








Few men have achieved such renown or have made such
an impact on the twentieth century and its art as Pablo
Picasso, who was born almost a hundred years ago, on
25 October 1881, at Mdlaga in southern Spain.

His life was long and prolific. When he died in 1973 at
the age of 91 he had produced some 20,000 paintings,
engravings, sculptures, drawings, constructions and col-
lages. But he was remarkable not only for the pro-
digious volume and variety of his output; perhaps no
other artist of modern times has responded so intensely
and so imaginatively to events, to the changing condi-
tions and challenges of this century.

Although after his early years in Mdlaga, Madrid and
Barcelona Picasso moved to France where he spent
three-quarters of his life, he always remained in his
habits, his temperament and his outlook fundamentally
Spanish (perhaps the greatest genius his country has
produced since Goya). And yet his art achieved a

universal significance, as an expression of the triumphs
and tragedies, the vitality and the restless searchings of .
twentieth century man. It was nourished by many
tributaries from the past, including the work of his great
Spanish predecessors and the painters of the late nine-
teenth century. At the same time, Picasso absorbed
many lessons from art outside the classical, European
tradition—archaic Iberian art, the art of Black Africa.
His vast work reveals not only its creator’s sensitivity to
wider issues and to purely artistic problems, it also tells
much about Picasso the man. It is a compelling personal
record of his everyday life, his moods, his rages, and his
dilemmas. From beginning to end this man of unflagg-
ing creative vitality embodied many paradoxes and con-
tradictions, both in his life and in his art, yet he was
never false to himself or to his inspiration. One
distinguishing quality of this revolutionary, iconoclastic
artist was, for instance, the way in which he constantly

The dawn of greatness

‘Had he produced nothing after 1907, Picasso would still
have been one of the great masters of 20th century art’

by Vitali A. Suslov

MIDST the kaleidoscopic searchings’
of the young Picasso, the canvases

of his Blue and Rose Periods stand
out as remarkable examples of purity of ar-
tistic thought. They are infused with
humanistic ideals, not yet eroded by the
poison of scepticism, and imbued with a
belief in man, They are marked, too, by the
nobility of pure artistic achievement.

The Hermitage Museum in Leningrad and
the Pushkin State Museum of Fine Arts in
Moscow contain a number of magnificent
early works which are broadly representative
of Picasso’s artistic strivings during those
early years.

Only works produced during the first fif-
teen years or so of Picasso's creative activity
are represented in Soviet collections. They
reveal nonetheless all the complexity and
paradoxicality of Picasso’s art with its sud-
den and mercurial shifts of imagery, man-
ners and style. This limited space of time
embraced his Blue, Rose and ‘““Negro”
Periods, it witnessed his explorations in
Cubism, his passion for collages, his ex-
periments in abstraction.

The beginning of the Blue Period is
customarily associated with Picasso’s sec-
ond trip to Paris, in 1901. On his return to
Barcelona around Christmas of that year, he
brought back with him some finished and
unfinished works which were quite different
in style from anything he had done before.
Art is born of melancholy, he now told his
friends. His paintings were filled with the
blue world of taciturn solitude, the world of
the outcasts of society— the sick, the poor,
the crippled, the old.

" Picasso already had a predilection for the
paradoxical, the unexpected and the discor-
dant. The years 1900-1901 are usually re-
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ferred to as the “Lautrec’” and ‘‘Steinlen”
period to describe the influence of these two
Parisian artists on Picasso’s work. And yet it
was during this second trip to Paris, where
he spent a full eight months, that Picasso
made a complete break with Parisian con-
temporary art. In substance, form and
mood, his Blue Period was strongly inspired
by the Spanish tradition.

The new trend can be clearly seen in two

paintings of the period, The Absinth Drinker -

(1901) in the Hermitage, and The Embrace
(1900) in the Pushkin State Museum of Fine
Arts. Both stand on the threshold of the
Blue Period, anticipating many of its themes
and concluding a whole period of ex-
perimentation in which Picasso was moving
towards the attainment of his own artistic
truth.

By the time he was fifteen, Picasso was
already an accomplished ““academic’ artist.
Driven by an irrepressible desire for innova-
tion, he now set out in search of his own
path amidst the tangled web of trends and
schools that characterized European art at
the turn of the century. In pursuit of this
goal, he revealed one remarkable facet of his
talent— the ability to assimilate and master a
variety of artistic trends and styles.

The Embrace {opposite page) and The
Absinth Drinker {page 6) date from this period
when Picasso encountered the work of the
Paris School at first hand. The former is
highly reminiscent of Steinlen— the subject-
matter, the down-to-earth nature of the
characters, the rather thick application of
colour. An exhibition of Steinlen’'s work
then showing in Paris provided Picasso with
a wealth of material.

It was in Paris that Picasso saw for the
first time some of Van Gogh's paintings in

the gallery of the picture dealer Ambroise
Vollard. They were, he admitted later, a
revelation to him. The Embrace is marked
with a morbid tension, an aura of tragedy,
and was unquestionably inspired by
Picasso’s own encounter with the tragic art
of Van Gogh. Despite an element of am-
biguity in the scene, Picasso was trying to
give shape to an idea that he would develop
later: by drawing together in friendship peo-
ple can shield themselves from adversity and
the hostility of the outside world.

In The Absinth Drinker Picasso was in-
spired by Toulouse-Lautrec’s scenes of Paris
café life, with their melancholic irony and
sharply defined compositional structure.
The influence of Gauguin is apparent in
Picasso’s colour scheme, whose laconism
and inventiveness are suggestive of the
French painter's palette. But Picasso injects
his own dramatic tone into the picture’s
fabric. The private world of solitude unfolds
before our eyes. We see a woman sitting in
a café; she is frozen in a state of torpor, cut
off from everything and everyone around
her, lost in her own world of thoughts and .
memories. And yet there is a flicker of hope
in the image of this forlorn soul. The artist
believes in the strength of the human spirit.

The Embrace and The Absinth Drinker still
reveal the influence of other masters, but
the young Picasso was already begin-
ning to speak with his own voice. The things
that troubled and tormented him now
demanded other artistic solutions. He had
slaked his early passions. .

