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ABSTRACT

» 1
H
”, ’

Phyllis Cohen Yaffe . Department of Art Histogy

Doctor of Philosophy * McGill University, Canada

—_ THE ‘ARTIST AND MODEL’ THEME IN PICASSO’S WORK
' BETWEEN 1926 AND 1363

R . ‘1 [ j/ "'3”

This ' dissertation explores the meaning behind Pablo

Picasso’s depictidns of tbe'artist and his model. It surveys the

principlg mahifestationé of the theme from 1926-1962, then

analyses representative paintings of the 1963 artist and model
geries. The works studied are related to Pieasso’s documented

statements, and friends’ reminiscences.

Picasso’s treatment of the theme is characterized by: his
fundaméntal paradoxical outlook; art historical allusions; che

superposition of signs and schematic configurations; " and the

s/
absorption of primitive forms.

Picasso uses the subject of the artist and his model +to
express his conception of the process inherent to the making of

art. The wpaintings ultimately reveal: (1) a simultaneous
4 G -
representation of the process and the product of art-making; (2)

» a concentration on the intricacies of the process itself; _(3)

3

establishment of the analogy between art-making and love-making;
{4} presentation of the paradox of the creative and destructive

forces within the creative endeavour; and (5) the assertion of

the artist’s power as he enacts his avocation.



RESUME _
Phyllis' Cohen Yaffe Département d’histoire de 1’art
Docteur de philosophie . Université McGill, Canada '

LE THEME DU ‘PEINTRE ET SON MODELE’
DANS L’OEUVRE DE PICASSO ENTRE 1926 ET 1963 _

Ce émoire explore les significations_ cachées du théme de

m
Picasso: \"'Le -Peintre et son modéle”. 11 examine et analyse les
pPrincipales '~ manifestations du fhéme dans la- série des
représentations des 1926 a 1963. Les veuvres recherchées sont

.

docunentées par les témoignages de Picasso et les souvenirs de

S

ses amis.

Picass_o a traité 1le théme de la facon suivante: une
conception fondamentale du paradoxe; des allusions historiques
aux. arts; la superpositior{ des~signes ¢t des configurations
schématiques, et 1’ absorption des formes primitives.

M LY

Picasso se sert du théme: "Le Peintre et son modéle" pour
exprimer ,Ses conceptions personnelles du proc’essus inhérent a la
création d’oeuvre d’art. Finalement, les tableaux dévoilent: 1la
représentation simultanée du procédé et du produit de son oeuvre
creatrice; une concefxtratiop des complexitées du processus méme;
1’ analogie entre "faire de 1’art” ét faire l’amour’; le paradoxe
entre les forces créatrices e‘l; destructrices dans 1’effort
creéateur, et la puissance de 1’artiste s’éffit/'n/:ant dans

/ -

1’ interprétation de son art.
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PREFACE

This study began in a bookstore. While browsing through a -

copy of Heléne Parmelin’s Picasso: The Artist and His Model and

QOther Recent Works, (New York: 1965), I was introduced to
Picasso’s late work and in particular to his 1963 series ofa
paintings églthe theme of phe é@tist and model. One reproduction
taken 1in Picasso’s studio éaught my 1interest. It showed a
rlaster female head placed on the floor facing a canvas ‘that
showed an artist painting another sculpted bust (pl. 79 in(thfs
dissertation). The suggestion- of imageé—wﬁthin—images was
in£rigaing. )
The extensive literature on Picasso invariably mentions the
and usually draws attention to a group of works on this subject
irom none reriocd or another. A few writers have surveyed the

artist and model theme in Picasso’s last thirty years: Michel

Ileiris, "The Artist and His Model"” and Jean Sutherland Boggs

“"The Last Thirty Years”™ 1in Picasso " 1in Retrospect; John

w -
Richardson "Picasso’s Ateliers” in The Burlington Magazine; Gert

Schiff, Picasso: The Late Years, 1963-1973; and Klaus Gallwitz,

Picasso ‘QL 90: The Late Work. In addition, numerous
investigations of other themes and individual works have proven
most helpful,. as have the writings of Led Steinberg and William

Rubin. ' -



uTo the best of my knowleddge there have been no prgviocus
analyses, in detail or as a whole, of the artist and model
painfings made in 1963. It is the aim of this dissertation to
examine the 1963 series in the context‘of previous works of the
artist -and model theme in Picasso’s oeuvre. This thesis seeks to
explore the relationship between the content of , Picasso’s
paintings and hié ideas and beliefs on the subject of(the making
of art. This study abtempts to contribute to a clearer
understan@ing of the the character of su?h béliefs, and a
sharper reaiization of the manner in which these convictions
are rendered into visual form. The conclusibns reached are based
oﬁ,. an examination of'Picasso’s works, his own documented
statements, and reminiscences of those who knew him. Given the
prolific nature of his work, a fepresentativé selection of
individual works by Picasso on the artist and model theme are
considered. The emphasis is on paintings, but where appropriate
Picasso’s drawings, prints, sculptures, and fictional writings
are explored. \

As 1 undertook the stu?y of _.the 1963 paintings I realized
that many of their iconographical elements are derived from
‘Picasso’s earlier depictions of the artist and model. The form
th&s thesis takes results from this observation.

The text .of this dissertation is divided into two sections.
The first three chapters survey the principlée manifestations of
the artist and model theme in Picasso’s art from 1926 éo 1962.
The “advantage of this approach is tﬁét it provides a broad.
perspective, and a solid foundation on which to base the second
section. Motifs, im&%ery, interpretations, and concepts may| Be

»
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traced to their inception, permitting +the later works to be

interpreted in the light of the whole.

l?be six chapters comprising the second part generally

folaow the chronological order in which they were produced, and
;re concerned with those works characteristic of the over one
hundred paintings associated‘ with the 1963 artist and model
series. A decision to restrict this portion of the study to
pqintingslwas necessary -given ;ot only their quantity, but also
the even greater number of dgraphics on the theme. Altﬁough the
subject of the artist and model continued to be represented in

Pfcasso’s art after 1963, these final works are not considered,

but are referred to in passing throughout this dissertation.

The plates illustrating the text are located i1n a separate
volume to facilitate reading. It. is hoped that this dissertation
will meet the challenge issued by Leo Steinberg in his

\
introduction to Other Criteria (London, Oxford and New York:

1972), p. viii, for a reappraisal of Picasso’s art in the light

of the whole:

"The staggering corpus of Picasso’s
production seems still to be opening up, the
familiar reappears undiscovered. I am

convinced that all of Picasso’s work needs
rethinking 1in the light of the whole; that
the prevailing trend to deprecate work done
after the thirties is misconceived; that the
significant unity of Picasso’s creation will
become ever clearer.”

PHYLLIS COHEN YAFFE
MCGILL UNIVERSITY
MONTREAL, CANADA
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Pablo Ruiz y Picasso (1881-1973) viewed himself as the

archetypal creative being. He believed that posterity would

arrive at a greater‘understanding of ;§he@30reative mind , in
K i

deneral through a study of the development of his own ideas:

"Why do you think I date everything I do?
Because it’s not: sufficient to know an
artist’s works--it 1is necessary to know when

he did them, why, how, under what
circumstances. ... 'Somed ay there will
undoubtedly be a science——it may be called
the science of man-—-which will seek to learn
about man in general through the study of the
creative man. I often think about such a
science and I want to leave to posterity a
documentation that will be as complete as
possible. That’s why I put a date on
everything I do."” 1

This practice of clearly indicating the exact sequence of
his works, makes it possible to follow the direction of
3 . . , i
Picasso’s thought, particularly on those days when several were

made. Brassai, coumenting on Picasso’s procedure understood that

it reflected a desire to "confer on all of his actions and

1

Gyula Halasz Brassai, Picasso and Company, trans. F.
Price (New York: 1966), p. 100. The conversation from which this
quote is excerpted occurred on December 6, 1943.
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o

works, the proper place in his pers&nal history of creative man;
v - 2
to insert them himself--before others undertake the task.”

Whenuﬁicasso undertook the 1963 artist and model series, he "

worked in a frenzy that has beeﬁ‘dopumedted by Héléne Parmelin
i

who was gstaying in the Picasso hohsehold:

“In February 1963 Picasso broke 1loose. He
painted ‘The painter and his model’. And from
that moment he painted like a madman. Perhaps
heg will never paint adain with such

frenzy....When he painted 'The painter and
his model’, Picasso was alone in front of his
\ canvas, in his studio with its phenomenal

variety and infinite number of canvases and
everything else piled +there...There - are
stacks of projectors and easels, the palettes
are tables....But the painter’s studio on
Picasso’s . canvases is a painter’s studio, ‘'a
‘proper’ one’ as people imagine it when it
doesn’t really exist. A chest of drawers and
sometimes a stand for the bust. A divan for
the model to lie on naked..." 3

\ N
The artist and model paintings are repetitious in their

’bonception, all follow a similar format showing the artist on
the left, easel 1in the middle, and model on the right.
Nevertheless, each work is distinct from the others, as Parmelin

continues:

[

“"In this studio, as always in what one calls
a studio, the painter is always seated at the
easel and we see his canvas in profile. He
holds the =<lassic palette and sheaf of
brushes, and +tries to give them any other
sort of attitude but that of the painter

Ibid.

3 : .
Héléne Parmelin, Picasgo Says, trans. C. Trollope
(London: 1969), pp. 85 andw87. l 4
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seated at the easel painting a model who is
posing. He is the painter as such, doing his
standard Jjob....He does not paint standing
like Picasso, but he is a serious, careful
rainter 1like him. His quest never falters
from one canvas to the next. Almost always,
as 1s proper, he has a painter’s beard and

) long painter’s hair. Except when,
occasionally and by chance, he begins to look
like Picasso....And iTt Is Picasso who is

painting the model. Or at any-rate it is -°
Picasso who displays her. We can’t really-

) * tell. It’s 1like a dance. The  painter is
always painting:. Picasso is always painting
him-a model..."” 4

A cursory glance at one of the works, for example +the

Artist and His Model dated May 16, 1963, shows some of these

distinguishing features (pl. 1). The massive dark painter is the
countéfpoint t6 the disproportionately small green nude. She
reclines on a red couch, forming a colourful contrast to him.
Characteristic also 1is dthe artist’s large right boot wﬁich
occupies the‘centgr third of the canvas. The stggio is a clearly
hefined space. On the wall behind the painter are curiously
shaped marks. The easel in front‘Bf him carries a canvas vhich
is visiblei but whose subject is indistjnguishaﬁle. On the chest
of drawers +to the right is th; outline of a plaster bead. A
final *point of note is the spatial arrangement; The position
and éﬁze of tﬁé model sugdest she is at the back of the studio.

Paradoxically, her lower torso inexplicably intertwines with the

easel in the foreground plane..
\
. .

L
> v
L /

A number of scholars have characterized the 1963 artist and

" 5

3.

o

Ibid., pp. 87-88.

' . ¢

4




INTRODUCTION - S

mbdel series. Jean Sutherland Boggs describes "the artist as

magician...on the verge of madness as if occupied by some alien
. 5 . - - - N
spirit.” Gert Schiff sees Picasso’s artist and model “as ""a

metaphor for +the conceptual nature of Lis art, for the

transformation of the thing seen ;i.nto a sidgn, for the
6

paradoxical relationship between a-tistic and pragmatic truth.”
Gallwitz points out the "'four-—way conversation between painter,.

model, the existing work of-art, and the one in process of
7
creation”, concluding at the end of the series in -"a classic

A

blending of all the ritual, erotic, dialectical, and meditative
8 .

aspects the theme has to offer.”

. 4

Sir Roland Penrose, Picasso’s friend and biographer, =sees
the origin of the series arising from Picasso’s increasing

loneliness at having “"outlived so many of his friends, Braque,
) 9

Cocteau, Reverdy, Breton, Giacometti, Zervos and Sabartés.” As

a result Pc.rose explains:

“"His work became more completely the sole .
purpose of his life and at the same time the

image of the outer world and of his inner i
self...But to pretend that it is possible to

5
Jean Sutherland Boggs, "The Last Thirty Years,” in Roland
Penrose and John Golding, eds., Picasso in Retrospect, (New York
snd Washington: 1973) p. 235. .
6
Gert Schiff, Picasso: The Last Years, 1963-1913.
exhibition catalogue, (New York: 1963), p. 17. .
7
Klgus Gallwitz, Picasso at 90: The Late Work, (New York:

"1971), pp. 163-164.

o
Ibid., p. 166.
9 - '
Rpland Penrose, Picasse: His Life and Axt, 3rd ed.
(London and New York: 1981), p. 448. .
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- decipher from his work the highly complex
process of his thought, both 1logical and
contradictory and the rich variety in his
emotions and intellect would be presumptuous.

The quotations of Eluard and Ribémont
Dessaignes with which I began this book: ‘I
speak of that which helps me to 1live’ and
‘Nothing that can be said of Picasso is
exact’ still express the truth." 10 .

Finally, Pierre Cabanne explains this series saying Picasso
paints his memories, so that whﬁn asked “what’s Picasso doing

11
that’s; new?"” the answer is "His entire past.”

L. e

- The Creative Process

Thrbughout his life, Picasso l;efriended, sought council
from, and was influenced by poets.12 More than fellow artists,
Picasso was closest to these literary figures, entertaining
them, arguing with them, and illustrating their books. He even
emulated them by composing his own poetry. The creative

imagination found in his speech, writing, and art reflects the

same mental processes:

=

Ibid., pp. 448-449.

11 .
Pierre Cabanne, Leg Siécle De Picasso: La gloire et la
solitude, vol. 4 (Paris: 1975), p. 138.

12

First it was Max Jacob in the early 1900s, then Andreé
Breton in the late 1920s and 1930s; this was followed by
associations with Jean Cocteau, Paul Eluard, Michel Leiris,
Louis Aragon, and Pierre Reverdy. Geneviéve Laporte, Sunshine
at Midnight,, trans. Douglas Cooper, (New York: 1973), p. 5, who
quotes a letter from Cocteau: "I always thought of Picasso as a
Poet..."” See Chapter One for more on these relationships.
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“...1f you take my sayings and explode them

in the air, they remain only sayings. But if

you fit them together in their correct
" places, you will have the whole story." 13

A

In all forms of his communication, Picasso conveys his meanings
through “"glances, expressions, destures, ambiguities and
14

‘paradoxes. " He interprets his stylistic manner as a direct

reflection ofﬂ his thought and emotion:

~ "If an artist varies his mode of expression
.this only means that he has changed his
‘manner of thinking."” 15

it

Picasso’s delivery, whether verbal or visual, contains

paradoxes of form and content, as those close to the artist

explain: "It is always through paradoxes that [Picasso] makes
16

his most profound and agstonishing remarks.” These

\
13 o
Dore Ashton ed., Picasso on Art: A Selection of Yiews,
(New York: 1872), p. xix. This quote is taken from Dor de 1la
Souchére, Picasso a Antibes, (Paris: 1960), p. 13. This acoount
includes daily notes based on Picasso’s conversation takon
during the creation of Picasso’s own museum in Antibes.
14 : .

