of a composition of regular forms modeled
in low relief, with ochers defining light and grays defining shadow. The clean planar
geometry seen in these works would be a defi ning characteristic of Analytic Cubism,

even as it grew more abstract in the years to come.

! In the decades around 1900, we have seen, the South of France exerted
’ TANGIER, MOROCCO a magnetic pull on the modernist painters of the north. In January of
' 1912, Matisse went farther south still, following in the footsteps of

Delacroix eighty years earlier and making the first of two trips to Morocco.* His visit—

he stayed until mid-April—coincided with the signing of the Treaty of Fez, on March
30, 1912, which made Morocco officially a French protectorate. Elements of life in
Tangier during this period must have been heavily influenced by French culture, and
familiar to Matisse; but there was also the visual heritage of the Arab or Moorish
history, not to mention the light and heat of North Africa.

Matisse's visit to Morocco was clea rly very rich, and left a deep impression on his
work. Many years later, in a letter to his publisher Tériade of July 1951, he claimed that
travel had essentially given him nothing except a new perception of light, but added,
"The voyages to Morocco helped me...make contact with nature again better than did
the application of a lively but somewhat limiting theory, Fauvism. I found the land-
scapes of Morocco just as they had been described in the paintings of Delacroix and in
Pierre Loti's novels. One morning in Tangiers I was riding in a meadow; the flowers
came up to the horse's muzzle. I wondered where I had already had a similar experi-
ence—it was in reading one of Loti's descriptions in his book Au Maroc.”*

Matisse had visited Algeria in 1906, and had subsequently begun looking carefully
at African art and had seen exhibitions of Islamic art (at the Musée des Arts Decoratifs,
Paris, in 1907, and then in Munich in 1910). He had become increasingly interested in
the traditions of the decorative arts, and after 1908 he had begun painting large com-
positions in which he tried to unite the harmonious well-being of the decorative with
the philosophically ambitious traditions of painting. His stay in Morocco catalyzed this
interest, and in the group of Moroccan landscapes that includes Periwinkles/Moroccan
Garden (Les Pervenches/Jardin marocain; plate 72), he tried to combine elements of the nature
he saw in North Africa with the use of a decorative, arabesque line to organize the pic-
torial surface.’ In an interview of 1925, Matisse remarked, "Slowly, 1 discovered the
secret of my art. It consists of a meditation on nature, on the expression of a dream,
which is always inspired by reality. "% As in earlier works such as the Neo-Impressionist

canvas Luxe, calme et volupté (1904—05; fig. 8) and the Fauvist Bonheur de vivre (1905—06;

fig. 9), Matisse tried in his Morocecan paintings to convey both the dream and the real,
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When Matisse arrived in Morocco, he intended to work on two landscapes com-
missioned by a patron, the Moscow merchant Ivan Morozov. He may for a while have
intended Periwinkles/Morocean Garden to be one of these works. The picture was painted
sometime between late February and April 1, 1912, in the garden of avilla belonging to
a Scottish expatriate, Jock Brooks. The Villa Brooks lay in a part of Tangier inhabited
by wealthy Europeans, and the garden was very striking: "It was immense,  Matisse
would remember, "with meadows as far as the eye can see. [ worked in a part which was
planted with very large trees, whose foliage spread very high. The ground was covered
with acanthus.”” In fact Matisse painted a canvas titled Acanthus (Les Acanthes; Moderna
Museet, Stockholm) during his stay in Tangier, and Periwinkles/Morocean Garden, Acanthus,
and a third work, La Palme (National Gallery, Washington, D.C.), together seem to make
up a stylistic trio.

All of these works combine observation and decorativeness in compositions of
sumptuous color. Periwinkles was methodically plan ned; an under-drawing in pencil,
which remains quite visible, was then followed in paint. Matisse uses

large areas of unmodulated color, devoid of incidental detail, and uni- 3. On Henri Matisse's visits to Morocco

. . a : . see Jack Cowart et al., Matisse in
fies them with swirling arabesque lines. These arabesques link the work ST S
E Morocce: The Paintings and Drawings,

to the Orientalist tradition, as does the sense of lush, tropical vegeta- 1912-1913, exh. cat. (Washington, D.C.

tion, and the color scheme—the thin layers of salmon pinks, the light National Gallery of Art, 1990).

i . Matisse, in “Matisse Speaks," Matisse
and dark greens. the ochers, and the touches of periwinkle blue, all suf A JERRSS Rhr R

L 2 o . | ! on Art, ed. Jack D. Flam (London:
fused with light and mellowness. The composition is almost abstract in Phaidon; 1575), p132.

its interplay of hard-to-identify colored shapes. As landscape it is non 5. Periwinkles/Moroccan Garden is dis-
specific, an other of Matisse's personal visions of a timeless Arcadia, yet cussed in depth in Matisse in Moracco,
cat. 6, p. 70

it is at the same time based on a real place that must actually have seemed ‘
Y 6. Matisse, in Matisse on Art, p. 55.

to the artist an exotic paradise. Once again, a new locale had produced  patisse, quoted in Matisse in Morocco,

a new modern vision of landscape. p. 68.
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PLATE 69. Pablo Picasso. Study for The
Mill at Horta. 1909, Watercolor on paper,
9)s % 15" (24.8 x 38.2 cm). The Museum
of Modern Art, New York. The Joan and
Lester Avnet Collection

FIGURE 62. Pablo Picasso. View of Horta
de Ebro. 1909. Photograph. Archives
Picasso, Paris

-
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pLATE 70. Pablo Picasso. Houses on the
Hill, Horta de Ebro. 1909. Oil on canvas,
257/s x 317/s" (65 % 81 cm). The Museum
of Modern Art, New York. Nelson A.
Rockefeller Bequest
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PLATE 71. Pablo Picasso. The Reservoir, Horta de
Ebro. 190g. Oil on canvas, 24'fs x 20' /5" (61.5x
511 cm). The Museum of Modern Art, New York,
Fractional gift of Mr. and Mrs. David Rockefeller

FIGURE 63. Pablo Picasso. Roofs at Horta de
Ebro. 1909. Photograph. Archives Picasse, Paris

PLATE 72 (OPPOSITE). Henri Matisse,
Periwinkles/Moroccan Garden (Les
Pervenches/fardin Morocain). 1912. Oil, pencil, and
charcoal on canvas, 48« 32'[" (6.8 xBa.5¢cm).
The Museum of Modern Art, New York. Gift of
Florene M. Schoenborn
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