Paradoxically, as we have seen, it was in
Paris that Picasso came to this realization
and in Paris that his Blue Period, the purely
Spanish period of his art, began. The fact
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the beginning of 1905, the three friends
became regular attenders at the Médrano
Circus.

Not that the circus and circus perfor-
mances became the subjects of Picasso's
works. What interested him was the per-
former, the circus artist as a creative per-
sonality, the classic members of a travelling

" troupe—the acrobats, the clowns, the harle-

quins. They are usually depicted outside the
ring, in everyday life, in their families; on
rare occasions, they are shown rehearsing.
They are always dressed in their circus
costumes, which sets them off from other
members of the human family.

For Picasso, a travelling troupe of actors
was a fraternity of free spirits, bound by ties
of deep affection, leaving no place for self-
seeking or duplicity. Together they shared
their good luck and misfortunes. And

.Picasso felt himself to be a part of this

world. In The Harlequin with a Glass, we see
him dressed as a harlequin, seated pensively
at the bar among the habitués of a café. A
harlequin or jester he may be, but it is he
who senses the drama of life and feels the
brunt of the days to come,

Picasso keenly, even morbidly, felt life's -

contradictions and the conflicts of his times.
He realized how fragile and illusory was the
world of his clowns and mountebanks, lost
as it was in the confusion of the vast real
world. The artist's anxiety was reflected in
the sadness and weariness delicately im-
printed on the face of his heroes. His major
Rose Period compositions, Travelling Actors
and Actors at Halt, graphically convey a
mood of great uncertainty and anxious
anticipation.

For Picasso, happiness and harmony
were attainable only in the bosom of the
family. In a series of works which may be
classified under the general title of “The
Harlequin’s Family”’, he developed his own
version of the Holy Family, where the
warmth of love and the tenderness inspired
by love for children provided a haven from
the harsh realities of life.

Another leitmotif of Picasso’s early works
was faith in the goodness of human nature.
This became the dominant theme of the
Rose Period, in an affirmation of belief in
friendship between two creatures in which
one who is strong and experienced protects
and succours another who is weak and
defenceless. It may be the friendship bet-
ween an old, worldly-wise clown and a
callow youth; between a robust athlete and
a delicate young girl acrobat; between a
man and an animal, as in Boy Leading a
Horse (illustration page 10).

The Young Boy with a Dog (in the Her-
mitage) belongs to this period. It is painted
in soft, warm, pink tones with the simplicity
and sobriety of form that characterized his
work between 1905 and 1906.

Another important work of the Rose
Period in Soviet collections (in the Pushkin
Museum of Fine Arts) is the Young Girl on a
Ball (illustration page 5). It provides a
brilliant example of Picasso’s verve. The
composition and rhythmical structure of the
picture is built on the creative juxtaposition
of contrast and balance, which ensures the
dramatic unity of the whole: a powerful
athlete and a frail young girl, a massive block
and a slippery ball; the solid, thickset figure
of a man sitting on the block and the slender

Colour page

Les Demoiselles d’Avignon {literally “the Young Ladies of
Avignon”), Paris, spring-summer 1907. Qil on canvas, 244 x 233
cm. With Guernica, this is Picasso’s most famous work. The title
was not the artist’s own; it was invented later by his friend the
French writer André Salmon, in a joking allusion to the denizens
of a notorious street in Barcelona, the Carrer de Avinyé {Avignon
Street). The painting was not exhibited until 1937, and was only
reproduced for the first time in 1925. But while hidden from the
public gaze, it exercised a compulsive fascination on those who
had an opportunity to see it and acquired a legendary reputation.
In painting it, Picasso made the decisive step which would lead
to Cubism, the first great revolution in 20th-century art. From
then on, in complete mastery of his talents, he drew at will from
the past whatever could be used to serve his own creative .
purposes. Among the influences and sources of inspiration which
meet in Les Demoaiselles, specialists have drawn attention to that
of archaic Spanish (Iberian) sculpture, with its ruthless
deformation of the face. (While working on Les Demoiselles
Picasso had two Iberian sculptures in his studio). Also discernible
are certain features typical of the Fauve {“Wild Beast”)
movement, which Picasso may have borrowed from leaders of
Fauvism, his friends Matisse and Derain. Some writers have also

" stressed the influence— particularly in the two heads at right of

painting—of the African masks Picasso saw in 1907 at the
Trocadero ethnographic museum (see article page 29). Les
Demoiselles d’Avignon initiated a new kind of pictorial
representation. In it the forms have been disrupted and then
reassembled according to an angular, oblique structure which
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confounds all the tenets of naturalism. The faces do not claim to
be naturalistic likenesses; they have become signs or symbols of
faces. With Les Demoiselles Picasso demolished centuries-old
traditions and conventions, and created an image that epitomized
modernity. In spite of the apparently trivial subject which initially
inspired it, Les Demoiselles d’Avignon was a prophetic work, far
ahead of its time.

wisp of a girl swaying like a straw in the
wind. Take away a single element from the
picture and the whole edifice crumbles:
without the athlete, the girl loses her
balance; without her precarious instability
the athlete collapses under his own massive

" weight. .

The Young Girl on a Ball is full of associa-
tions and metaphors. The figures of the girl
and the athlete, in their contrasts and con-
vergences, conjure up associations of the
unity and contrariety of the various prin-
ciples existing in nature, life and man. The
picture also evokes other associations that
go back to the symbolism of the Middle
Ages. The athlete is reminiscent of the
allegory of Valour; the young girl on a ball,
of that of Fortune.

The picture foreshadows a new trend in
Picasso’s artistic thought—his interest in
classical simplicity of line, symmetry and in-
ternal harmony. Painted at the close of 1905,
Young Girl on a Ball lies at the source of his
first Classical Period when he became ab-
sorbed in the art of antiquity, especially
Greek painted vases.’