Ashton, Picasso on Art, P. xix, further repeats
Penrose’s characterization of Picasso’s conversation as rolying
"above all on the reactions of his listeners
to ambiguities and paradoxes which can becomo
the threshold of new ideas. The pleasure
Picasso takes in presenting the reverse sido
of a problem can reduce the over-serious
questioner to despair.”
15 —

Ibid., p. 5. This is taken from a statement by Picasso
made in Spanish to Marius de Zayas and translated into Englisbh
and published under the title "Picasso Speaks,” The Arts., < New
York: May 1923) and rpt. in Alfred H: Barr, Pignsso: Fifty Years
of Bis Art, (New York: 1948), pp. 270-271."

16

Ashton Picasso op Art, p xviii. This statement way

" made by Roland Penrose in a letter to Ashton dated February 7,

1969. Such remarks are corroborated by those who had known
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‘ ° -
cgntradictory patterns of thought pervade Picasso’s imagery, and

are manifest 1in the union of opposites that characterizes his
17 )
art from _an early period.

Picasso’s speech patterns are analogous to the sign-li]ie

character in his works. The schematic artist and model stresses
» N A
" the ideas they represent. Picasso believed that such reduced

abstract forms contained the distilled essence of reality:

"Art 1is a language of symbols...Two holes-
that’s the symbol for a face, enough to evoke
it without representing it....Two holes,
that’s abstract enough if you consider the
copmplexity of man...whatever is most abstract
may perhaps be the summit of reality.™ 18

The internal source of much of Picasso’s imagery flows
unpredictably from intercommunicating levels of his own

19
personality.

Picasso at various stages in his life. See comments in Ashton
by Maurice Raynal, Michel Leiris, and Jean Leymarie and others.

17

An early example of +this indrained opposition La

Toilette (Zervos 1: 325), where two women confront each other.
One is nude, one clothed; one with arms ralised, the other with
arms lowered; one a frontal view, the other a profile. Each
aspect 1is echoed by its contrary. The result is a point and
counterpoint choreography-—-the effect, poetic.

Another instance of this is in Two Women, also of 1906. See
Leo Steinberd, “The Philosophical Brothel, " part two, Art News,
LXXI (Qctober 1972), . pp. 41-42, who discerns in the Two Women

the duality of a single entity: "like a self and its mirror
image in self-discovery."”
18 N

- Brassai, Picasso and Company, p. 241. This con;rarsa*bion

took place on May 17, 1960.
19

Leo Steinberg, Otbher Criteria: Confrontations with
Twentieth—-Century Art, (London, Oxford, and New York: 1972), pp.

110-111. See also the statement made by Picasso quoted in
Chapter Six, note 37.
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"Of course, one never knows what’s going to
caome out, but as soon as the drawing dets
underway, a story or an idea is born, -and
that’s it. Then the story dgrows, like theatre
or life--and the drawing 1is turned into
other drawings....” 20

As a result of this thinking Picasso also considered art as =a

language of signs which must be read, as he impatientdy respeated

“"What exactly,” he  asked, "is painting?-
...HWhen people want to understand Chinese,
they think, ‘T must learn Chinese,’ right?

Why don’t they ever think that they must o
learn painting?....People aren’t pleased, "
he. went on, "because what they want is a

painter who, when he thinks about Kazbeo
[Picasso’s dodg]l, makes a copy of Kazbec. DBut
the 1letters that make up the work ‘dog’ are .
not a copy of the dog!"' 21

Precedents to the Artist and Model Motifs

Picasso’s +visual imagdery may be traced to Symbolis ideas
which he Taintained .from his exposure during his youth in
Barcelona. These early ‘influences were sustained, for Picasso

later referred to his copies of the works of Rimbaud, Verlaine,
— v

20 '
. Roberto Otero, Forever Picagsso: Au Intimate Look at His
L.ast Years, (New York: 1974), p. 170. :
21
André Malreaux, Picasso’s Mask, trans. J. Guicharnnud,
{New York: 19768), pp. 114-115, 118. Another aspect of Picaugso’ns
integravion of signs into his art is explored in FEdounrd Ruiz

., and Jean Pierre Jouffroy, Picaguo de 1l’imede 4 -la lettra,

{Paris: 1981).
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) 22
and Mallarme. Catalan Modernissimo was distinguished by a

fascination with everything Northern. This is evident in the

L 4

lively discussions in the Bohemian tavern El Quatre uGats, and in

the Revues, Pel i Ploma, Joventut, and Catalunya Artistica in

which Picasso wrote articles and which frequently carried
. ) 23
translations of Schopenhauer and Nietzsche. The latter’s
24
influence was particularly strond on Picasso. By the ade of

seventeen Picasso had read the works of Nietzsche, as had his
companions at El Quatre (_:‘:gy.g.zs /

Blunt and Pool point out that the attraction of Symbolism
to the young Picgsso was based on the fact that he was a
"highly conceptual painter...[morel...excited by ideas or by the
works of other artists than by that direct, prolonged contact

- 26
with the object.” One of the symbolist impgratives in art was

22 .
Penrose, Picasso: His Life and Art, pp. 73, \!41. Later
references to Rimbaud are documented in Francoise Gilot with
Carleton Lake, Life With Picasso (New York and London: 1964),
pPp. 46 and 198.

23

Anthony Blunt and Phoebe Pool, Picasso: The Formative
Years. A Study of His Sources, (London and New York: 1962), p.
7. For a further discussion on Picasso as a Symbolist artist,
see: HRdward Lucie-~Smith, Symbolist Art, (London and New York:
1972), pp. 201-208.

24
For a discussion on Nietzsche’s influence on Picasso
see: Ronald- W. Johnson, "Picasso’s 0ld Guitarist and the
Symbolist Sensibility,"” Artforum, XIII (December 1974), pp. 56-
62.
25 .

Blunt and Pool, The Formative Years, p. 7, wplate 39.

-Picasso took his knowledge of Nietzsche from the Catalan poets

Juan Maragall and Joan QOliva Bridgeman both of whose works
Picasso illustrated. See 1bid., pl. 39.
26
Blunt and Pool, The Formative Years, pp. 1 and 4.
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.symbolist imagery to meditate on aesthetics.
i
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27
the concentration and reduction of the subject, which was them’

conveyed through a symbolic shorthand:

“...1it is the poet’s task to find, to invent,
the special language which will alone be
capable of expres%ing his personality and
feelings. Such a languade must make use of
symbols: what is so special, so fleeting and
s0 vague cannot be conveyed by direct
statement or description, but only by a
succession of words, of images, which will
serve to suggest it...." 28

\
Like other early £wmtieth—centur¥ artisizsg, Picasso _ us_ed
Art as the subject of art is apparent in Picasso’s work
from a very early date. In 1900 PicassqQ made a rear view
portrait in ink ,0f the painter Sebastian Junyent at work

standing before his easel.ao
Before the theme of the artist and model was overtly
stated it was airbicipated by other studio subjects. ;John

Richardson, writing <in 1957, identifies separate directions

27
Robert Goldwater, Symbolism, (New York: 1879), p. 2.

28 ‘

Edmund Wilson, Axel’s Castle, (New York: 1931), pp. 21-
22. !

29 . ‘ ) 7
See Kate Linker, “"Meditations on a Goldfish Bowl:
Autonomy and Analody in Matisse,” Artforum, XIX (October 1980),
pPpP. 65-73, for a discussion on the “parsallel meditations”
between images of the world and Matisse’s transformed asosthetic
sphere’ in his paintings of the 1920s. Also, Jean Laude, “Les
‘ateliers’ de Matisse,” Coloquio Artes, XVI (June 1974), pp. 16-
25. _

A recent evaluation of Picasso as a nineteenth--century
artist is Norma Freedman Broude, "Picasso: Artist of the Century
(Late Nineteenth),” Arts, LV (October 1980), pp. 84-86.

30 ¢

Discussed in Michel Leiris, “The Artist and His Model, "

in Penrose and Golding, Picasso in Retrospect, p. 243.
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\\/Ahich these take: descriptive and direct, oblique and
.- 31
allegorical. However, these distinctions merge when

-

Richardson’s example of the first type, The Blue Room of 1901

(Zervos 1; 103), is viewed retrospectively (pl. 2). The
descriptive element disintegrates when one considers, as
Richérdson,admits, the woman shown bathing in the foreground is
"so reduced 1in scale that she seems more like~ a pliece of
sculpture than a ljving person."32 This ié impoftagékbecauseadt
* constitutes what Iy in effect a double transformation of xhe'
real into an artifact, gaintedJ and sculpted. A further

characteristic which The Blue Room shares with later works on

-the artist and model theme lies in its allusion to other works

of art. It recalls Eddger, Degdas’ The Tub in which a woman 1is

33
{ likewise observed 1in her intimate toilette. An additional
~resemblance to Henri Matisse’s Chambre &4 Ajaccia of 1898 may be
' 34
fortuitous as Richar@son claims, but it is also consistent

with what will be Picasso’s iﬁfe—long incorporation of
references to one or several other artists into a work of his

own.

31 .
John Richardson, "Picasso’s Ateliers and other recent

Works, " The Burlington Magazine, XCIX (June 1957); p. 184. His
.example of the first, allegorical type, 1s La Vie of 1903.
Discussions on this complex work are found in Lucie-Smith
Symbolism, wv». 204 and Theodore Reff, “Themes of Love and Death

in Picasso’s Early Work," in Penrose and Golding, Picasso 1in
Retrospect, pp. 13 and 20 ff.
32
Richardson, "Ateliers, " p. 184.
33
An alternate title for The Blue Room is given in Zervos
as The Tub. )
34 ) -
Richardson "Ateliers™, p. 184. - -

11
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i Elements from Picasso’s art' were absorbed into what “would
@ become the theme of the artist and model. One of these is an
acute sensitivity to, visual sensations which 1led to the
portrayal _of the different qualities of sight. From an early
period Picasso explored thg dichotomy1of outward and inward

« . 35
vision in numerous paintings of sight and blindness.

The experience of perception on which the representation of
the artisf and model is founded was first contained in the
subject of the 'Sleepwatcher’. The points of similarity between
these two themes are a dichotomy of the observer and the
observed,36 a duality between active and passive participants,

and the enhancement of the first two by a distinctive right-lefs

division of the wvisual field.

These correspondences may be apparent in two watercolour

I3

and pen drawings made in Paris late in 1904. The first,

s Meditation, contrasts +two figures placed on opposite® sides of

the sheet (pl. 3). On the left, bathed in light, is the upper

35
For a psychoanalytical discussion on Picasso’s fear of
blindness see: Mary Matthews Gedo, Picasso: Art as
Autobiogdraphy, (Chicago and London: 1980). For Picasso’s
depictions of blindness and its relation to Spanish literary
tradition see the unpublished M.A. thesis: G. Scott, The Theme

of Blindness and the New Percephion, University of California,
Berkeley, 1967.

Examples of this are Celestina, Barcelona 1903, Zervos 1;
83; and The Blindman’s Meal, Barcelona 1903, Zervos I; 168,

36 ‘
. For a perceptive discussion of the roles of observer and

participant see Leo Steinberg, "The Philosophical Brothel, "
Parts 1 and 2, Art News, . LXX and LXXI, {(Sept.ember and October
1972). .

12
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portion ?f'a sleeping g?man. Across from hé% a dark brooding
man sits chin in hand. She passively reclines on a cushioned
bed; he sits on a hard chair, Their differences are accentuated
by the dichotomy qf light-dark and golden-blue contrasts. It is
what Leo Steinberg called “the light of the body and the gloom
of the mind"” separating the physical and sensuous from the
mental and contemplative.38 -

) .Botg are 1in contact with their inner-most selves. ©She
dreams; he thinks. They share a kind of mental image-making not
unrelated to art-making. This connection was asserted by
Picasso, who when pressed about the meanings in his art,
responded: "How can anyone enter into my dreams‘?"39 )

The male observer looks outward and inward. Like the

artist, he 1is a witness absorbing ékperience, responding to
40

. something beyond himself. He is also an observer, isolated

within the private realm of his mind. Here lies the core of the
artistic enterprise and the fopndation of Picasso’s artist and

model thene.

37 -
William Rubin, Picasso in the Collection of the Museum

of Modern Art, (New York: .1872), p. 30, recognizes the watcher
as Picasso himself. The sleeping woman is Fernande Olivier,
Picasso’s mistress, who was first.identified by Jean Southerland
Boggs, Picasso and Man, exhibition catalogue, (Toronto and
Montreal: 1964), p. 10. This was later confirmed by Picasso in
a conversation with William Rubin.

38

Leo Steinberg, "Picasso’s Sleepwatchers,” in Other

®

Criteééé, (London, Oxford and New York: 1972), p. 93.

Quoted in Ibid., p. 102, and Barr, Fifty Years,,p. 274.

40 .
- Boggs, Picasso and Man, p. 8 and 10, observes in
Meditation evidence of the artist’s emerging ‘“realization of
his own will." '

0

> S -
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The position of the spectator is clearly allied with the

artist in a second drawing of the same subject made the same

day, The Sleeping Nude (prl. 4). The sleeper, seen from above, is
ﬁlaced ‘upright’ so that she lies parallel to the vertical plane

of the drawing sheet. The watcher, a tall angular figure with a

ﬁeck and head that projects perpendicular to his body, peers

down on the sleeper. His position corresponds to the viewer's
41
angle of vision, looking down at her.

Thé theme of s£udio activity is also‘antiéipated in Cubisn
with its sugdestions of the unique vision of the artist, and its
representation of Qifferent levels of reality.42 As William
Rubin has noted, the ambience of the atelier was present in the
iconography of Cubist still 1ifé, and the process of painting
was «'implicit in the methods and facture of‘Cubism.“43 Later,

the wunique notation system based on siéns that is inherent in

Cubism would be adapted to the figuration of artist and model.

These characteristics may be summarized by the followin
41 .
See Steinberg, "“Sleepwatchers,” p. 93, for a discussion
of the spectator who approaches the watcher’s position.
42

On the fluctuatlons between levels of perceptual reality
see: Withrop Judkins, "Toward a Relnterpretatlon of Cubism, " Art
Bulletin, XXX (December 1948), pp. 270-278. Picasso’s handling

of different 1levels of interrelated reality was seen 1in his

_Cubist collages which, =as Krauss notes, was the “"representation

of a representation” and "a metalanguage of the visual,
- Rosalind Krauss, "Re-Presenting Picasso,” Art in America, LXXVI
- (December 1980), p. 96. .
43
William Rubin, Picasso 1in the Collection of the HMuseum

Q. Mode ern Art, p., 128.
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\’ :
7escription of Cubism: .

"{Cubism is] almost a reversion to a medieval
viewpoint in which a pictorial image is a
symbol and 1ts relations to reality is
conceptual. It is tempting to say that the
medieval manuscript page suggests the closest
_ parallel to the Cubist mixture of
! conventional symbols and extremely stylized
images of reality....Confronted with +these
‘various alphabetical, numeral and musical
symbols, one realizes that the ards and
planes that surrocund them are also to be read
as symbols, and that they are no mor=\to be

- than a work is to be considered identical
with ther thing to which it refers."” 44

~

The first amalgamation of the «Cubist manner of

representation and the theme of the studio is found in the 1926
45
Interior with EKasel (pl. B5). Presented in a late Cubist

collage style, the easel and palette refer to 'bh(; artist’s
activity. The palette is placed on' the spot usually reserved for
th canvas in progress. The artist is suggested by distorted
shl‘es that are combined in a thumb-leg form, disproportionately

enlargded on the- left side of th‘e_ canvas. This discrepancy

44 .
Robert Rosenblum, Cubism and Twentieth-Century Art, (New

York: 1966), p. 66. From this aspect of Cubism other artists,
especially Joan Mird, who developed his individualized character
signs that formed the basis of a consistent formal repertory.
Picakso, in turn, was influenced by the discoveries of his
younger compatriot, -for whom form was always the sign of
something and never an abstraction unto itself. See: Rosalind
Kraufs and Margit Rowell, Magnetic Fields, exhibition catalogue,
{(New' York: 1972), p. 126; and Linda Jane Frank Langston,
Disguised Double Portraitts in Picasso’s Hork,. 1925-1962,
(unpublished Doctoral dissertation, Stanford University,.1977),
Pp. 60-63.

45

’

Not in Zervos catalogue. Illustrated in Montreal Museum
of Fine Arts, Pablo Picasso: Meeting in Montreal, (Montreal:
1985), plate 11, p. 1561, - B

P4 N \ o
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INTRODUCTION

A

‘a between clearly repnrese'nted and obscure overlapping objects
. . 46

produces a contrast between figurative and abstract modes. , The

ensuing confrontation opens the way for the isolation of ‘the

artist and his model’ as a singular theme of its own.

E-2

) &
re 4 -
3 s \ :
{} Ibid., p. 150. .
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g CHAPTER ONE

ART AND REALITY IN- THE ARTIST AND MODEL THEME: 1926-1933

“In the end there is only love. However it
may be. And they ought to put out the eyes of
painters as they do goldfinches in order that
they can sing better.” 1 .

The obsession with the creative process is fundamental to
Picasso. This opinion was repeated by Picasso throughout his

life, and seems to form a ‘'leitmotif’ of his thinking in his

2
art. Picasso’s statement embraces ‘love’ and art-making. Tt
1 .

Ashton, Picasso on Art, p.78, dquote is taken from E.
Tériade, "En causant avec Picasso,” Intransigeant (June 15,
1932) and reprinted in "Propos de Picasso & Tériade,” Yerve XIX-
XX (1948). .

2 .

Aéhton, Picasso on Art, p. 79, also refers to Jean
Cocteau, The Journals of Jean Cocteau, ed. and trans. W. Follie,

. (New York: 1956), p. 48, repeats that paintind is a blind man’s

profession. Roland .Penrose, Picagso: His Life and Work, p. 89

also quotes Picasso’s parable noting its echo in Pasgcal: “Jesusg
came to blind those who see clearly and give sight +to the
blind.” Ashton, Picasso on Art, p. 719, further cites the

recollection of Picasso’s famous remark in Camila Jogsé Cela, "El
vie jo picador,” Papeles de San Armadans XVII, (April 1960). This
parable with its refercence to the “"third eye of the imagination”
is recognized as a fundamental conception to Pivasso in n
conversation between Roland Penrose and Dowminique Bozo, in
"Picasso: The Surrealist Realist,” Artforuw, IX, (Summer 1980),
P. 29. )

-
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CHAPTER ONE

links experience and sensations-—while paradoxically seeming to
3

deny external regard. This chapter will begin to examine

Picasso’s ambiguous relationship with art and reality and its

connection with the burgeoning artist and model theme.

Art and Reality

The Qppearance of the fully formed theme of the artist And
his model begins in Picasgp’s oeuvre in the mid—-1920s during a
period of renewed interest in the creative process. At that time
he used disparate styles,. fluctuating between an abstract

3
conception and a classical linear naturalism. Picasso Dbelieved

3
Penrose, Pigasso: His Life and Work, pp. 88-89, observes
that Picasso sought an inner vision that would consolidate the
discrepancy between seeing an object and knowing it, so the
artist could see and feel; understand and 1love even without
sight in the physical sense.

Picasso’s inexorable 1link between love and painting is
stressed, for example in Jean Paul Crespelle, Picasso and His
Romen, trans. R. Baldick, (London: 1969). For further on the
connection between love and art-making, see the cogent article
by Gert Schiff, "Picasso’s Suite 347, or Painting as an Act of
Love,” in Picasso in Perspective, pp. 163-167.

See Chapters Eight and Nine for additional consideration of
the manifestation of this ‘love’ in the artist and model theme.

4

Classicism in Picasso’s art is explored in: Phoebe Pool,
"Picasso’s Neo-Classicism, First Period, 1905-1906," Apollo,
LXXXI, (February 1965), pp. 122-127 and "Picasso’s Second Neo-
Classical Period, 1917-1825," Apollo, LXXXV, (March 1967), pp.
198-207; Anthony Blunt, "Picasso’s Classical Period (1917-
1925), " Ihe Burlington Magazine, CX, (April 1968), pp. 187-191;
and Jurgen Thimme, Picasso und die Antike, exhibition catalogue,
(Karlsruhe: 1974).

19
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CHAPTER ONE

these stylistic variations were not an end in itself, but the

means to convey his ideas: "

“If the subjects I have wanted +to express
have sugested different ways, of expression, I
have never hesitated to adopt +them....This
~ does. .not imply either evolution or progress,
but the adaptation of the idea one wants to

T express and the means to express that idea."”

5 (Emphasis added)

In 1926, the first.artist and model canvases were painted.

One of the earliest, The Artist and His Model, demonstrates

Picasso’s wuse of disparate styles to realize the confrontation
between art and reality (Zervos VII; 30). This work is a
flattened web of lines from which two forms emerdge: * a model on
the_left and a painter on the right (pl. 6). The hrtist, shown
bending over his palette, is comparatively naturalistic.

The treatment of +the model fluctuates between modes of
transcribing reality. The nude lies supine. Her swollen' hands
are crossed behind a head that had been reduced Lo a circle on a
stretched out neck. Within this round shape, a squarc contains
her face, her features marked with dots. The rest of the torso
dissolves into a skein of lines. Surprisinglf) out. of the
indecipherable tandgle that represents her body a real foot
projects toward both the paintér agd the piecture plane.

The treatment of the model contains Lhroe tLypes of

representation: the abstract, the schematic, and theo

naturalistic. The interwoven lines are compfately abstract, thoe

)
Ashton, Picasso on Art, p. 5. This is quoted from a 1923
interview with Marius de Zayas. .

—
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CHAPTER ONE

dotted facial features show a schematic. reduction, and
naturalism ‘is approached in the clear forms of the model’s foot.
The reclining made1~ has become confounded with her painted
image. -Each degree of representation reveals a different level
of reality. The naturalistic sugdests the actual model; the
schematic and abstract allude to her transcription into art.

The artist provideé the focus of the actioﬁ. He sits on a
chair with his legs crossed, concentrating on\dixing his paint
but he does not look at the model. Superimposed views of this
figur? suggest his movement as he works. These are“ an
overlapping profile containing his left vertically eye, another
form attached +to his right side shows a rear angle with a
profile d{rected awa& from the model, and a phanthom head which

rises out of his own looks toward the-model with large circular

eyes.
A

The +painting is diyided into sectors by the edge of the
artist’s canvas whichiforms a vertical, extending downward to
meet his elbow and leg. The studio space represented wityin is
pértitioned from the artist’s propped—up painting by a distinct
boundary made up of the round tack heads aligned with the edge
of"the painter’s canvas.

One side of the visual field shows the ﬁroduct ;k the
avtistic enterprise. The other half is a demonstration of the
process of creating ‘an image which is at ‘1e%st partially
discernible to the observer. \ .

. .

The formation of the\model on tﬁe artist’s canvas may be

charted by the dedrees of abstraction. This may be interpreted

. \
21 \
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CHAPTER ONE B

in opposite ways: one involves analysis, the other sythesis. In
the first, the artist builds up forms out of the sketchiness of
the abstract web, progressing toward greater intelligibility as
her emerging figuration advances from schema to naturalism. In
the second, the Qrtist abstracts and reduces natural appearances
in a way yhat is also consistent with Picasso’s analytic method
and his. assessmé&nt of his own art:

“There is no abstract art. You must always

start with something. Afterward you can

remove all traces of reality. There’s -no

danger, then, because the idea of the object
will have left an indelible mark.” 6

The process 1is a cycle of creation, destruction, and
7

recreation. First the image i1s formed, then it is broken down

into its most characteristic aspects. The result is a

transformation of +the model’s likeness into another kind of
4

reality—that of the artwork.

Picasso’s Illustrations of
) Balwac’s Le Chef d’Qeuvre Inconnu

i
f

| Picasso’s absorption in the problems of art and reality is

reflected -in his long-standing fascination with the ninteenth-

6 .

Ashton, Picasso on Art, p. 64. This is excerpted from
Christian Zervos, “"Conversation avec Picasso, ” Cahier d’Art, X,
(1935), pp. 173-178. \

7 -
The cyclic character of the artistic process in Picasso’s
art is discussed in Chapter Five. For the paradoxical dualism of
creation and destruction see Chapter Eight.

22
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( [ 4

century fable by Honoré de Balzac,"Lg Chef d’0O:uvre Inconnu. IR

1926 Picasso produced a number of woodcuts and etchings for a
8

deluxe edition of Balzac’s story published by Ambroise Vollard.

Picasso’s interest in Balzac continued long after his
9

illustrations. He made a series of portraits of Balzac in 1952.
Even as 1late as 1968 Picasso incorporated the image of Balzac
and references to his fable into a series of etchings known as
the Suite 322-10

Balzac’s Chef d’QOeuvre Inconnu embodies many elements

important +to the development of the iconography of +the artist
and his model theme. A br%ef examination of the fable and its
relation +to Picasso’s treatment of Ehe artist and his model

motif might be useful.
Balzac’s Le Chef d’0Oeuvre tells the story of a fictional

e

8
Picasso’s illustrated Le Chef d’Oeuvre Inconnu included
sixteen abstract  woodcuts based on - ink drawings  of
"constellations of dots connected by lines,” see William S.

Rubin, Picasso in the Collection of the Museum of Modern Art,

(New York: 1972), p. 127. As well, Picasso made a dozen etchings

especially for Balzac’s story. For the relationship between

Picasso and Balzac’s Le Chef d’QOeuvre see: Dore Ashton, A Fable

of Modern Art, (London: 1980); and Abraham Horodisch, Picasso as

a Book Artist, trans. I. Grafe, (Cleveland and New York: 1962}.
g

Block, 714-722. Picasso’s continuous high esteem for this
story - is reiterated in his recommendation in the early 12850s of
Balzac’s tale to one of his mistresses. See Geneviéve Laporte,
Sunshine at Midnight: Memories of Picasso and Cocteau, p. 12.

10 :

See Suite 347, numbers 91 and 100, for portraits of

Balzac, presented in Beryl Barr-Scharrar, "Scme Aspects of Rarly
Autobiographical Imagery in Picasso’s ‘Suite 347’," The Art

Bulletin, LIV (December 1872), pp. 526-527. Allusions to
Balzac’s novel may be found in numbers 99 and 344 of the Suite
347, and explored in Gert Schiff, "Picasso’s Suite 347,. or
Painting as an Act of Love,"” p. 166.

23
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¢

0Ol1ld Master painter named‘Frenhofer, wvho had worked for ten years
on the painting of a beautiful woman whom he loved as if she .
were a real person. He reluctantly unveils his masté¥piece to
two younger artists, Poussin and Pourbus, ‘on the pretext of
comparing the painted image to a living model. When the work is
finally revealed, the two young painters are horrified to
@iscover only an unintelligible wall of paint on fhe Master’s
canvas. The only remnant of the image buried beneath successive
layers ‘of paint 1is an exquisite foot which emerdes from the
chaos. When +the +two young painters confess. that they "see
nothing” Frenhofer éngr?ly dismisses them. The o0ld artist
realizes he has reached Géyoﬁd\the abyss in both painting  and

life, burns all his paintings during the night, and taen kills

himself.

Balzac’s Chef d’ Qeuvre Inconnu exerted a strong influence

on the imaginations of late nineteenth and early twentieth-
oehtury painters gnd poets.11 Such interest is not surprising
considering the story anticipates the dilemma of the necessity
of the artist to abstract from his experiences and to remain in
touch with daily reality which océupied the avant-garde artists
of the time.12 Picasso was no exception.

Echoes betweon Picasso’s artistic coﬁcerﬁs and the ideas

11 ]
Artists and poets who were influenced by Balzac’s tale
include Cezanne and Rilke. See Ashton, Modern Fable, pp. 60 ff.
1<
Dore Ashton, "Picasso and Frenhofer: The Idea of Modern
Art," Arts Canada, XXXVII (September-October 1980), p. 1.

3
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CHAPTER ONE

.13
expounded in Balzac’s story have been observed. Further

iparallels might be made bétween Balzac’s fable and Picasso’s
artist and his model theme. The first similarity concerns the
question of representation in art. Fienhéfer’s unintentional
foray into abséraction leads him into insanity. He sees &
beautiful nude; others see nothing. Long before total
abstraction in art existed, Balzac asserts that it not only
cannot succeed in communicating, but will plunge the
practitioner into the abyss of a self-contained world'where only

14
the artist knows what is before him.

The second influential aspect of Balzac’s Chef d’Oeuvre
‘lgggggg is the role of love.15 In a variation of the ancient
Pygmalian myth, Frenhofer is in love with (the painted image of
the beautiful courtesan. This is a passioﬁ that arose out of his

act of creation:

13 -
See Horodisch, Picasso as a Book Artist, and Ashton,
Modern Fable, pp. 31-39.

14

Picasso recognized this conflict as the source of the
tension in Cezanne’s art which influenced him dreatly. Ashton,
Modern Fable, p. 76, reports that Picasso reacted to the 19807
Cezanne retrospective by "drawing back from the Frenhofer-like
impulse to plunde into the abyss...." Like Cezanne, Picasso
realized +that even in abstraction the artist had to maintain
contact with the object. Nevertheless, she, p. 11, points out
that Picasso acknowledgdes the creative benefits of this

.conflict:

“What forces our interest is Cezanne’s
anxiety——that’s Cezanne’s lesson.”

15
On the role of Eros in the creative 1life of the

Surrealist circle see: Whitney Chadwick, "Eros or Thanatos--The
_Surrealist Cult of Love Reexamined,” Artforum, - XIV (November
1875), pp. 46-56; and Anita Coles .Costello, Picasso’s "Vellard
Suite”, (published Doctoral dissertation, Bryn Mawr College,
1978), (New York: 1979), pp. 71-110.
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CHAPTER ONE ‘

I "1 have lived with her; she is mine, mine
alone; she loves me. Has she not smiled at
me, at each stroke of the brush upon the
canvas? She has a soul—-the soul I have given
her....My painting is no painting, it is a

. sentiment, a passion. She was born in my
studio....It 1s not a canvas,, it is a
woman....l am a lover first, and then a
painter."” 16

<

The artist loves his painting because he created it--but

conversely, he also created it out of love. The othér aftists
also demonstrate the same passion for their works. The young
Poﬁssin’s model and lover complains he never looks® at her in thg
same way that he does his paintings.of her. This analogy between

loVe\ and creation is central to Picasso’s transformation of
. 17 »
reality into art.

The third aspect of Balzaé’s story reflected in Picasso’s
theme of the artist and his model is the image of the O0ld
—— _Master, Frenhofer.. Balzac presentéhhim_as the absolute artist.

In the description_of this fictional ﬁainter and of his studio,

&

Balzac likens Frenhofer to Rembrandt: .