Nothing was more natura! for him than to
turn to clear-cut, harmoniously pure and
vigorous pictorial forms, motivated as he
was by a belief in the goodness and ra-
tionality of man. This explains the flawless
perfection of the physiques of the young
boys and girls portrayed in his works of
1906. Nude, strapping youths spring forth
from the canvas, giving expression to the ar-
tist's vision of an jdea! world in which people
are free and proud.

No sooner had Picasso struck out on this
new path than he abruptly abandoned it. It
was as if his strength had failed him, his
faith waned and disillusionment set in. On
his return to Paris in the autumn of 1906
after spending the summer in the Spanish
village of Gésol, he began painting Les
Demoiselles d’Avignon; he completed it the
following year.

1t marked the emergence of a new and dif-
ferent Picasso. He seemed to have begun
his descent into the primeval chaos of the
dawn of creation, where good was in-
distinguishable from evil, and ugliness from
beauty. It is doubtful that Picasso himself
knew where he was heading at the time; he
was carried away by an irrepressible and all-
consuming passion to discover the truth,
the passion of the experimenter in search of
a mode of pictorial expression in keeping
with his times.

Regardless of the attempts that have been
made to differentiate the “‘real” Picasso
from the ‘““unreal” Picasso of the Blue and
Rose Periods, it was during those early years
that the fundamental ethical principles of his
art, his moral criteria, his humanistic ideals
and the major themes of his works took
shape. When all is said and done, had
Picasso produced nothing after the year
1907, he would have still been one of the

_ great masters of the art of the twentieth

century. : . ) [ |
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The man and his work
a chronological guide

by Rosa Maria Subirana

Early years

25 October 1881: Pablo Ruiz Picasso born at Mé4laga in southern Spain, the
son of José Ruiz Blasco and Marfa Picasso Lopez. Don José, a painter,
teaches drawing at the School of Fine Arts and Crafts. Eager to emulate his
father, Picasso when very young produces drawings remarkable for their
sureness of line and extraordinary powers of observation.

1891: The family moves to La Coruna on the Atlantic coast, settling there for
four years. Pablo’s career as a painter begins in earnest. His gifts are so
astonishing, his accomplishment is so great that, according to a story told by
Picasso in adult life, his father was so overwhelmed by the superiority of his
son’s talent that he gave him his own palette and brushes and declared that
he would never paint again.

1895: Don José obtains a teaching post at Barcelona. That spring the family
visits Mélaga, stopping at Madrid where Pablo sees for the first time pain-
tings by the great masters in the Prado Museum. Although under age, Pablo
enrolls at the Barcelona School of Fine Arts (popularly called La Lonja).
Makes friends with Catalan fellow artists including Manuel Pallarés and
Josep Cardona. Notable works from this period are The First Communion
(1896) and Science and Charity (1897). Each is rigorously “academic’ but
shows the artist's wonderful precocity.

1897: The family sends Picasso to study at the Royal Academy of San Fer-
nando in Madrid, but he spends his time wandering through the city streets
and visiting the Prado.

June 1898: Visits Horta, in the Ebro valley, a place which will be of great
significance in his work. On his return, settles in Barcelona. He soon feels at
home in the city where he frequents the modernist café £/s Quatre Gats, a
focus for the most advanced artistic and intellectual trends of the time.
February 1900: Holds his first exhibition, at £/s Quatre Gats, showing draw-
ings and sketches of his friends.

October: Picasso and his friend Casagemas leave for Paris. Picasso en-
counters the latest developments in art through the works of Toulouse-
Lautrec, Degas, Cézanne, Van Gogh, Bonnard... The results of the first visit
to Paris include The Blue Dancer and Le Moulin de la Galette.

The Blue Period
December 1900: Picasso leaves Paris for Barcelona and then Malaga.
January 1901: Back in Madrid, he founds the review Arte Joven with a
Catalan friend. Returns to Barcelona at the year's end. The style of his work
changes. This is the beginning of the “’Blue Period"’, during which blue-is the
dominant colour in his paintings of the poor and underprivileged.
Autumn 1902: After a brief visit to Paris, Picasso again returns to Barcelona,
Blue begins to dominate in the works inspired by the death of his friend
Casagemas, culminating in La Vie, which he painted in 1903 together with
The Abandoned, Celestina and The O/d Guitarist. (For this period see article
page 4).

Montmartre and the Rose Pveriod

April 1904: Picasso leaves Barcelona for good and settles in Paris. Moves in-
to the famous Bateau-Lavoir ("'Laundry Barge”) building in Montmartre,
That autumn meets Fernande Olivier with whom he will share his life until
1911. Pink colours begin to dominate his work during what has been labelled
the ""Rose Period”. The subjects also change: Picasso turns from painting
the poor and destitute and finds inspiration in circus performers (harlequins,
acrobats, tumblers). Outstanding works from this period are: The Family of
Saltimbanques, The Death of Harlequin and Family of Acrobats with
Monkey (all painted in 1905). (See article page 4).

Les Demoiselles d’Avignon and Cubism

1906-1907: Picasso’s painting undergoes a fundamental change. The Portrait
of Gertrude Stein displays an intensification of formal elements. The Seff-
Portrait with a Palette of 1906 is treated along the same lines (see page 2).

1907: After many preparatory sketches and studies, produces Les Demoi-
selles d’Avignon, a transitional painting of major importance, in which
Picasso concentrates on the essential formal elements, the structure, of the
object. This is the starting point of Cubism. (See article page 13).

Picasso meets Georges Braque with whom he collaborates in founding and
developing Cubism. Inspired by the work of Cézanne, Picasso paints still-
lifes in which the forms are simplified and geometric.

From 1909, Picasso explores the possibilities of Cubism in increasing depth.
This stage has been called analytica/ Cubism to distinguish it from synthetic
Cubism which came later (See article page 20).

Spring 1909: Picasso returns to Horta where he paints his first Cubist land-
scapes (see colour page 7). Applies the Cubist approach to portraits in which
the image is broken up into a disjointed series of planes. Examples include
Head of a Woman (1909) and the 1910 portraits of his friends and dealers
Kahnweiler, Vollard {colour page 26), and Uhde.

During the period of synthetic Cubism Picasso abandons the fragmentation
of volumes and introduces plain colours and elemental forms.

Winter 1912: Makes his first collage using pieces of paper and newspaper
cuttings. Notable works from this period are Portrait of a Young Girl and
Playing Cards, Glasses and Rum Bottle (Vive la France).

1914: The outbreak of the First World War finds Picasso in Avignon with Eva
Gouel, Fernande Olivier's successor as his companion. He returns to Paris in

" late October.

Theatre and the Classical Period

1916: The young French writer Jean Cocteau persuades Picasso to collabo-
rate with him and Erik Satie in a production for Serge Diaghilev's Ballets
Russes. Picasso designs the drop curtain, decor and costumes for the
ballet, Parade.

1918; Marries Olga Koklova, a ballerina with the Ballets Russes. A son,
Paulo, is born to the couple in 1921. During this period Picasso produces a
series of “’sculptural paintings’ strongly marked with classicism. Most repre-
sentative work in this new style is Three Women at the Spring, 1921 (See
colour page 26).

Surrealism and sculpture

1924: Picasso is connected with the Surrealist movement but keeps his
distance from it. He and the young Surrealists agree on the fundamental
principle that art expresses what nature cannot express. But there are major
differences between them: Picasso, according to the Surrealists, is too
attached to the external world, to the object, and too remote from the world
of dreams.

1925: Picasso initiates a new type of abstraction, incorporating the discov-
eries of the Cubist period. Examples include: The Dance (see colour
page 27), The Milliner's Workshop (1926) and the Seated Woman (1927).
Renewed interest in volume and mass brings a new preoccupation with
sculpture (See article page 38).

Guernica

1935:; Picasso’s marriage with Olga breaks up. His current companion,
Marie-Thérése Walter, gives birth to their daughter, Maia. This is a difficult -
and anxious period of Picasso's life.

1936: The Spanish Civil War breaks out.

1937: Produces the aquatints and etchings Dream and Lie of Franco and,
above all, the great mural Guernica (see article page 14).

The Second World War

1939: Picasso moves to Royan, near Bordeaux, where he paints a series of
colourful landscapes. During the Occupation, returns to Paris and shuts him-
self away to work in his studio. From this period dates a series of images of
seated women, especially his new friend Dora Maar (see colour page 28).
Becomes interested in lithography. Meets Francoise Gilot, who will bear him
two children, Claude and Paloma. ‘

5 October 1944: After the liberation of Paris, the newspaper L’Humanité
announces that Picasso has joined the Communist Party. This political com-
mitment will later inspire three major works, in 1851 and 1952: Massacre in
Korea, War and Peace (see article page 41).

1949: In response to a request for a work on the occasion of a World Peace
Congress in Paris, chooses a lithograph of a dove which he has done in
January. This is the "Dove of Peace” which will become world famous.

The Meninas and the Mediterranean

1950: Picasso presents a cast of the sculpture Man with Sheep to the French
village of Vallauris on the Mediterranean, where he had begun to produce
ceramics three years before. Paints paraphrases of earlier pictures: Women
on the Banks of the Seine, after Courbet (1949) and Portrait of a Painter,
after El Greco (1950).

1957: Paints a series of variations on Velazquez’s The Maids of Honour (Las
Meninas) (see article page 41). Interrupts compulsive work on the Meninas
to amuse himself by painting the pigeons he can see from his window. His
canvases are infused with the light and colours of the Mediterranean.

Last works

1961: Picasso marries Jacqueline Roque and in June they move to what will
be his last home, the villa of Notre-Dame-de-Vie at Mougins in the hills above
Cannes.

February 1963: Picasso works obsessively on the theme of ‘’the painter and
his model”” and by the end of the year has completed fifty canvases. In these
works Picasso calls in question the role of the painter, introduces us into his
private world, and shows us his struggle to capture the essence of his work.
March-October 1968: Produces a series of 347 engravings culminating in a
group of erotic scenes. Three years later makes another series of 156 en-
gravings on this and other themes.

1972: The last self-portrait.

8 April 1973: Death of Pablo Picasso at Mougins; he is buried in grounds of
his chateau of Vauvenargues near Aix-en-Provence.

'ROSA MARIA SUBIRANA /s director of the Museo Picasso, Barcelona. A

Unesco consultant and a former professor at the University of Barcelona,
she is also a member of the executive council of the International Committee
of Modern Art Museums of the International Council of Museumns (ICOM).
The Picasso Museum in Barcelona, whose collection throws an important
light on the artist’s early work, was established thanks to donations by
Picasso himself (including the Meninas series), his secretary Jaime Sabartes,

and a number of private individuals, in addition to works acqwred by the city
of Barcelona.









an uncanny prescience (Les Demoiselles
d’Avignon was painted ten years before the
Russian Revolution) which enabled them to
discern the birth and expression of a new
way of living and a new reality. Gertrude
Stein insisted that it was Picasso and
Picasso alone who grasped that twentieth-
century reality bore no relation to
nineteenth-century reality, and that he came
to this realization through painting.

. Picasso led the way towards the vision of
an era of rebirth, towards a fresh conception
of man and society. Nor did he lose any time
in propagating this vision through his work
as an artist.

“Death to good taste I’ was Picasso’s

watchword as, in a state of great excite-
ment, he worked on Les Demoiséelles

d’Avignon, perhaps the boldest and most

challenging act in the history of art. As the
painting took shape, he discovered that it
was becoming the revelation of a side of life
that had been proscribed and concealed for
centuries, of everything that was not on the
side of refinement, ornateness, ostentatious
luxury, and decorum.

This wholesale rejection of good taste
would soon be taken over by the Futurists,
the Dadaists, the Expressionists and others.
But it was made first of all by Picasso. And it
was expressed, not in some defiant
manifesto or programme, but in the
painstaking composition of Les Demoisélles
d’Avignon, a painting whose very existence
is more provocative than all the fulminatory
literature produced by the avant-garde
movements of this century.

"Picasso came into the world to give it a
jolt”’, wrote the Spanish poet Rafael Alberti,
1o turn it inside out and provide it with a
fresh pair of eyes”’. The story of his life is in
itself the history of our coming to terms with
a new world into which we have been
transplanted”’, the history of our way of.
seeing.