“"The face was withered beyond wont by the
fatigue of years...set this head on a spare
and feeble frame, place it in a frame of lace
wrought 1like an engraved silver fish-slice,
imagine a heavy gold chain over the old man’s
black doublet....One of Rembrandt’s portraits

»

16 i
Honoré¢ de Balzac, "Le Chef d’ Oeuvre Inconnu,” in The
Quest For the Absolute, trans. E. Marriade (Philadelphia: 1889),
PP. 245-246.
17
Pl See William Darr, "Images of Eros and Thanatos in
. Picasso’s ‘Guernica’,” The Art Jourpal, XXV (Summer 1966), pp.
338—342& )

\
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CHAPTER ONE

"might havé stepped down from its frame +to
walk in an appropriate atmosphere of gloom,
such as the great painter loved." 18
Frenhofer became identified with Rembrandt who found a
place in Picasso’s art as the quintessential artist. Picasso’s

rendition of Rembrandt is found first in the 1833 otchings of

the Vollard Suite. He greappears in the 1963 artist and model

paintings, and becomes a continuous presence in Picasso’s art
) ’ 19
thereafter. Rembrandt-Frenhofer, as the archetypal artist, is
20

the exemplar of the creative. principle. In part this is

°

because he has "pushed beyond appearances” to exist in a state
) - . 21
of anxiety plagued by metaphysical doubts.

¥
The fundamental issues behind Balzac’s Chef d’0QOeuvre

Inconnu were also those Picasso was dealing with in his own art
in the mid-1920s when the motif of the artist and his model
first appears. In her cogent discuésion of Frenhofer and

Picasso, Dore Agbton suggests Balzac’s tale raises questions

18 ’
Balzac, "Le Chef d’Oeuvre Inconnu,” p. 225.
19 . .

The conflation of the persona of Rembrandt into the
motif of the Muskateer occurs after the mid-1960s. In these las
vyears of Picasso’s life the latter is also presented as a
painter, as considered in Gert Schiff, Picasso: The Last Years,
{New York: 1984), p. 31. A summdry of the relationship between
these two artists is found ' 1 Janie L. Cohen, "Picasso’s
Exploration of Rembrandt’s Art, 1967-1972," Arts, LVIII (October
1983), pp. 119-126.

20

For further on the ' connection between Picasso and
Rembrandt, consult Chapter Seven. \

21
Ashton, Modern Fable, p. 28. Picasso’s anxiety has

been extensively documented. See, for example, Héléne Parmelin,
Picasso Plain, trans. H. Hare, (New York: 1963), pp. 56-60, who
comments p. 60, +that "Picasso suffers when he is working and-—
when he is not working. "™

27
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.'which also concerned Picasso.

"What is a painting? Is it an image? A
creation? An extension of the self? A
detached object among objeets? ...where 1is
the painting? Does it hover between artist
and observer? Is it in the material of the
image itself, discrete from all else in the
world? Or 1is 1t rather 1lodged in the
,- obsessive imadgination of the artist and
, purely represented so that none but the
creator can truly recognize it?" 22

In addition to being applicable to Balzac’s story, Picasso

also embedded these problems with their paradoxi ‘answers into

his iconography of the artist and model.

23

of Le Chef d’Oeuvre Inconnu dornot follow Balzac’s

However, a few of these etchings‘gfe closely related to concerns
which became integrated into the artisf and his model theme as a
whole. A brief 1look at one of Picasso’s illustrations
accompanying Balzac’s tale shows how Picasso intgrpreted the
French aufhor’s notion of the transformation of reality ipto
art.

A print designated as number eight out of the series of

22
Ashton, Modern Fable, p. 90.

23 -
' The single exception to this is the print Painter with
,MQQQI Knitting which shows an artist painting a skein of 1lines
reflecting the abstract movements of his knitting model, as
noted by Alfred H. Barr Jr., Picasso: Fifty Years of his Art,
(New York: 1946; rpt. 1980), p. 145, and repeated inh Rubin,
Picasso in the Museum of Modern Art, p. 127. It should be noted,
however, that only the abstract representation of a naturalistic
subject bears any resemblance to Balzac’s story which makes no
mention of a clothed, . mature, knitting model.

=
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thirteen etchings publishéd by Vollard shows four overlapping
imagdes, each one receeding further into the picture space (pl.
7). Closest on the left is the model who watches while the
artist, his back to her, paints a nude on the canpvas before him.
This painting faces outward so that the viewer(can contrast the
painted and the living nude. Behind the canvas, an& partially
hidden by it, is a life-like portrait bust whose heaé is angled
outwarci toward canvas, artist, and model. The two living forms
on the left are distinguished from the two artifacts on the
right, tu%ned td@ard us, the observers. In a subtle cross—-fire
of directed looks, the model and sculpture located at the
extremes of left and Fight, foreground and background, bracket
the action. The nude considers .the work in progress, whilé the
sculpted head seems to watch the artist. In this way multiple
- levels of awareness arée suggested. Each oné confronts the
artwork and partakes of its complex transformation.

The artist 1in Picasso’s eighth illustration to Balgac’s

tale is placed literally between the model and his painted image

of her. Like the Poussin in the Chef d’0Oeuvre Inconnu, the

bearded painter in Picasso’s‘print does not respond to his
companion. Instead his attention is absorbed by the painting.
The artist turns his back on the living form in favour of the
created image. Picasso recognized %hat in Balzac’s story, it was
Frenhofer’s attempt to select all aspects of reality that led
him to his tragic failure. As Picasso e#plained:

¢ . '%%at’s the marvelous thing with Frenhofer in

the Chef d’Oeuvre Inconnu by Balzac. At the
end, nobody can see anything except himself.

29
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Thanks to the never—-ending search for
reality, he ends in black obscurity. There
x are so many realities that .in trying to
encompass them all one ends in darkness. That
is why, when one paints a portrait, one must -

Lo stop somevhere, in a sort of caricature.
Otherwise there would be nothing left at the
end. " 24 "~
r . ) ] o ] L. : ) . .
1 ; Similarly, Picasso’s 1living and painted nudes in this
; eighth illustration to Blazac s tale present a dialectical
: opposition between styles (pl. 7). The real model is drawn in a
simplified classic contour; .the painted image 1is submerged
behind a cross-hatching of dynamically andled swirls. The same
kind of transformation was also apparent in the painted model in
. the 1926 Artist andohis Model (pl. 6). In Dboth, Picasso
reiterates Frenhofér’s inJjunction: *
"The aim of art is not to copy nature, but to ,
express it. You [the artist] are not a,
servile copyist, but a poet...we must detect
. the spirit,, the informing soul in the
. appearance of things and beings."” 25 °
Balzac’s words are similar to certain statements by
:Picasso, such as: “Nature is one thing and palntlng is quite
26 .
another. Painting is the equivalent of nature, ” They also
. 27 .
reflecp Picasso’s. life—-long association with poets. This
24 ' ' .
‘Ashton, Modern Fable, p. 92.
25
Balzac, "Le Chef d’Oecuvre Inconnu,"” p. 229.
26 .
ﬁ\xn Ashton, Modern Fable, p. 18. ‘ .
27 . .

Picasso’s life-long friendships with poets such as Max

Jacob and Guillaume Apollinaire and later with Surrealist 'poets,
. for example, Louils Aragon, Paul Eluard, Philippe Soupault,

‘Michael Leiris, Roland Penrose, and René Char, many of whom

N
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-

appreciation ‘of the poetic imagination and its importance 1in

works .of art is reflected in his complaint:

9

"so many painters have forgotten poetry in their
painting--and it’s the most important +thing-
poetry." 28

The Artist and His Model Paintings:
1927-1928

The influence , of those poets, writers and artists who
. 3 “ ’ - 29
embodied what became known as the Surrealist movement

s

©

-later wrote about Picasso and his art. See for example Penrose,
Picasso: His Life and Work, pp. 246 ff., and passim, also the
selections by Leiris, Aragon, and Char in Gert Schiff, ed.
Picasso in Perspective, The Artists in Perspective Series
(Englewood CllffS, New Jersey: 1976), pp. 140 ff., 151 ff., and
168 ff.

28

Ashton, Picasso on Art, p. 128. This statement was first
made to Daniel-Henry Kahnweiler, ' "Gesprache mit Picasso,” in
Jahresring, LIX-LX (1959), pp. 85-98.

29 ’

Anna Balakian, Apdré Breton, Magus of Surrealism,. (New
York: 1971), p. 149;. see especially the chapter on "Surrealism
and Painting,” pp. 148-159. Picasso’s continuing friendship

-with André Breton is documented among other places in Penrose,

Picasso: His Life and Work, pp. 247-250, 279-280, and pg§§;g s
who repeats, p. 249, Breton’s comment that "reality...is not
just what is seen, and the painter should in consequehce refer
to a model which ¥~ purely interior."” Published by André Breton
in hig article on Picagsd, "Le Surrealism et la Peinture," La
Révolution Surréaliste, IV (July 1925).

Picasso’s seminal foray into primitivism, the Demciselles
d’Avidnon of 1907, was first reprodqced eighteen years after it
was painted, in the Surrealist .review La Révolution Surréaliste
of 15 July 1825. In fact, . according to Penrose, Picasso: His
Life and Art, p. 248, “it was due to Breton that the - painting

was unearthed where it lay rolled up in Picasso’s studio and set

“up in a place of honour in the Paris house of Jacques Doucet who

bought it for his collecdtion.’

.
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*CHAPTER ONE

stimul?ted an already active interest in the metamorphosis of
forms and concern with the creative procéss that characterizes
the artist and model theme. Although not an official member,so
Picasso enriched his art with a renewed depiction of inner
aspects of experience chat recalls what Robert Rosenblum
describes as “both the unsettling power of African Negro masks
and the iconic stafe and intensity of the Romanesque frescoes of
Picasso’s native Spain."31 Rosenblum has 8120 observed the
emergence of the theme of the artist and model, citing a

connection between Picasso’s "fathoming of concealed...forces”

and this transformation of the artistic process into "something

.

30 .
See John Goldingd, “Picasso and Surrealism,” in Roland
Penrose and John Golding, eds., Picasso in Retrospect, (New
York: 1973), pp. 77-121; William S. Rubin, Dada, Surrealism, and
Their Heritade, (New York: 1968), pp. 124-127, and paggim.
Wilhelm Boeck and Jaime Sabartés, Picasso, (New York: 1955), pp.
193-194, contend that just as Picasso had absorbed other art
forms, he took from Surrealism only elements that would prove
enriching for his own work, in particular' the concept of
metamorposis and the attendant unleashing of creative-energdies.

In the conversation between Roland Penrose and Dominique
Bozo, "Picasso: The Surrealist Realist,” p. 30, the re-
evaluation of reality inherent in Surrealism 1is seen as
Picasso’s guiding principle:

"Picasso saw the dreams of the Surrcalists as
a part of reality not an escape from it....So
Surrealism, for him, was freedom within
reality...for me, he’s a Surrealist until the
end. . .[al] Surrealist-realist, 1if you can mix
terms like that. Let me quste you a little
saying of Apollinaire’s, “One will néver
grasp reality once and for all; the truth
will always be new,” That’s it isn’t it. "
31 .
Rosenblum, "Picasso as a Surrealist,” in Jean
Sytherland Boggs, ed. Plcagsg and Man, exhibition catalogue,
(Toronto and Montreal: 1964), p. 15. This statement was made in
respect to his 1926-27 Seated Woman, but is applicable to other
works of this period. /
' /
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- -
magical and incomprehensible, as if Picasso were trying to seek

out the ritualisti¢ mysteries associated with the dawn of
32 -

art."” As a result Picasso used conceptual means to express the

' 33

rez;lity inherent in things.

Picasso’s anatomical experiments a'_b this time may be
categorized -according to a number of_ types: analogous forms
which stress resemblances between the two figures, sexual double
entend;_g‘ vhich substitutes sexual organs for otuer parts of the
body, and sculptural forms which are transfc;rmed into paint.
These complex 1imagdes represent a 1alt'xguage of “"multiple
metaphors"” tk;at is evocative and poetic‘, recalling the same
erotic m.agic found in both Surrealist poetry and in Picasso’s

34
own writings.

32 . ‘
Ibid., pp. 15-16.

33 ;
One such case was during a conversabtion between Picasso
and André Wernod, "En peinture tout n’est que signe, nous dit
Picasso, " Arts, (Paris) XXIII, (June 29, 1945) pp. 1-4;
extracted in Barr, Fifty Years, p. 241; guoted here from Ashton,

Picasso on Art, pp. 18-19:

"I’ve put 1n this still-life a box of leeks,
all right, 1 wanted my canvas to smell of
leeks. I insist on likeness, a more profound
likeness, more real that the real, achlieving
the surteal. This is the way I understood the
word surrealism but the word had been used
quite differently....”
34
Cited in Hosenblum, "Picasso as a Surrealist,” p. 16.
On the subject of Picasso’s poetry see: Roberta Carasso, The
Published French and Spanish writings of Pablo Picassg with
English Translations, (unpublished M.A. thesis, Hunter College
of the City of New York, 1964); Clive Bell, “"Picasso’s Poetry, "
in Gert Schiff, ed. Picasso in Perspective, The Artist in
Perspective Series, (New York: 19768), pp. 86-87; Jaime Sabartés,
Picasso: An Intimate Portrait, trans. A. Flores, (Londom: 1943),
pp. 166-173;y and Lydia Gasman, Mystery. Magic and Love in
Pigasso, 1925-1938: Picasso and the Surrealist Poets,

_—m
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CHAPTER ONE

In The Studio of 1827-28, the artist’s body is reduced to

a two-dimensional triangle (Zervos VII;142). This pointed torso

°

is a counterpart in paint to the innovatiye open work wrought
iron and wire sculptures Picasso was also working on at the time
(pl. 8).35 Th= wvertical alignment of the artist’s eyes 1is
repeated 1in the white plasﬁer head which rests on the table
facing the artist sugdgesting an analogdy between the plaster head
and the artist.

The fine balance in The Studioc between the illusion of

reality and 1its <transcription into art has been commented
36 -
upon. This has led to a réading of The Studio in symbolic

terms based on the symmetry of 1its composition which 1is

understood ‘as an equivalence between reality and its reflection
37
in art. William Rubin describes the juxtaposition of artist

(unpub11°hed Doctoral dlssertatlon, Columbia Uﬁiversity: 1981),

passim.

35
. See the Project for a Monument, 1938, I1llustrated 1in
Rubin, Picasso in the Museum of Modern Art, p. 223. .

36
As in Rubin, Picasso in the Museum of Modern AOrt, p.
223; and Lucy Lippard in the Catalogue of The Sidney and
Harriet Janis Collection, (New York: 1872), p. 16. Robert
Rosenblum, Cubism and Twentieth-Century Art, (New York: 1976),
P. 290, describes The Studio’s "varying dedrees of reality and

“11llusion."”

37

Gasman, Mystery., Magic and Love in Picasse, p. 1129,
This may be compared with +the original use of the term
‘*Surrealism’, coined by Guillaume Apollinaire who callrd it "an
invention after nature which in fact cercates s new reality.”
Quoted from Rosalind Krauss and Margit Rowell, Joan Mird:
Magnetic Fields, Exhibition catalogue, (New York: 1972), pp. 74-
75. As explained in Wilhelm Boeck and Jsime Sabartés,  Picasso,
p. 512, Picasso enjoyed a close friendship with Apollinaire from
1905 until the latter’s tragic death in 1918.