It is said that when Gertrude Stein saw an
early study for the portrait which Picasso
painted of her in 1906 she was full of admira-
tion. Then Picasso requested ninety more
sittings. Next, after correcting and painting
out almost everything on the canvas, he left
Paris for several months, completing the
portrait on his return without any further sit-
tings. When Gertrude Stein saw the finished
portrait she was unable to conceal either her
surprise or her well-founded misgivings
about its fidelity to her appearance.
Whereupon, according to some sources,
Picasso simply pointed to the picture and
said: “Don’t worry, you will look like it one
day.” This famous remark has attracted
many interpretations, but perhaps it should
be understood in its simplest terms and be
seen to possess those qualities of directness
and sensitivity, devoid of all theorizing,
which characterized all Picasso’s opinions
and were the lodestar of his work.

Les Demoiselles d’Avignon is a synthesis
of all the restless searchings which can be
seen in the studies Picasso made of the
human figure throughout 1906. It expresses
a rejection of the past and illuminates an age
that has been born anew, in the form of a
group of figures, surprised out of their wits,
looking out at a new horizon. ""One day you
will look like your portrait”’, Picasso had said
in 1906. With the Demoiselles, the following
yvear, that great day arrived and all previously
existing values were overturned. From that
day on, every face would have an essential
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affinity with those of the figures in the pain-
ting. And with that of their creator. For
Picasso had not shrunk from using his own
face in the Demoiselles, taking it to pieces
and putting it together again in the violent
upheaval that strikes the five pathetic figures
shown in the painting.

It is surprising to see, in the insulting im-
age of the five women depicted in Les
Demoiselles  d’Avignon how  closely
Picasso’s Self-Portrait of the Painter with a
Palette of 1906 (see page 2) mirrors the two
central figures whose gaze communicates
itself to their companions. The attitude is
the same, the eyes are identical, and the
faces and colour tones are similar. It is im-
possible not to make the comparison.
Anyone who cares to set the features of the
Painter with a Palette, or those in a number
of other self-portraits dating from 1906 or
1907, alongside those of the two young
women occupying the centre of the scene,
is bound to reach the same conclusions.

If the aim in Picasso’s mind was to
demolish the old image (imago et similitudo)
of man, it was on his own features that he
inflicted the worst possible insult—an insult
which would later become an act of repara-
tion and would usher in a new era in human
history. Picasso had no hesitation in choos-
ing the response provided by his own
features. Where, as he embarked on his
great experiment, could he have found a
more familiar and closer face than ‘the im-
passive face in the mirror?

Picasso, then, is history—both through
his systematic rejection of the past and
through the massive breach which Les
Demoiselles d’Avignon opened up and is still
widening in the wall of the future. Picasso
cast a pitiless eye on his own past and on his
own features; he gave equally short shrift to
the onrushing torrent of history. He was an
implacable sniper who smashed to
smithereens the windows of the past and
created from the shattered glass a new land-
scape and a new face. Beneath the dazzling
zig-zag lines of Les Demoiselles d’Avignon
he left an image whose basic features we
should all, without exception, come to
resemble, just as he had prophesied that
Gertrude Stein would one day come to
resemble her portrait. ) |

SANTIAGO AMON, Spanish art historian, critic
and poet, is the author of Picasso (Madrid, 1973).
He has also published a biography of Giotto and a
number of studies on modern Spanish artists.

by Josep Palau i Fabre

was gommissioned by the Government

of the Spanish Republic to paint a large
canvas or mural for the Spanish Pavilion at
the Paris International Exposition, which
was due to open in the late spring.

On 8 January, he produced a multiple
engraving, consisting of a single plate divid-
ed into nine rectangular sections and con-
taining a story or fable which he entitled the
Dreamn and Lie of Franco, which was clearly
meant to be a caricature. Only three features
were not treated in the comic manner—the
effigy of the Republic, the bull and the wing-
ed horse.

The same day, the artist began a second
plate, also divided into nine rectangles, only
one of which he may have filled in, while
completing two more on the following day.
The remaining six were completed after he
had painted Guernica or while he was put-
ting the finishing touches to it. On this plate,
as on its predecessor, the central figure was
the bull, which was drawn on 9 January.

January, February and March and much
of April went by and still Picasso did not
start the work that had been commissioned.
It was as if inspiration would not come to
him or as if he could not find a suitable
theme. And then, on 26 April 1937, Nazi
bombers flying -for General Franco
destroyed the Basque town of Guernica in
what has been regarded as the first
totalitarian bombing raid in history.

The London 7imes of 29 April and the
Paris Ce Soir of 30 April reported the event
with despatches from their correspondents
and, on 1 May, Picasso produced his first
dated sketches or drafts on the subject.

Why should he have been inspired by
Guernica rather than any other event in the
Spanish Civil War? After all, the war had
been going on for more than nine months
and the fighting on the Aragon front and in
defence of Madrid had been on a scale suffi-
cient to arouse passions and attract
widespread interest. On 13 February
Franco’s troops entered Mélaga, Picasso’s
birthplace. But none of these events ap-
pears to have ignited the artist’s inspiration.
What difference was there between these
actions and the raid on Guernica?

To my mind there was one obvious dif-
ference. The fighting on the Aragon front,
the defence of Madrid, and the fall of
Malaga were all episodes in a fratricidal
struggle which Picasso may well have found
repugnant. But these were combats in
which fighting men were matched against
fighting men, however unequal the contest
may have been in military terms. Guernica
was different. The bombing of Guernica was
a flagrant display of all-powerful military
strength against a defenceless civilian
population. Picasso’s reaction to this was a
moral reaction.

What stage had Picasso reached in his life
and art as he began work on this great
painting?

In the four years before Guernica, he had
evolved his own highly personal Mediterra-

EARLY in January 1937, Pablo Picasso



























which they are qualified or combined in a
pictorial context, acquire a representational
significance. Thus two circles placed at
either side of an upright linear form can
become eyes, a line of a curved gash below
is made to ‘‘read’’ as a mouth and so on.