34

ey



CHAPTER ONE

and creation as an "alleéoqy of the relationship of the artist
to reality."38 The Studio has also been interpreted as a
correspondence’ Setween life represented by the ar@i;t, and his
image embodied in the plaster pust.sg Gasman points out the

similarity in appearance between the painter and the sculpture
that is his moé S concluding that the analogy between
iconcgraphic and formal elements reflects Picasso’s conception
of the “"painting as a magic object, connected...to the real
world outside its confine;.“4o It péssesses what Picasso’s
friend, Lacan, called "la peinture du dompte regarde," that is,
a painting that ‘looks’ back at and intimidates the viewer.41

A similar concurrence of artist, model, and sculptural

forms 1is seen in the Painter and Model, .1928 (Zervos VII; 143,

pl. 9). The model has the same three vertically aligned eyes

.imposed .on a profile as in The Studic. She may not be a ‘real’
42 -

figure, but a sculpted bust propped on a stand.

38
39 o - !

Gasman, Mystery, Magic and Love in Picasso, p. 1129.
Chapter Five also explores the significance of this sculpture,
in relation to the artist and his model.

40

Ibid., pp. 1129-1131. The impact of these beliefs on
Picasso’s representations of the artist and _model theme are
considered in Chapter Nine. ;

41
Gasman, Mystery, Magic and Love in Picasso, p. 1135,

quoting from Lacap,_—ié Seminaire, Livre XI, —5T~ 100. Like
Picasso’s 1957 variations of Veladzquez’ Las Meninas, Picasso
suggests +the co-extension of pictorial and external vital
spaces, see lbid., p. 1131.
42
Rubin, Picasso in the Museum of Modern Art, p. 130.
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The artist’s face, 1like that of the model, is an angular
profile with similar vertically aligned efesh His head clogaly
resembles Picasso’s drawings for his painted metal sculpture,
Head, of 1928 which was built up on a tripod (pl. 10).43’ The
torso of both the artist and sculpture consist of an inverted
triangle. Both share an indented "halo” patterned after the
he9ddress of a Bakota reliquary sculpture. This aura-form ;was
again uged in the artist figures in a series of drawings of

44
March 30, 1928.

" The image the artist creates is surprisingly not the
angular form the viewer sees, but a beautiful classically drawn
profile. The Jump from moéél .o painting has facetiously

reverted the image back to patural -appearances. The contrast in

styles 1is all the more startling since Picasso transgresses an

“

idiom of his own npaking. The abstraction establishes "an

alternate reading of reality indicating, as Rosenblum concludes,
45
"that pictorial means are as real as pictorial ends.” One

interprets the diagramatic figures as equivalences: a triangle

43 L
The Head, 1928 and its sketch is illustrated in Rubin,
Picasso in the Museum of Modern Art, p. 224. For a brief
description of the triangular positive and negative shapes in
this sculpture see [bid., p. 130.
44

Zervos VII; 144, 146. See Gasman, Myslery, Megic and
Love ip Picasso, p. 1141. Easter Island art is also related to
the Artist and His Model of 1927, see Timothy Hilton, Pigauso,
(New York: 1975), p. 161 and illustration 116.
A5 . '
Robert Rosenblum, "The Unity of Picasso,” Partisisn
Review, XXIV (Fall 1957), p. 595.
This concept of the levels of reality is also explored in
Rudolif Arnheim, Picasso’s Guernica: The Genesis of a Paigtind,
(Berkeley and Los Angeles: 1962), pp. 72, and 301, note 74.
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is acccepted as a torso, an oval for a head, etc. However, the
naturalistic profile challendes that reading and sets up a witty
interpléy between what is usually two mutually exclusive modes
of visual ndtation. That the more naturalistic element should
appear on the painter’s canvas is an additional irony.

There is another dimension , to this ‘parody =~ between
interpretations of reality. If the model is viewed as a sculpted
bust, then the suggestion 1is of +the transformation from
sculpture to painting. The artist sees the form%Panew and refers

the abstraction back from whence it came. -

One of the most unexpected aspects of Painter and Model are

the sexual allusions which Picasso interjects into various parts

of the artist’s.figure. His mouth is analogous to a vaginal

A ) -
opening with parallel lines indicating small hairs on - either
side. This same vaginal-mouth form is depicted in a sketch

Picasso made for his metal sculpture. Rubin has- observed that

"~

the artist with the vaginal mouth is a replica of the awesome

female Figure executed at about the same time as Painter and
46

Model. In addition, the painter’s arm has what has been
) } 47

described as a "rigidly phallic character.” In both . these

respects the forms of the artist incorporate male and female

46
Rubin, Picasso in the Museum of Modern Art, p. 130.
According to Gasman, Mystery, Magic and Love in Picasso, bp.

1140, +the artist with vaginal mouth and the figure were merged

in an unpublished work, Picasso’s c. 13827 Femme A la Palette et
aux Pinceaux, Picasso Family Ar’chives, no. 12473.

47 , -
Rubin, Picasso in the Museum of Modern Art, p. 130.
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CHAPTER ONE

48

sexual attributes.

contacts

Sources

with such Surrealist artists as Mireé and Dali

¥

for this sexual displacement méy be Picaéso’s

49
. Both

Spanish artists_ incorporated sexual forms into their works. Mird

in

this period,

particular is an acknowledded influence on Picasso’s art of

sexual imadery, as Picasso explained:

"Actually it isn’t anything more than a
question of signs. It has been agreed upon
that a specific sign represents a tree,
another a house, a man, a woman; exactly as
~in’ a language the word ‘man’ evokes the image
of a man, the word ‘house’ and thisz in all
languages althoudh in everx,language the word
varies. It’s an established convention, we
communicate by the use of these signs.” 50

"The Myth of the Androgyne, " Artforum,

48

38-45.
mouth

with male sexual attributes.

Ibad.

especially in the realms of sign-making and use of

For a further discussion of the representation of
male and female attributes in one figure,
Nine. On

see Chapters Three and

androgynous forms .in Surrealist art see: Robert Knott,

XIV (November 1975), pp.
The converse of the male artist seen here with a vaginml
is also found in Picasso’s art, that is, female figures
Examples are Picasso’s Boisgeloupe

sculptures based on Marie-Therese Walter which are characterized

by phallic shaped noses and the 1932 The Dream vhich
superimposes a phallic shape over her face. The latter 1s noted
in Linda Nochlin, “Picasso’s Colour: Schemes and Gambits, " Art

in America, LXVIII (December 1880), who reflecta, p.

"split face can be read...as a violet penis being kissod, or
dreamed about...."

the

49

!

The reciprocal influences of Picasso and hag

compatriots Dali and Mird are discussed 1n Krauss and

Magnetic

Disguised
(unpublished Doctoral dissertation,

PP.

art

178, Lhat

young{or
Rowell,

Fields, pp. 126f.; and Linda Jane Frank Langston,

Double Portraits in Picasgo’s Work., 1925-1962,

55-58 and 60-63.

50

Quoted from Ashton, Picasso on Art, pp. 18-18.
This also reflects Surrealist
should be the vehicle by which

Stanford University, 1972),

convictions tthat "8 work of
the artist and spectator are

brought before a sign which is. not the pere substitute for a

38



CHAPTER ORE

Another origin for the sign—léngUage which facilitates
these sexuél displacements may have evolved from Picasso’s
contact with Neolithic and Oceanic artifacts. Both these
‘primitive’ arts reduce forms to schemata. On shields from
Oceénia, for example, facial features are equated with sexual
members. The images from tribal art with its ideogramatic and
schematic forms, provided‘Picasso, 5\lvho owned several of these

objects, with his-visual vocabulary. :

Like The Studio, the- - 1928 Painter and Model uses the

symbolic symmetry to cement the analogy between the realm of art
52 ,
and the realm of +things. The peculiar reversal of the

distorted. model into a serene classical profile shows as

Rosenblum states, the substantiality of these "unreal creatures,

whereas +the unreality of the work of art is a prosaic profile
: ‘ 53
that Dbecomes...far more life-like than its living creator.”

The greater reality of the painted profile may be interpreted as

&
as a comment on the supremacy of the ‘other’ reality in art, the

thing, but the thing itself. ™ Quoted from Charles E. Gauss, "The
Theoretical Backdrounds of Surrealism, ™ Journal™ of Aesthetics
and Art Criticism, II (1943), p. 40. Picasso’s integration of a
secret code of word signs is explored in Adam Gopnik, “"Note on
the First Appearance of Marie-Therese Walter in the Picasso
Theatre," Marsyas, XXI (1981-1982), pp. 57-60.

51

Affinity of the Tribal and the Modern, vol. I (New York: 1984},

pp. 241 ff.
52 -
Gasman, Mystery, Magic and Love in Picasso, pp. 1138-
1139. . .
53 T

Rosenblum, Cubism and Twentieth-Century Art, p. 90.
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CHAPTER ONE

analogy of life and art, and the two-way transfofmatiﬁn of the
54
‘unreal’ into the ‘real’. .

1

54 - ]
. Picasso’s term for this transformation is
‘metamorphosis’. Parmelin, Picasso Says, pp. 76-77, explains
Picasso’s meaning of the word by recalling the time Picasgso was
talking about his bicycle and saddle which he joined together in
1943 to make his Head of a Bull (Spies, 240). Picasso was
imagining what would happen if after he had made the object he
decided to
Ed

“"Throw it into the street, into the gutter,

anywhere, but throw it away. Then a workman

comes along. He picks 1t up. He thinks that

with this bull’s head he could perhaps make a

saddle and a set of bicycle handlebars. And

he does it... That would have been

magnificant. It is the gift of metamorphosise.”

For a gdeneral exploration of the significance and
extent of the notion of metamorphosis in modern art see the
essay by Dore Ashton, "'A Mobile Life in a Changing World’:
Metamorphosis as an Artistic Principle,” in A Readind of Modern
Art (Cleveland: 1969), pp. 69-79. -

/ 40



CHAPTER THO

OBSERVATION AND CONFRONTATION
IN THE ARTIST’S STUDIO, 1953-1958

The studio is an important place for Picasso. 1I% is his
retreat from the inquisitive world, and a private domain where
day or nigﬁt-he is the r;aster.1 The -emergence of L’Atelier as a
theme occurred in the 1950s when Picasso concentratedb on
signaling and ~defining its significance as the locus of the
encounter between artist and artifact.

This chapter centers on the observation and confrontation
common to the related themes of ‘the StUéiO’ and ‘the artist and

model’. The emphasis on the vicissitudes of seeing will be

examined 1in three main groups of works: The Verve Suite of

1 .
Picasso chose his studios with care. For example, he took

his studio at 7 rue des Grands—-Augustins, the precise setting of
Balzac’s Le Chef d’Qeuvre Inconnu, described in Gilot, Life with
Picasso, pp. 17-18. i

As recounted in Penrose, Picasso: His Life and WHork, bp.
401, Picasso increasingly felt himself hounded by the public.
After 1954 and his move to the studio known as La Californie, he
secluded himself within his ‘studio-homes’. It is therefore no
coincidence that the en:jgzpment of the studio as a theme in

Picasso’s art manifested itsélf at the same time that this space
assumed greater importance in his life. - .
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drawings, the Atelier paintings and drawings of 1955, and the

1956 canvases cof Atelier and Femme dans 1’ atelier.

Art and Reality in The Verve Suite

-~

In a period™of deep personal conflict Picasso {ncluded the
- 2

theme of the artist and his model in a group of 180 drawings.
These are known variously as the Suite 180 or the Verve Suite
3

after the publication in which they first appeared.

e

The Verve Suite 1is a chronicle of the studio life of the -
4 ) )
artist constituting a visual encyclopaedia summarizing the dame

of artistic creation to be explored throughout Picasso’s
5
oeuvre. The Suite - narrates with an emphasis on seeind,
2
See Michel Leiris, "Picasso and the Human Comedy or The
Avatars of Fat-Foot," and Louis Aragon, "The Verve of Picasso,"”

both in Schiff, ed., Picasso in Perspective, PP. 140-150 and
151-157. See also John Berger, The Success and Failure of .
Picasso, (Harmondsworth, England: 1965, rpt. New York: 1980),
pp. 186 ff. )

3

Aragon, “The Verve of Picasso,” p. 1b1l, notes the first
exploratory drawlngs are dated November 27-28, 1953. Picasso
then neglected the subject for 19 days returning to it for 16
days (December 16-26) during which he made more than 8 drawings
per day. His most productive time was a period from January 3-
10, 1954 in which he created 18 per day. .
4 -
Mary Matthews Gedo, Picasso: Art as Biography (Chicago
and London: 1980), p. 220, is of the opinion that altbhough they
are related in theme and chronology there is no evidence that
these drawings were consciously planned as a series.
5
Consult Michel Leiris, "The Artist and His Model,” 1in
Roland Penrose and John Golding, eds. Picasso in Retrospect,
(New York: 1973), pp. 250-258 and 261, for an elaboration of
the self-criticism implicit in this Sujte. Also, Leiris, "Huwman
Comedy, " pp. 146-149,
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appearances, and reality. The basis of this activity is the
function of sight as a creative agent. A brief look at four
drawvings from +this many-faceted series will .foc;us on two

relevant aspects of the Suite: +the idea of confrontation, and

&
the encounter between art and reality.

Confrontation in The Verve Suite: A fundamental opposition

is inherent in those compositions in which the protagonists face
’ 6

each other, separated only by the profile of éasel and_ .canvas.
The male painters and their female models 'ai‘ei like a couple
endaged in an exchange that is a confrontation with an erotic
undercurrent. The space is charged with tension as the paintér
tr:ansforms Ehe m::dél’s image, affirming the gu}f between art and
reality. ! ) }

The illumination of these two figurizs often enhances this
oPPQsition.S The ‘separation is seen in the first drawing ofo
January 7 (Zervos XVI; 15;8). The artist‘is seated, subrz;erged in )
shadow (pl. 11). He is drawn 1in heavy chiqaroscuro so that his
upper toriso v\;ith extended arm and face is | darkened. Of"

particular note is his angularity--especially his knees,. his

|

6 .
As in for example, Zervos XVI; 14 and 177.- .
7
This erotic/ tensiom—is presented in Leiris, "The Artist
~and His Model, " . 248,

The confrontation implicit in this series is characteristic
of other themes in Picasso’s oeuvre as well. See, for instance
the discussion op the "Bullfight” in Luis Miguel Dominguin and
George Boudaille,/ Toros y Toreros, (New York: 1980), p. 24-25.
Klaus Gallwitz, |Picasso At 90: The Late Work, (New York: 1971},

p. 162,5 further |considers Picassd’s series of a cat and a cock,

. made at about the same time, as belonging to this context.

8 .
Zervos XVI; 158, 166, and 171.
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elongated arm, the brush that touches the canvas along its right
edge, and the distinctive manner in which the ecasel leds
overlap and embrace the'model.9 Only a spot-light discloses his
form and highlights his face and painting hand. The painter is,

as Michel Leiris points out, “the man who paints pictures is by

definition a witness or voyeur, ...[hel only exists in terms of
10

. his paintings. " In contrast,%the model is_ well 1lit and stands

out . sharply against ype dark background of the studio. The
dark/light polarity highlights the distinction‘between observer

and observed.

Opposition of Art and Reality: The Verve Suite includes a

HI
b

commentary on non-representational painting. This is- similar
to the paradox between the distorted artist and the beautifully

wrought profile in The Painter and his Model of 1928 (pl. 6).

Several works in the Sujte, as the January 19, 1954
drawing, show an abstract swirl of linear configurations on the
painter’s canvag which is scrutinized by - crowd of
‘connoisseurs’ (Zervos XVI; 189). One ‘expert in small details’

studies: a corner, and critics admire and discuss the painting

9 .
These qualities resemble the drawings of artist and
model Picasso 1llustrnated in Eugenio d’Ors, Pablo Picasso,
(Paris: 1930). The drawings contained in this book are not
illustrated in Zervos. The critical attitude of d’0Ors  towards
Picasso’s art is discussed in Eunice Lipton, Pigasse Criticism
1901-1939: The Makind of an Artist-Hero, (New York: 1976), pp.
256-260. ‘
10
Leiris, "The &4rtist and His Model,” p. 251.
11
Zervos XVI; B2-85, and 189-193.

- -
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12 'E.
(pl. 12).‘ In the corner at the back of the room a solitary

nude sleeps .unnoticed. Her elegant, linear arabesque conception
[N
contrasts with the indecipherable abstractions under scrutiny,

Like Balzac’s Le Chef d’0Oeuvre Inconnu, Picasso uses this -

opposition of styles’ to satirize the crowd’s preference for
olﬁ::scure art. Beauty, represented by the model, is dormant both
in abtﬁality and’'in their mindsﬂ.

E
~ X

The confronting fjgures occasionally disguise their faces
with masks as . in the drawing of February 3, 1954’ (Zervos

13 )
XVI; 239). The players in this encounter assume +theatrical

double identities (pl. 13). They either reveal themselves, ‘or

allow the mi:sks to reveal afx‘otherl truth--the inner character of

each other. Tk'xis &encounter paradoxically both reveals and

conceals. On the surface the fiéures engage in.a light-hearted
) '

dance with a serious intent--intimating the polarities between

truth and falsehood, reality ad illusion.

The in rcessi;m between art and actuality 1is realized by
tbe‘ inclusidn of an additional element into the artisf, easel,
model triad.\ This is the sculpted head as seen in a drawing of
January 11, 1984 (Zervos XVI; 178)." This sculpture is like a
living form, 'acting as a mediator between an obes'e artist and
“two mgdes,' one young with a straight posture, thf‘: other older

and bent (pl. 14). Like many of the similar heads in the 1963

12 -
Leiris, “The Artist and His Model,” p. 249; and
+ Gallwitz, Picasso at 90, pp. 163. '

13 - -

Also, Zervos'XVI;‘226, and 237-241.

L]
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o

artist and model paintings, the sculpted head looks out at the
spectator;14’ Botﬁ the artist and this portrait bust smile,
recognizing the irony of the contrast between the two women. In
this way the viewer, the painter, and the sculpture acknowledge
the cognizance of the inevitable effects of time. The sculpted
head - assumes tﬁo identities. It is a mirror reflection ;f the
viewer on the other side of the picture plane, and the painter

oy 15
who faces it. Thus the artist becomes the onlooker.

g\__’,__——— The Suite 180 has a strong narrative quality. Like a

theatrical presentation, the characters  are staked out, the
} 4 /

space ‘1s defined, and the plot progresses through a period 1in

the lives of great and minor‘artists. These men are similar to
] 16

Picasso, public figures with complicated private lives. While

none are actually Picasso himself, scholars agree that an aspect

14 .

In certain drawings in this series one can trace  the
emergence of the imagdery connected with the studio which will
lat&eér be developed. ~ For example, in those drawings where the
studio space is shown, the barred window behind the artist
(Zervos XVI; 166, 186-187) or the sloping window behind the
model as. in the ink drawing of January 7, 1954 (Zervos XVI;
158). A . ’

15
Leiris, “"Human Comedy,"” p. 149, also makes this
observation: ) \
. “...the artist had been caught in his own .
trap and. since his metier _ was to render
others’ figures: he too had come to exist only
“in, so to say, .the figurative sense, as a -
supernumerary, an onlooker, . a shadowy
~ presence...." E
16 .
* -John Richardson, “Picasso’s Ateliers and Other Recent

? Works, " The Burlington Magazine, XCIX (June 1957), p. 185.

[}
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of him is present in all the painter% he creates. Art 1is

always the mistress, and its core is reality. The Suite, 1like
the artist and model themé of which it is part, is centered
around the vicissitudes in the studio and the painter’s double

4

confrontation with actuality and its image.

Picasso’s Atelier, October-November 1955

' In October 1955 Picassb bedan a series of paintings of

L’Atelier in which neither painter nor model are present.

Instead they show the room 1itself, empty except for the

ébparatus of the artistic process. The studio is not simply
18 . :

descriptive, but emblematic of its vitality as the center of

R 19 »

the artist’s creative 1ife.

The scene is PicassqQ’s own studio in the 1living room of the
l -

17
See for example Leiris, “Human Comedy,"” p. 147; and
Heéléne Parmelin, Picasso: The Artist and His Model, (New York:
1965), p. 13. Leiris, “Human Comedy,"” pp. 145 and 147,
also points out that this involves what he calls:
“both sides of the picture: the great artist
as a figure of fun and the mountebank as a

man of sorrow....everything hinges on this
give-and—take between appearance and
reality...." /

"18
Gallwitz, Picasso at 90, pp. 102-112, surveys the
pictoral development of the theme of the "Sbudio,” noting bp.
105, +that its emergence was linked with the painter and model
theme, “one motif contributed to the stronger profiling of the
other. " ’
19 _
or a discussion on the character of +the emblenm
in Matisse’s Red Studio.see John Elderfield, Matisse in the
Collection of the Museum of Modern Art, (New York: 1978), pp.
86-89. Jhe emblematic character of the artist and wmodel

paintings is considered in Chapter Eight.

©
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mansion known as La Californie located outside of Cannes in the
south of France. The art nouveau architecture represented in
the painting; is ;vident in the three dominating curved windows,
as re&ealed in fhe many photographs taken there.20 Throughout
the ~series these openings, with their ornamental iron railing
and palm trées beyond, assume an antbropomorphiq presence in the
empty room. ) ]

The space of the studio is the centre of Picasso’s private
world and is carefully controlled to suggest the energetic
activity that occurs within it. It is also the focal point of
his enterprise21 as evident in the most colourful, decorative
and elaborate work of the series dated November 12, 1955
(Zervos XVI, 496). The originally vertical format (as in pl. 16)
becomes horizontal, widening the room and dividing it like a
triptych enfo}ding the spectator (pl. IS)UJInterior and exterior

merge. Laterally, the windows and ﬁhe trees tha% they enframe

are given a concave shape. The garden, joining with the
22
furnishing, appears to have been "blown into the room."” The
20

Illustrations of Picasso’s studio at La Californie can
be seen 1in both film and photograph. An example of the former is
Federic Rossif, Pablo Picasso peintre, (France 1982). Two of the
many visual records of Picasso’s artistic and personal life
which show his studio at Cannes are Roland Penrose, Portrait of

Picasso, (1956; rev. and enl., New York: 1971), plates 227-229;.

and David Douglas Duncan, The Silent Studio, (New York: 19786),
plates 30-31. »

Descriptions of Picasso’s life at La Califorhie are also
found in Heéléne Parmelin, Picasso Plain, trans.™ H. Hare,

!
(London: 1959), pp. 61 ff. . {J
21
Richardson, “Picasso’s Ateliers,” p. 186. (
22 U \\
Ibid.
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spectator is simultaneously pulled into the picture space and
into the artist’s orbit.

Inanimate presences which populate the empty room are +the
artist’s chair, often with his palette and brushes on it, and a
plaster sculpted head resting on a plinth. Other objects aré a
wine skin flask hanging from a nail on the wall, a cast iron pot
on the floor, a wrought-iron art nouveau ornamental stork, the
edge of a trumeau, and a ca}nerltable- Whereas this clutter is
founded in actuality,23‘ it has been augmented to enforce the

inward pressure of the room. The result is the conveyance of a

sense of the anxiety the artist himself experiences within this
24

domain. //

These common things are invested with symbolic meanings

vhich may be viewed as surrogates for the artist and his
25
creative forces.  The paraphernalia in +the room are all

23
Picasso Plain, pp. 49, 93-94. Picasso’s collection of things and
mementos, even from his childhood, and the heaps they form in
his studio and 1living quarters is intrinsic to his working
conditions, as described by Penrose, 1in Picasso from the Musée
Picasso, pp. 98-99; Babartés, Picasso: An Intimate Portrait, pp.
108-112. Dominguin and Boudaille, Toros y Toreros, p. 26, .
observe the inclusion of the publicity leaflet from a bullfight
that took place in the 1880s in one of Picasso’s 1959 notebooks.

24

Parmelin, Picasso Plain, p. 34.
25

A precedent for this is foundiin the -work of Vincent
Van Gogh, an artist Picasso deeply admired. Van Gogh’s Chair
(National Gallery, London, 1888) 1is also 1interpreted as a
"surrogate” for the absent artist. The personal items of .pipe
and tobacco have been placed on Van Gogh'’s vacant seat to
"invoke in posterity the presence of Van Gogh himself." Ronald
Pickvance, Van Gogh in Arles, exhibiton catalogue, (New York:
1984), p. 235. .
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arranged on the same shallow foredground plane, with the most
significant elements placed side-by-side facing outward -in. a
balanced and hieratic manner. On the left is the chair with
palétte and brushes, and on thé right the plaster head on a
plinth modeled on the sculpture of a youth Picasso had recently

26
completed, is the only art work in the studio. " It has a round

face, cap—-like hair, simple facial fea#ures, and is mounted én a
slender stalk-like heck. In some painkings the eyes are almond
shaped (Zervos XVI; 486-487), 1in other works they are but two
dots (Zervos XVI1; 494-495, 497).27 Its blank unfinished features
sugdest ongoing creation (pl. 15 and 16). This sculpture, being
a work by Picasso, indicqtés the both the absent artist and
alludes to its possible identity--that of Picasso himself.

The head bears a striking resegylance‘to another artifact
that is noteworthy. The whiteness of the plaster, its round
shape and rigid neck shaft are similar to ancient marble
statuettes of young pre—adolesbent girls which have been found
in the Cycladic- Islands off the coast of Greece. Some of these
artifacts in the Louvre collection with which Picasso was
familiar Gwere also published by Picasso’s friend Christian

28
Zervos. At the time Picasso made these paintings, these

26 -
Richardson, "Picasso’s Ateliers," p. 186.
27 . -
The sculpted head in this series differs froin either the
antique Zeus-like heads in the Sculptor’s Sfudio\of the Vollard
Suite, see, Anita Coles Costello, Picasso’s "Vollard Suite’,
.(New York: 1979), pp. 14 ff., and 47 ff.
28 -

Christian Zervos 1in L’Art en Gréce: Des temps

préhistoriques au débout du XVIIe Slécle, (Paris and London:

s sl ==

1935), plates 9-18.
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‘[:' statuettes were believed to represent some kind of fertility

figures made by the ancestors of ancient Greek civilization. The

»

5 fjimilarity of these sculptures to egg-shapes compounds their

association with fertility——an‘allusion Picasso would absorb -
. 29
into his paintings.

“"The head that becomes an egg. That was
perfectly understood by the sculptors from
the Cyclades——not * when they made their
violins, but when they made their idols,:
vhich are actually oblique eggs anchored down
by a neck.” 30

The correspondence between the painted representation of .
the studio and the illusionistic art-making that takes place
within 1is shown in L’Atelier of October 23, 1955 (Zervos

g : “XVI; 486). Two prominent nails overlapping the top of the window

create an ambiguous interplay between a painted and an actual

window opening (pl. 16). Picasso enjoys 'a witty game

29 f
g André Malreaux, Picasso’s Mask, trams. J. Guicharnaud,
{(New York: 1976), pp. 138-139. -

30

. Other instances of egg imagery can be seen in the work
of Constantin Brancusi_as Sleeping Muse (The Joseph H. Hershorn
Collection, 1908-11), The Newborn (The Philadelphia Museum of
Art, 1915), and The Beginning of the World (Roché Collection,
Sévres, France, 1924) and reproduced in Sidney Geist, Brancusi:

The Sculpture and Drawings, (New York: 1975), plates 56-57 and
59. Such organic circular configurations are found in the works
, of Jean (Hans) Arp and J8an Mird. See the illustrations in
Carola Giedion-Welcker, Jean Arp, trans. N. Guterman (London:

1957), pp. xv-xxvii; and William Rubin, ﬁ;gé in the Collec*ion
of The Museum of Modern Art, (New York: 1973), p. 38.
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31

interchandging painted illusion and reality. This is a delicate
bélance between art and appearance, image and the object.
Likeness may be  accepted as the real thing or as a painted
transformation, depending on the level of reality established by
the rest of the work.32

Picasso also points out one of the“main requirements of
style is its acquiescence as an interpretor of the actual thing.
The displacement of reality within an artifact calls into
question the process of ‘translation’. Picasso teases the viewer

-

and reveals his own thought processes by shii&jng' from one

level to another: - N

f

\

31
Exchanges between - illusion and reality form  an
undercurrent to much of twentieth-century art. A witty interplay
between image and the actuality represented can be seen in such
varied works as Rene Magritte’s Ceci n’est pas une pipe (1928-

29); Saul Steinberg’s Untitled (1953) which shows a figure in
the process of drawing its own forms; and Roy Lichenstein’s
Brushstrokes (1965), see Jean Lipman and Richard Marshall,
catalogue, Art About Art, (New York: 1978), particularly the
chapter "About the Artist,"” pp. 33-53.

* Art historians with special interests in perceptual
psychology, such as Rudolf Arnheim and Ernst Gombrich, were
among +the first to study the field. In addition to standard
texts as Rudolf Arnheim’s Art and Visual Perception: A
Psychology of the Creative Eye, (Berkeley and l.os- Angeles: 1954,
exp. and rev. 1974); and E. H. Gombrich, Art and Illusion: A
Study in the Psychology of Pictorial Representation, The A.W.
Mellon Lectures in the Fine Arts, 1956, (Princeton: 1969, rev.
1972); see Gombrich’s recent work The Image and The Eye: Further
Studies in the Psychology of Pictorial Reppesentation, (Ithaca,
New York: 1982), especially the chapter "Image and Code: Scope
and Limits of Conventionmalism in Pictorial Representation,” pp.
278-287.

32

The integration of multiple levels of reality is the
basis of much of the witty interplay between illusion and
reality discussed in Lipman and Marshall, Art About Art. It is
also referred to in Frank D. Russell, Picasso’s Guernica: The

-Labyrinth of Narrative and Vision, (London: 1980), p. 301, note

74.
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"I <+treat painting just as I treat objects.
That is, I paint a window in exactly the same
way as I look out of it. If an-open window
looks wrong in a painting I close it and draw
the curtain, Jjust as 1 would in my own
room, " 33

'
~

The acknowledgement of +the awbiguities of style is
distinguished by the gpposition between the two halves of the
painting. This 1is what John Richardson deécribes as the left
“impressionist” treatment and the_"hard“ forms on the riggz
' which he ascribes to the transitional nature of the painting.
Aithough Richardson is correct in noting <the stylistic
distinction within the work, the opposition may.be'intentional.