The possibilities of expressive distortion in
such a method of work are obvious and
.- Picasso exploits them to the full in a canvas
like Woman in an Armchair of 1913 (colour
page 25, top right). Here the breasts are
rendered twice, and the upper breasts with
their peg-like nipples, strongly reminiscent
of certain conventions employed in African
art, appear to nail into place the over-size
pendulous projections below, while the
relatively naturalistic flesh-tones underline
the figure’s physicality.

There is, too, a sense of displacement and
visual satire in the way in which the features
of the head, traditionally the seat of in-
telligence and spirituality, are reduced to a
few insignificant dots and dashes, while the
breasts, stomach and even the hairs beneath
the woman'’s raised arm are given exag-
gerated emphasis. The distortions in
Picasso’s earlier Cubism had been at the ser-
vice of producing a new pictorial

vocabulary. Here they are used expressively
and sardonically to produce an image which
is simultaneously witty, playful, and more
than a little threatening. -

The view of woman as both sex object
and predator, hinted at here, reached its
fullest expression in the second half of the
1920s and the early 1930s. These were years
when Picasso’s art shared certain concerns
common to the Surrealists and in which his
use of distortion was to be most trenchant
and extreme.

In the Woman in an Armchair of 1927 {il-
lustration page 21) the figure's sleeping
state appears to have released her repressed
sexuality. The figure is rendered in a free,
flowing line and her body and limbs are
polyp-like and tumescent; arms and legs are
rendered by more or less interchangeable
forms, all of which are charged with phallic
overtones—and from now on it is seldom in
Picasso’s work that the naked female form
does not carry in her anatomy a reference to

"“an aggressive male partner.

A counterpart to the flaccid, languid
Woman in an Armchair is to be found in the
celebrated canvas of 1930 called simply
Seated Bather (colour page 25, bottom left).

Here the woman's face and limbs appear to
have been chiseled out of stone, and the
head, breasts and limbs are held together in
an elaborate feat of balance. {n keeping with
his sculptural experiments of the time, much
use is made of negative spaces or volumes:
the stomach, for example, is here present by
its absence. The air of menace about the
figure is intensified by the fact that it is plac-
ed against a calm blue background of sea
and sky. Her pincer-like arms and jaws and
her expressionless eyes give her the air of an
enormous praying mantis, carved in granite.

In 1932 there was a marked change which
corresponded to the appearance of a new
vision of femininity: full, passive and golden.
In works like Girl before a Mirror {(colour
page 25, bottom right) of this year the
model's heavy, pliant limbs are rendered by
the same undulating forms that had
characterized much of Picasso’s work since
1925, but their rhythms have become softer,
more welcoming or organic; colour, too, has
become richer and more lyrical. Here the girl
confronts her own mirrored sexuality calm-
ly, and the tender lilacs of her face and body
have become in the reflected image deeper,
more mature; the breasts seem to have
ripened into fruit. Everywhere, even in the ’

-~

NALYTICAL Cubism [a new
A method of painting evolved by
Picasso and Georges Braque
around 1909] involved presenting
simultaneously several aspects of a
single object as seen from different view-
points. The same analytical criteria could
be applied to each and every reality and,
indeed, to thought. When Picasso later
combined in a single portrait a fuli face
view and a profile, he was in fact doing
just what he did in the period 1910-1912,
when he produced spatial break downs
of glasses, fruit dishes or guitars; but,
with faces, these different viewpoints
also reveal the varied, ambiguous facets
of that Protean amalgam, the human
being.

Al these facets combine in one, un-
ique form, or even in a kind of graphic
symbol; but each provides a key to inter-
pretation, each imposes a different
“reading” of the image.

In one and the same figure are
presented simultaneously not simply
several different viewpoints, but several
different ‘'truths”, each one no less
"true” than the others. Thus it is this
ambiguity, this internal contradiction,
that distorts and breaks down the figure
and then re-assembles it in accordance

ch its own true, intrinsic structure.

by Giulio Carlo Argan

Herein for Picasso lay the fundamental
error of the constructivists— they sought
the structure in reason, whereas the true
structure of human beings is founded in
the irrational.

We come now to the question of the
third dimension. Anything developed in
depth impinges on our vision through an
optical illusion and, as a result, the way
is open to emotive reaction bringing into
play imagination, memory, feeling. it
was this very way that Cubism, with its
new and rigorous objectivity, wished to
close. Both Picasso and Braque resolve
the problem of the third dimension by
the use of oblique lines (indicating
depth} and curves {indicating volume),
thus transposing onto a plane surface
objects which have depth or relief. This
is whére the mental factor comes in, the
ideas that the mind conceives about
objects (and this is the typically Carte-
sian aspect of Cubism, which places it
squarely within the framework of the
fundamental rationalism of French cul-
ture). This applies to familiar objects
such as fruit, plates, glasses, bottles and
musical instruments. Now a plate placed
on a table is seen as being elliptical in
shape, whereas we know, in fact, that it
is round; since at the mental level there
is no difference in value between what

N\

| What is cubism?

we see and what we know, the “round-
ness” of the plate also appears in the
painting. in other words, we grant the
same authenticity to what is in the third
dimension as we do to the measurable
values of the vertical and horizontal co-
ordinates. As well as our notion of the
object {which we had before looking at
the picture), the time factor comes into
play; we first see the plate as elliptical in
shape and then as round, as though we
had changed its position in space or
were walking around it and seeing it
from different angles. From this it is to
be deduced that, although empirically a
single object cannot be in two different
places at the same time, in the wholly
mental reality of space (that is, as an
ordered, structured reality in the mind)
the same object can exist in different
forms and, naturally, in different places.

GIUUIO CARLO ARGAN, /talian art
historian, is a professor at the university of
Rome and was mayor of the city from 1976
to 1979. He is director of the review Storia
dell’Arte and the author of many essays on
art history, urban planning and methods of
criticism. The text published here is taken
from his study L'Arte Moderna 1770-1970

{Sansoni publishers, Florence, 1970). /
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‘meaning of the symbols

Picasso’_s debt
to African art

everything,”” Picasso once remark-

ed in the course of a conversation
with an old friend. And it is true that when
Picasso speaks his words tell us less than do
his paintings. In this respect he is already a
true initiate in the African sense of the word.
For the initiate in African cultural traditions
is a disciple who is sufficiently worthy and
persevering for the spirit of the ancestors to
disclose and pass on to him—through pro-
verbs, myths, poers and riddles—the
representing
knowledge of man and the universe.