The left portion with artist’s chair and studio window are
decoratively patterned with dense forms. In contrast, the right
side 1is austere and stark with strong chiaroscuro effects. The
sculptéd head on this side is divided gy the 1illumination so
that one half is light and the other, dark. Ironically, the
shadow on face of' sculpture is on the side of the’ light,

35 ..
reinforcing the artificiality of both the window and of art. '

]

33

Cahier’d’Art, X (1935), quoted in Gallwitz, Picasso at
90, p. 106

34
Richardson, "Picasso’s Ateliers,” p. 190. For an erudite

Ansight into the definitions of such terminologies as “"hard"” and

"soft" styles see: Meyer Schapiro, "Style,” in A. L. Kroeber,

ed., Anthropology Today, (Chicago: 1953 and 1870), pp. 287-312.
'35 :

The balance of the decorative on the right and the
austere on the left may be likened to the French and Spanish
dichotomy in Picasso’s personal nativity. This reading would
posit Picasso’s dual presence in the painting through the chair
and the. sculpted bust, each posing as the opposite side of

Picasso’s personal and artistic heritagde. A similar
interpretation is given by Linda Nochlin, "Picasso’s - Colour:
53
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In related sketchbook drawings made between November 1,
1955 and January 14, 1956, Picasso reworked and simplified the
concepts of ‘his 1955 Atelier series.36 ??ey also act as a
transition between the Atelier paintings of 1955 and those of
1956 50 that Picasso’s striving to link the studio space Qith
the forces that occupy it may be followed.

The drawings of November 1 show a concern with integrating
the person of the artist into his dynamic environment (pl. 17).
It presents the moment when the appearance of the studio

coaleses with the person of the artist as he begins to formulate

the painting before him. He appears as a silhouette against the

V/yé;te background of an oversized untouched canvas. This silent

encounter with the untouched canvas represents for Picasso one
of the most formidable moments in the - creative process:

"Basically the most terrible +thing of all for a pailnter is a

?

Schemes and - Gambits, " LXVIITI (December 1980), pp. 107-112,
interprets Picasso The Scallcp Shell as a reference to both
Spain and France.. Similarily, two artists on Picasso’s mind at
this time, Matisse and Velazquez, as told in Parmelin, Pitasso

Plain, pp. 97 ff., and Penrose, Picasso: His Life and Art, p.
396, may be cited as representative of these nationalistic
polarities.

36 ’ .

Pablo Picasso, Picasso’s Facsimile Sketchbook, foreword

by Georges Boudaille, (New York: 1964).

It is not unusual for Picasso’s paintings on a subject to
preceed his drawings of it. One of the working methods was what
Picasso called "reduction,” as elaborated in Gilot, Life with

Picasso, p. 58:

"You must always work not just within but
below your means. If you can handle three
elements, handle only two. If vou can handle
ten, then handle only five. In that way the
cones You do handle, ¥you handle with more
ease, more mastery and you create a feeling
of strength in reserve.”
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37
blank canvas."”

This absorption in the enactment of artistic activity is

reflected in Picasso’s involvement in the film Le Mystére

38 .
1955. Focusing on the inception of the work of art, it

Picasso which was, made by Georges—Henri Clougot in the summer of

attempts to capture fidasso’s initial confrontation with the
blank page-.x This encounter is aléo similar to that which is
shoyn in Picasso’s Atelier paintings.

The sculpture in -the midst of the studio clutter also

undergoes a number of metamorphoses. First it divides into

.multiple aspects of light and dark halves (Nov. 1, no. XII),

sthen sprouts foliage growing out of its dark side (Nov. 1, no.
XIV). ' It reverts to a simple sphere on a columm (Nov. .3, no.

1v), And finally assumes its most formidable appearance in the

penetrating drawings of November 8.
. " ‘
The studio in the fifth drawing of November 8 has sustained

' a significant change (pl. ‘18). A powerful intensity‘is achieved -

‘breaking up the symmetrical rhythm of the earlier drawings.
In contrast with the bright palm trees outside the window the
iﬁteriof',of the stu&io is stormy. The dramatic tension is
¢oncentrated on the head which is transformed into a black and

'

burple mask with an interior ﬁurple armature. This treatment of

37 , o
Parmelin, Picasso Says, pp. 97 and 76, juotes Picasso:

AV

“"What I’m looking for at the moment is & sign
that says "blank"” on my canvas, immediately,
without any fuss!"”

38 )
. The making of Le Mystére Picassc is described in

Parmelin, Picasso Says, pp. 107-110; and Patrick O’Brian, Pablo
Picasso: A Biography, (New York: 1976), pp. 429-431.

«\; 85
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the head is a destruction of its previous form, as if Picasso
Jjudged it too faci’le.39

The studio is inscribed with sign-like characters on the
walls which are noteworthy because they reoccur later in- the
1963 series. These marks translate the numerous objects into a
distinctive personal order that disredards natu;al appearances.

HWidely 'spaced mu}ti—coloured spots and lines mark the space

between the windows and around thié barbaric mask eof a

scuiiture. The most f?éqﬁéntly used sign-shape is similarﬁ?ﬁaa
stick—iike‘ figure with a vertical bod& and prd%ruding
appendages. It is a sién language with a hieroglyphic form that
at first seems arbitrary ana decorative, - but in fact assumes a
distinctive presence in the studio. The latent figure at first
resembles a figure in the formative stages of existence. As

Picasso explained in a statement made the following year:

-

I'The secret - of my deformations...is that
there is an interaction, an intereffect
betweer: the 1lines in a paintind; one 1line
attracts another and at the point of. maximum
attraction the 1lines curve in towards the
attracting point and form is altered. " 40

The ‘indepéndent life of 1linear forms assumes a vitality
seemingly apart from the artist, as Picasso'  somewhat

enigmatically explained:

"it’s pure chance, but the way that the lines
follow on from one canvas to another that was

-~ 39
See the comments by Georges Boudaille in the foreward to

- Picasso’s Facsimile Sketchbook, p. 3.

40 . .
Ashton, Picasso on Arct, p. 24. -

. 56 — -
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put next to it because it happrened to be
nearest +to hand, is an amazing reality all
the same: +they’re continuing each other!”™ 41

These signs appear in a number of variations sometimes with
extended arms in a crucifixion position as in drawings I, III,

V¥, and VI (figure 2-1). They do not represent ~

Vs
human forms, but suggest it. Like early cave
figures these apparently spontaneous lines

exist in a pre—-anthropomorphic. state, . .
42
emerging to evoke an image of creation.

_FIGURE 2-1

These signs resemble the conventionalized human - figures

t

from Spanish petroglyphs seen in a widely reproduced chart from

Hugo Obermaier’s 1916 text on fossil man in Spaiﬁ, El -Qggpig
fosil (pl. 19).43 Obermaier aimed to show how prehistoric man
progressively simplified _the human ifigure into a sign
notation.44 Such invesiigations’were~of special interest +to

artists and ﬁoets of the Surrealist circle. Vanguard art

- {

magazines 'such as "L’ Esprit Nodveau, Cahiers d’Art, and
- 5

Documents featured discussions and illustrations by Obermaier™

J——

\

41
Parmelin, Picasso Says, p. 99.

42 £
Sidra 'Stich, Joan Miré: The Development of a Sign
Language, exhibition catalogue, (St. Louls and Chicago: 1980),
p. 20. The creative and destruetive duality, ., as indicated by
this cruciform sign is explored in the artist and model theme in
"Chapter Eight of this thesis.

43

Hugo Obefmaier, Fossil Man in Spain, trans. d.D.
Matthew, (1916; rpt. ed. New Haven: 1825), pp. 261-263. This 1is
~discussed in Stich, The Development of a Sign Language, p. 13.
44

Stich, The Development of a Sign Language, p. 13.

v
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45
and others on works from prehistory. Many of these writers

saw in primeval art the origins of religious sentiment,
language and myth.  Of particular interest is the five-part
article by Hans Muhlestein "Des origins de 1l’art et de 1la

46
culture,” published in Cahiers 4d’Art. Muhlestein held the

view that the “absﬁract" signs 'in prehistorié art were a part of

an innate writing system which displays wmwan’s universal,
47 . .
mystical roots. In the introduction +to Muhlstein’s articles,

Zervos pointed out the importance of the subject, stating that

an examination of the earljest stages of art was lmperative "to
. 48 . . )
probe to the very source of creation.” Georges—Henri Luquet,

o z

writing in L’Art et la religion, sees in primitive forms an
irrational, unconscious force which was responsible for the
49 ° ‘o
birth of art. These ideas paralleled Surrealist conceptions of
\ :

45 o
L’Esprit MNouveau sought to unite the fundamentals of
prehistoric art with the " modern style by publishing
illustrations of cave paintings, as pointed out in- 5tich, The
Development of a Sign Language, p. 11 and notes 23 and 24,

. another international periodical devoted to the study of

prehistoric and primitive art was Ipek which also attempted to
combine ethnographic objects with art history.

46 7
Hans Muhlestein, “Des origins de 1’art et de la
culture,” Cahiers d’ Art, V, 2, 1930, quoted from Stich, The
Development of a Sign Language, p. 11. :

47 . .
Muhlestein, p. 64 as mentioned in Stich, The Development
of a Sign Language, p. 11. ‘
48

Christian Zervos, Cahier d’Arts, V, 2, (1930), pp. 57-
58, as reported in Stich, The Development of a Sign Language,
p. 11, and note 25. o -

49

Georges-Henri Luquet, L’Art et la religion des hommes

_ﬁgssiles, (Paris: 1926); as stated in Stich, The Development of

°

® - «
° ~ .
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- ) ‘
art, an example of which is found in the opening statement of

. André Breton’s 1928 statement on Surrealism and Painting: "The

eye exists in a savage state” extolliné the virtues of primai
- 50
ability to instinctively sense invisible images. « J//

Picasso understood the necessity of conveying actuality

through ‘symbols’: "whatever is moét abstract may perhaps be the

51 A .
summit of reality."” Those close to the artist have commented,

as Brassai does, on Picasso’s capacity “to see .in things,

objects which are both common and rude, banal and marvelous, the
! N 52 A e ¢
latent' imade of something else....” It is through these

supposed decorative markingsxon the studio wall that Picasso
' ) ] . ¥
conveys: the mystery and energy that occurs within. . o«
Similar signs are found in the art of Picasso’s friend, the

Spanish artist Joan Mirs. The sign laHQUaﬁg in Mird’s art shows

the procreative imagery. Whereas some of the Surrealist artists
- 53
equated sexuality with death and rupture, Mird emphasized

a Sign Language, p. 12. Luquet acknowledged a magical basis for
prehistoric art. In his . view, an irrational, uficonscious force
within man was responsible for the birth of art, an opinion
which parallels Surrealist attitudes.
50 . ’

. Observed in Stich, The Deévelopment of a Sign Language,
p. 8. This conception of the "savage" vision is astutely
explored in Balakian, Andreé Breton, pp. 1%?—154.

© 91 R
Quoted in Brassai, Picasso and Company, p. 241.
52 ' ) o ol
N lb_i:’d-, P- 89. * L3
53 : .

For an examination of the erotic violence expressed“ in
Surrealist thinking see: William L. Pressly,  "The Praying Mantis
in Surrealist Artx" The Art Bulletin, LV (December 1973), pp.
600-615. ’ -
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o

54 -
birth and harmony. His sign language suggests- the mystical and

pr:‘ocreative jimpulses. which lie at the primordial 1level where
visual ‘ language +takes root. It is intended to describe the

beg/ing;'_;ngs of consgious figuration and the instinctive creatigg

urg"e. Like Miro, Picasso’s signs imply a latent sexuality.
Tt/iis vis evident in the egg shapes indicating the procreative
gizarapter of the activity within the studio walls.

The opposite of this creative impulse is the destructive -

aspect which Picasso hadd previously represented with the
) 57 ‘
_ configuration of the crucifixign. In this manner the signs on

the studio walls pay reflect the passion and pain Picasso
58
claimed to identify with his metier. As one of his friends

observed, Picasso’s difficulties of attainment "is what gives

the dally task so austere and sometimes tragic a meaning.————Fach— . -
. . : 59

canvas was a matter of life and death. . Picasso admi‘tted the

pain inherent in both the enactment and exhibition of his works:

!

T -
. Stich, The Development .of a Sign Language, p. 18.
55 - . : :
Ibid., p. 25. ) ) v
56

. For a summary of the reciprocal impact between Mird and
Picasso _see Langston, Disguised Double Portraits in Picasso’s.
Work, pp. 55 ff. .
57

Ronald Alley, Picasso’s Three Dancers, The 48th Carlton
Lecture, University of Newcastle upon Tyre, (London: 1966), pp.
16 and 18, discusses the cruciform position of +the central
figure in Picasso’s 1925 painting The Three Dancers. A further
elaboration of crucifixion imagery in Picasso’s art is seen in

Ruth Kaufmann, “Picasso’s Crucifixion of - 1930," Burlington
Magazine, €XI (September 1869), pp. 553-561.
) 58
Sabartés, Picasso: An Intimate Portrait, p. 66.
59

Parmelin, Picasso Plain, p. 34, also pp. 60, 115. She
claims, p. 78, +that "Picasso suffered death from wmorning till
night... [he] was largely devoted to his own suffering."

60
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"In the past 1 refused for many years to
exhibit and even would not have my victures
photodgraphed. But finally I realized that T
had to exhibit - to strip myself naked. It
takes courage...People don’t realize what
they have when they own a picture by me. Each
! picture is a vial with my blood. That is
vhat has gone into it." 60 N

Pioasso’s Atglier, March-April and June 1856

¢

14
A second phase of studio subjects include L’Atelier, mwade

six months later (from March to April), foollowed by’ studies of

Femme dans 1’atelier (June 1956). This section examines three
aspects of the confrontation that occurs in the studio: between

the paintings of other artists past and present; between the

model-observer and the art in the studio; and amongst the

artist’s other °creations. *

in the painting of .Mérch 30, 1958, a 1t;rge square: blank
canvas dominates the center of the comppsition (Zervos XVII;56).
The brightness of this area confronts the viewer and stands out
in contrast to the somber hues of the room (pl. 20). The white
field of the canvas within the picture is exactly as it appears
to be-—the untouched prepared surface of Picasso’s }acbual
painting. The wviewer simul‘baneou-sly sees a canvas that is in the
past and in the future; before the artist has touched it, and

after it has been painted. The blank surfacé represents what *the

picture before the viewer once was. The studio surrounding

60
Penrose, Picasso: His Life and Work, p. 400.

61
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'

the bare canvas demonstrates its anticipated transformation.’
The viewer, faced with the ‘unto"uched picture, experiences a

sensation analogous +to the painter. This early stage in the

artistic Process is developed in +the wvarious degrees of

completion of +the stacked canvases scattered throughout the
| p
room. In this manner L’>Atelier presents the stades in the

progression of a .work.