In order to keep away laymen, non-
initiates and “blind” disciples whom the
spirits will never be able to ““open” to the
“light”” of knowledge or whose “ear’ they
will never succeed in *‘piercing”, the initiate,
like Picasso, must not say everything nor
“reveal” everything. The idea is to exclude
opportunists, envious or indiscreet people
who are unfit to acquire the secrets of
nature and to be admitted to the mysteries
of the essence of man and the universe.

In May 1907, during a chance visit to the
Paris Ethnographical Museum {now the
Musée de I'Homme) in the old Palais du
Trocadéro, Picasso experienced a ‘‘revela-
tion" at his first sight of the masks of Africa,
Oceania, the Caribbean and America. Tak-
ing this discovery as a departure point, some
working hypotheses can be advanced which
may throw new light on the different stages,
high points and itineraries in his works and
on the hidden, underground influences
which marked his prolific and varied output,
both before and after his African phases.

Y | I don't say everything, but | paint

Colour page, left

Top left, Dora Maar Seated, 1937. Oil on
canvas, 92 x65 cm. Top right, Head of a
Woman with Two Profiles (portrait of Dora
Maar), 1939. Oil on canvas, 92x 73 cm. (See
article page 47}). Bottom photo,
Composition with Minotaur (curtain for
Romain Rolland’s play “Le 14 Juillet”}, 1936.
Indian ink with gouache, 44x54.5 cm. (See
article page 34).

by Beseat Kiflé Sélassié

Several authors have already discussed in
detail the impact and lasting consequences
which the visit to the Trocadéro had on
Picasso's development, especially on the
final version of the painting Les Demoiselles
d’Avignon, regarded by art historians and
critics alike as “one of the touchstones of
20th century art”’. There is no need to dwell
on this further, but controversies and
disputes between different schools of
thought continue to this day as to the real
sources which inspired Les Demoiselles
d'Avignon.

Picasso himself helped to maintain con-
fusion among critics, by denying at times
that Les Demoiselles d’Avignon, which he
claimed was painted before his visit to the
Trocadéro, had been influenced by the
African masks and sculpture. Yet all the
evidence points to the contrary. Picasso, the
initiate, did not say everything, he painted
everything. In the process, he sometimes
took a sly pleasure in creating myths, among
them the myth of Picasso, the greatest
creator of all times.

In this proclivity for “joking” he also
shows himself to be an initiate, for in African
cultural traditions the initiate knows how
much more revealing ““jokes’”, humour and
laughter are of true knowledge than is or-
dinary discourse. But in fact what Picasso
says, or does not say, or denies about the
sources that inspired Les Demoiselles, is not
really important. For the figure on the left
and the two figures on the right patently
recall African masks, perhaps even those of
Oceania. Besides, are we not free, indeed
bound to look at the picture differently from
the way in which Picasso claims to present

it? After all, he warned us that he paints

everything but does not say all.

Thirty years later, during a conversation

‘with André Malraux and the Spanish

philosopher José Bergamin, Picasso recall-
ed his visit to the Trocadéro, ‘‘at the time he
was finishing Guernica,” in 1937. In this very
important “admission’” he explains what so-
called “’"Negro’ art meant to him far better
than anyone else could do. Malraux begins
by explaining the context in which Picasso

made this statement and emphasizing its im-

portance. Then he lets Picasso speak in his -

~ own words: “We had talked about Spain

and about painting; he became more reveal-
ingly confidential than | have ever heard
him:

‘Everybody always talks about the in-
fluences that the Negroes had on me. When
| went to the old Trocadéro... | was all
alone. | wanted to get away. But | didn‘t
leave. | stayed. | understood that it was very
important: something was happening to me,
right? ’

‘The masks weren't just any other pieces
of sculpture. Not at all. They were magic
things. The Negro pieces were in-
tercesseurs, mediators; ever since then t've
known the word in French. They were
against everything—against unknown,
threatening spirits. | always looked at
fetishes. | understood; | too am against
everything. | too believe that everything is
unknown, that everything is an enemy!
Everything! Not just the detalls—women,
children, babies, tobacco, playing—but the
whole of it ’

All the elements in the cosmogony of °

African arts and all the themes which stand
out as landmarks in Picasso's life’s work are
contained in this statement. First the impor-
tance of detail, for it is beneath simple
things and gestures and the banality and
triviality of each individual being’s daily life
that the essence of Man and Nature is hid-
den or revealed. In African cultural traditions
supreme knowledge is seen in humble guise.

Next women, who symbolize fertility and
the source of life, nourishing men with the
forces of the universe and of love, but who,
at certain times, can also be incarnations of
malice and evil.

Children, too, play an important role in
traditional African religions, symbolizing the
light of truth; not only the family but every
member of the community must contribute
to their education so as to create that com-
plex “’classical masterpiece’” which each
child must become for the whole of society.

And lastly animals, which in African
beliefs symbolize good or evil according to
their species. They appear very early on in
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mentary on his own life. An enigmatic
similarity in the depths of desire was the
plane on which this became manifest.

After we have been introduced in several
etchings to the bearded sculptor accom-
panied by his exquisite model at work in his
studio but unhappy at the lack of satisfac-
tion that his marble creations give him, there
is a change of atmosphere.

Suddenly his studio is brutally invaded by
the shameless, lustful appearance of the
Minotaur which brings with it a release from
the painstaking labour and scrupulous
respect for the sculptor's models. The orgy
that follows, involving the divine yet in-
tolerable monster in intimacy with the artist
as well as his placid and beautiful girls,
works up through progressive images to un-
controlled violence and rape culminating in
the Minotaur being put to death in the
arena, . watched with anxiety by the
spectators.

Bullfight, 1934. Oil on canvas,
97 x 130 cm. The vigour of its
_ dramatic impact and the
sheer size of the canvas
make this work perhaps the
most striking of all the
paintings Picasso devoted to
the theme of the corrida. The
" violence of the shock as the
bull savagely knocks to the
ground and disembowels the
horse is emphasized by the
double outlines of the two
animals. In Picasso's
symbolism the bull stands for
evil and brute force, whereas
the horse usually represents
good and innocence. Here
the dying animal, its head
thrown back in the final
agony, seems prophetic of
the tragic, poignant posture
of the horse in Guernica (see
page 16), painted three years
later.

Later Picasso added a postscript in which
the amorous demigod meets a different
penalty—blindness. Landing from the sea
we now find him being led along the quay by
a child carrying a dove, docile and lamenting
to the stars. The sense of touch becomes his
only rmeans of contact as he stumbles
through the night (illustration page 36). The
affliction of blindness recalls paintings from
the Blue Period, made some thirty years
before, of the blind beggars in the streets of
Barcelona. He reminds us here that the im-
agination can function without the aid of
physical sight and that the inner eye is
essential to the poet.

The image of the Minotaur continued to
haunt Picasso in drawings, gouaches and
notably in a large engraving of 1935, which
seems prophetic of the Spanish Civil War
due to begin a few months later and also of
his great mural Guernica.

Minotauromachy (illustration page 36)
presents a dramatic scene into which the
monster intrudes with fierce aggression. He
is attacking a girl dressed sumptuously in a
toreador costume who lies dying on a ter-
rified horse while the bearded sculptor tries

" to make his escape up a ladder. But again

the brute is halted in its onslaught by the
presence of a little girl holding a bunch of
flowers who fearlessly confronts him with a
lighted candle. This steadfast gesture
reasserts a precarious balance between the
ugliness of uncontrolled violence and the
forces of light.

The following year Picasso made another
drawing which again testifies to his desire
that in spite of the coexistence of good and
evil he still hopes that the good and beautiful
will somehow dominate. Drawn with the
highly evocative line of his pencil he
presents us with The End of a Monster {il-
lustration page 36). The Minotaur struck to
death by an arrow is shown his own bestial
face in a mirror held up to him by a woman
of classical beauty emerging from the sea.

In 1936 Picasso produced a gouache
which was enlarged for the drop-curtain for

. “Le Quatorze Juillet’” a play by Romain

Rolland.

The theme is a duel between two impos-
ing antagonists {colour page 28). On the
right a powerful winged demon with the
head of a bird carries in its arms the limp
figure of a defeated Minotaur gasping for
breath. It is challenged as it goes by a young
hero mounted on the shoulders of a bearded
man who has disguised himself in the skin of
a horse and prepares to hurl a stone at the
demon. But it is the figure of the wounded
Minotaur that is of particular significance
because Picasso has dressed him in the dia-
mond cloth of Harlequin.

He combines both the images that
Picasso had adopted for himself, here ex-
hausted and carried off by a powerful
monster, a circumstance which may reveal
the "holy doubt” with which he viewed
himself and his achievements.

But Picasso had no need to return to the
past nor to invent legends to find his
monsters. They could be found in contem-
porary tyrants whom he hated and
caricatured, such as General Franco, or
more personally they could appear as the ex-
pression of the miseries and provocations
that arose in the course of his married life.

For some years he went through great
emotional stress after his separation from

his first wife Olga in 1934. Submission to
violent attacks from her due to her jealousy
for his new love, Dora Maar, aroused an
anger which echoed throughout his whole
production. Distortions of the human form
became grotesque and terrible.

The monsters he could invent with such
power continued to haunt him. This appears
in many different forms throughout the
years that followed. tn a drawing of 1934 (il-
lustration page 37), in which he had in mind
David's painting of the assassination of
Marat, he seems to be laughing at his own
obsession, for humour even in its blackest
form is often associated with the
monstrous.

A furious female figure has invaded the
room like a whirlwind. Her face with small
cruel eyes is dominated by a large open
mouth with fangs bared and a tongue
swollen and thirsting for blood. With
outstretched arm she plunges an enormous
knife into the jugular vein of her victim
seated like Marat in the bath-tub, but to our
surprise it is not Marat who is the victim. Itis
a girl with the profile of Marie-Thérése
Walter, the sensuous blond model who is
found so frequently in paintings of the early
thirties.

A similar kind of metamorphosis could
have its origin in a mixture of sources, some
benign. The obsessive beauty of Dora Maar
inspired Picasso for a host of inventions.
Frequently her radiant face with shining
eyes was transformed into a bird or the head
of a nymph with budding horns and at times
the long aristocratic head of his Afghan
hound was merged into paintings which,
although they could not be called
portraits, were still in essence Dora.

There is for instance a war-time drawing
of a female figure sitting in the chair usually
occupied by Dora Maar at Royan during the
invasion where Picasso with macabre
humour has substituted the enlarged skull of
a rabbit for her head.

This raises urgently the question as to
why he should wish to mock and demolish
beauty he had known and admired so in-
tensely even when persona! animosity was
absent? Can it be that the deeper the shame
and the anguish brought about by
outrageous catastrophes in the world
around him, the greater must be the
sacrifice demanded of him, if it were to con-
vey a message of sufficient power? In what
other way could he prove better the violence
of his emotion? By this sacrifice beauty
herself gave birth to, or rather became the
monster,

Among the many studies made for Guer-
nica jn 1937 there is a large monochrome
canvas known as Woman with a Dead Child
(illustration page 37). Itis a poetic statement
containing an acute degree of tenderness
and compassion expressed with terrifying
violence, similar in this respect to the small
painting The Crucifixion painted seven years
before but more direct in its appeal.

The movement of the figure of a woman
across the picture culminates in her head
above the dead child she carries. The head
perched at the extremity of a long straining
neck displays a powerful expression of
agony due to the unprecedented distortions
it contains and the associations they evoke.
The eyes brought together on the same pro-
file rock like small boats in a storm, the
nostrils suggest birds caught in a gale, while
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