There is another aspect of the confrontation bétween these
outward facing éaint‘ings. They are turned for the benefit of the
viewer. Picasso commonly presented his most recent canvases to
select friends in this way. Motivated "by a desire and a need to
observe +the reaction of ‘the Public’, he would set up rows oﬁf
pompleted cmvaées, rummaging among them, pulling out one, -

eliminating another, spreading them out in a ciisplay, groﬁping
. 61 ~
them as "he feels they should be,"” as described by Brassai:

"It 1s basically a matter of building a sort
of pyramidal construction with the paintings,
of assembling them--generally around an easel
which already holds one and possible several-
placing the smaller ones above the larger,
" showing them off to best effect, through
either their affinity or their
contrast...Picasso’s final reunion of works
of the same "deneration,” grouped as they
mﬂi?\ght be for a family portrait rendered
sentimental by the knowledge that they will
shortly, irrevocable, be dispersed ‘throughout
the world.” 62

«

61 ;
It was Picasso’s habit to arrange his own canvases for
critical viewing in this manner. See descriptions in Parmelin,
Picasso Plain, pp. 52-53. One such presentation is photographed
by Brassai, Picasso and Company, trans. F. Price (New York:

1966), p. 28; also Parmelin Picasso: The Artist and His Model,

5. 5. T
62

Brassail, Picasso and Company, p. 123.

¥ \
T
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The importance of this enactment is further elucidated:

"I +think it is because this wvery act of
presentation constitutes an important moment
~of his creation. It is when it is seen by -
someone else that his work detatches itself
from him, and his mind becomes fully
conscious of what he has wanted to do, and
what he has succeeded in doing...I have heard
him say of a canvas which he has just shown
in publiec: "1 am seeindg it for the first

time." 63 -

The solemnity of looking at art is reflected in the

paintings as a group. The quasi-oriental Hispano-Mauresque

effect of +the 1955 studio’s art nouveau decoration (pls. 15 and

16) is restrained and stabilized in the 1956 Atelier paintings
(pls. 20 and 21). Subdued colours convey an almost religious
silence‘gnd a solemnity. They are made up of four colours: tan,
black, brown and tﬁe white of the canvas itself. Alfred Barr
recounts - that while visiting Picasso’s studio, he saw these
paintings and questi?ned the source of this _austere( harmony.
Picasso’s, terse reply, apparently half in self—mackery, was
"Velézquez."s4 The allusion to the Spanish master refers not

»
only to the subdued palette, but, to the perspicacity inherent in

the series for which Velazquez was famed.

. Picasso’s awareness of his place ip history is linked with
the process of transforming a blank canvas into a work of art as
(]

63 . !
Ibid., pp. 123-124. ‘ o~

T 64

&

Alfred Barr quoted in Rubin, Picass
of the Museum of Moderm Art, p. 179.
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CHAPTER TWO

demonstrated in L’Atelier in an 0ld Master Frame (Zervo XVII;

58). Picasso surrounds the painted margins with an illusionistic

"0old master frame,” +then places his signature below 1in the
65
manner of a museum label (pl.‘_21). Frame and its tag

assimilate with the art work. This expounds Picasso’s aspiration

to have his works presented, associated, and compared with
. 66
museum—quality masterpieces.

¥n these works oné_?an see the relation with Velazduez’ Las

e

Meninas on which Picasso would make many variations the

following year. Robert Rosenblum has observed that thé shadowy

interior of L’Atel;gg of March 30  (pl:- 20) will later lead a
. 67
second life in Velézguez’ court paintings. The interplay of

‘art and reality whlch Plcasso demonstrates in L’Atelier is the

65 | .

. Ibid. From .his earliest A days Picasso relished
incorporating such labels on frames painted around his.works, as
seen 1n. Zervos II; bO0O, and 503. In the reproduction of
L’Atelier in an 0Old Master Frame, the museun label Barr sees on
the signature of Picasso’s palntlng is unfortunately not
discgrnable.

)
£i One noteworthy incident dramatizes the’  importance of
this comparison to Picasso. "'As recounted in Gilot, Life with
Picassg, pp. 202-203, Picasso’s friend Georges Salles, Director
of F*ench National Museums, arranged for Picasso to bring some
of his canvases to the Louvre on the day when the museum was
closed. They tl.en were carried around so that Picasso could see

how they 1looked next +to some of the mnasterpieces. This
"experiment"” seemed to satisfy Picasso. : ' ’
67
Robert Rosenblum, "Ten Images,”™ in Picasso from the

Musée Picasso, Paris, p. 79.

Is it possible in the works of Zervos XVII; 56-61 dated
April 3-7, 1956 (see pls. 20 and 21), that the outwardly
directed canvas represents the beginnings of the +two outward
facing figures which will assume a similar pose as the King and
Queen reflected 1i1n +the mirror and who may be the subject of
Yelazgquez’ hidden canvas Las Meninas on which Picasso painted a
series of variations? @ If so, 1in this pailntings-within-a-
painting, the viewer is given a privileged position deep w1th1n
the studioc space.

64
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CHAPTER TWO

basis of Velazquez’ Las Meninas. Having produced his own atelier

with a meaning similar to Velazquez’ masterpiece using hues
associated with Spanish paintings, it is not surprising that

Picasso should then "take possession” of Velazquez by painting a
) 68
series of variations on his Las Meninas.

"The funny thing is that I have never been
able to paint a picture! I begin with an idea
and then it turns into something quite
different. What, K .is a painter after all? A

collector who wénts %o acquire a collection ’

by painting other people’s pictures that he
admires. That’s how I bedgin, and then it
turns into something else.” 69 L

\

present is also reminiscent of Matisse since the vacant room™is
"considered his virtual ‘signature’. Indeed, the resemblance of

such works as Picasso’s Atelier to Matisse’s magisterial Red
70

Studio has been observed. The death of Matisse in 1954 would

have stimulated Picasso to again take posséssion of a subject
strongly associated with Matisse« As Picasso explained to

Penrose in 1958 when pressed about the source of' the nudes in

[}

o

2

68 .
Picasso himself used +this expression of taking
possession when discussing his copies of the o0ld masters. He
reportedly said that he built up his own collection by painting
copies of others works. See also the discussion of Picasso’s
need to possess in Chapter Nine.

69
) Le Point, X.LII (1952), quoted in Gallwitz, Picasso at
80, p. 42. ) {

70

O
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6

Robert Rosenblum, “"Ten Images,". in Picas
Musée Picasso, Paris, p. 79.

4
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[

.. .when Mat1sse died he left his oda11sques
to me as a legacy...." 71

The attempt to capture his—place in the history of art and

to transcend its temporal limitations is intrinsic to Picasso’s
72 : ' ’
outlook. In L_’_A‘}: lier of March 30, for example, the canvas

pxlopped up on the right includes a paintng of Jacqueline in
Turkish costume V{hich is a study of the variations Picassoc made

73
after Eudene Delacroix’s Les Femmes d Algier (pl © 20). This

single painting of L’Atelier, absorbs allusions to Velazqueszs,
Delacroix, and Matisse. Yet these art historical references
always center, on Picasso.

@Picasso refers +to his own art additidnally through the

exhibition of his orientéal portrait of Jacqueline and through

his bronze sculpture of a diamond shaped Head of a Homan wmade
74
in 1951 (pl 22) In_ two other works of the series a painting

71
Ashton, Picasso on Art, P. 164 Quoted from

Penrose, Picasso, His Life and Work, (London * 1958), p. 351.
72 “
Elderfield, Matisse in the Collection of the Museum of

Modern Art, p. 89. Mr Elderfield notes the closeness of this to

=3 X KTy 54

the thinking of the late nineteenth-century French philosopher,
Henri Bergson who posits that separate temporal incidents are

‘ bound together by the flux of time. Picasso was also influenced

by Bergson’s philosophy, especially in his early days in

Barcelona where such 1ideas were +the subject of intense
discussion. e
73 =
For an insightful discussion of Picasso’s variations on
Delagroix’ Femmes 'd’Aldiers see Steinberg, “"The Alderian Women
and Picasso at Large, " in Qther Criteria, pp. 125-234.
74

Illustrated in RBubin, Picasso in the Collection of the
Museum of Modern Art, p. 175.
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of a nude hangs on the opposite side of the studio, functioning

visually ‘as a painted counterpart to the sculpture. €

14 .
When ZPicasso described @he austerity “half-mockingly” <to

the influence of Velazquez, his depreciating tone can probably
be explained by the fact that there was an aspect of his
feelings he declined to divuldge. According to John Richardson,
Picasso "turned his thoughts increasingly to Spain” because the
weather over the Easter week of 1956 proﬁibited Picaséo from his
usual practice of enjoying the bull fights.75 However the
seriousness - of the works - themselves suggest further

significance. Being Easter, thdughts of resurrection and perhaps

of his own aging may have caused him to cemnsjider the place his

76
art will assume in posterity. Picasso encounters the transient

character of history through his own work and those of others.

Possibly he is seeking reassurances of his place in it.

The model is introduced into this three way sérutiny

\

between artist, ' art—work, and <viewer. In +this manner the

observer becomes like the artist, seeind the model as she will

75 ¥
Richardson, “Ateliers,"” p. 188

76 ]
Picasso anxieties about aging are described in O’Brian,

3
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" artist hadg§een her and as she will be represented.

CHAPTER TWO

77
be transcribed into paint. ~ Temporally she (like +the blank

canvas) represents tge past as well as the future iﬁage, as the

The model allies herself with the spectator, becoming the
observer within the painting. The works she gazes at are those
of Picasso’s stﬁdio at La Californis completed +the previous
month (similar to pls. éO and 21 in this thesis). In this image—
within-an image the model occupies fhe same space represented in
the paintings she contemplates (Zervos XVII; 60, 61, 67).

s

The sculpted head, previously associated with the artist
and model theme, is replaced by two other sculpures both of
vhich were also made by Picasso. One is the diamond shaped

woman’s head (pl. 22) previously seen inhabiting L’Atelier of

March 30 and April 2 (pls. 20 and 21). The other is the.Femme

nkﬁceinte (pl. 23) which is incorporated in the Femme sdans

1’atelier of April 3-7, 1956 (Zervos XVII; 62 and 66). It faces
78 .
the seated model, acting as her counterpart (pls. 24 and 25).

The pregnant figure placed within the context of a studio

theme yields strondg implications to the process of art-making.

]

In Femme dans 1’atelier of April 3-7 the statue faces the blank

77 °
. The ame model seated alone exists 1n a number of
independent udies. OSee, for example, Jacqueline in Turkish
Costume illustrated in Montreal Museum of Fine Arts, Pablo
Picasso: Meeting in Montreal, exhibition catalogue, (Montreal:
1985), p. 215.

78.

Might this Juxtaposition of model and sculpture be a
biographic allusion to the relationship of Jacqueline Roque to
Picasso’s previous mistress, Francoise Gilot, after whom the
Femme Enceinte was modelled?

68 .
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canvas (Zervos XVI;66). This expounds 6; the generative process
of art--the giving birth to thé picture and the blank canvas
awaiting its own ‘birth’ (pl. 25). The sculpture of the pregnant
woman 1s enclosed by a cubist tfiangle which points to th? upper
right edge of +the blank canvas. The apex of the triangle
functions like an arrow di;;cting the viewer to the
corresponding corner of the blank canvas where Pieasso's
signature is placed. Another +triangle, emanating from the
model’é- feet +to embrace/'the base of the easel holding the

projected painting, directs attention to Picasso’s own name. The

blank canvas is the focal point. The model is projected toward

it and ultimately after she is so will her image. The

artist presents hinmself e ‘pregnant’ force which will give

S
€
@ T

birth to the imade.

The feminine, generative principle in the Femme Enceinte is

—_—F
forms of the palm trees outside the

reiterated by the«chané
studio window througho the 19585 and 195é_§teligg paintings
and drawings (see pls. 15-18, 20-21, 25-26 and 27). Is it

possible that Picasso transformed the branches of the palm tree
79

:into another image previously identified with himself?

However, when the seated model becomes part of the studio, ' the

79
: Picasso’s identification with such palm trees is
reflected in his personal motto as described in Gasman, Mystery,
Magic and Love in Picasso, p. 849: Praemium Palma Victor -- the
palm is the reward of victory. My appreciation to Renald Lepage
for advice on the translation. : 4
Picasso also assumed other surrogate identities as
investigated in: +the Harlequin is described in Theodore Reff,
"Harlequins, Saltimbanques, Clowns, and Fools," Artforum, X
(October 1971), pp. 20-40; and M. Reis, "Picasso and the Myth of
the Minotaur, " Art Journal, XXXII (Winter .1972-1873), pp. 142-

145. .

69
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frees‘ change their form, creating patterns with the windows
1 o through which they appear. In the 1last schematic pin—wheel
shape, writhing and energetic or straight and star-l1ike, they
.are -silent anthropomorthic elements echoing the drama in APhe
studioi Placed at the far sidé of the action, they are the
distant counterpart of the observer on the opposite side of the

80
picture plane, like a chorus repeating the main drama through

o

‘the resonance of their expressive forms.
¢

Similarily, the image of painting within paintings is
' created by the enclosed rectangles enframing other canvases

resting on the artist’s easel, as in. Femme dans 1’atelier of

Apri% 3-7 (Zervés AVI1I; 62). The statue of Femme Enceinte faces
and al&ost touches these multipie frames (pl. 24). The painted
férms of +this sculpture seem to contain another more slender:
*figure within it, a figuration oécasionaliy found in Picasso’s

oeuvre (see pls. 96 and 109). "It also demonstrates Picasso’s

- often repeated precept that art forms generate themselves:

"For me each painting is a study. I say to
myself, I am going one day to.finish it, make
a finished thing out of it. But as soon as 1
start to finish it, it Dbecomes another
painting and I think I am going to redo it.
Well, it is always something else in the end.
If I retouch, 1 make new painting.” 81

80
Steinberd, Rearward Aspect,” in Other Criteria,
pp. 182-183, describes how Picasso allows "eye witnesses in the
remote or middle distance to function dramatically-though with
no intent to promoter a stereometric vision."” He further shows
how the "all-sidedness™ of foreground figures depends on the
recessed "inquisitive rover peering from beyond...."
81

Ashton, Picasso on Art, p. 29. This statement was made
to Alexander Lieberman and first published as "Picasso, ™ in

e 3 L-)
"
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t The . planned methodical development of a theme is foreign to-
Picasso. As Penrose explains, each painting serves as a dateway
_ i;o the next, and the suggestions that éome from one work often
widen, rather than narrow the theme. This is a perpetuyal
"turning over" of ideas, i‘n which every solution had +to be
questioned. o
The witty explorations of art, nature, and painted’
illusions becomes more complex. The model, seated placidly in a
bent wood rocking chair, (pls. 24-26) takes on several
identities. ©She is Jacqueline Roque, well-known as Picasso’s
model who will become his wife in 1961. Her almond shaped dark
profile eye, long mneck, dark hair, and straight nose were

i

dlready entered into Picasso’s reper):oi're. Numerous studies of

Vogue, (November 1, 1956), pp. 132-134 ff.

The multiplication of canvases as the pictorial idea takes
hold may be visualized in a curious 'S’ shape placed beneath the
ongoing canvas on the easel in several works of this seriles
(Zervos XVII; 61-62, 402, 403) and illustrated in pl. 24 of this

study. Following the sexual imagery prevalent inm this series,
might this shape allude to that of a spermatozoon, whose life-
giving power would well express such artistic generation. Such

an interpretation would be in keeping with the phallic .forms
discussed in Chapters One, Five, and Eight of +this thesis.
Siwmilar configurations are found in the work of Joan Miré, as
The ¥amily, The Hunter, and The Birth of the World, discussed in
*Rubir, Mird in the Collection of The Museum of Modern Art, pp.
24-30.

82

Penrose in Picasso from the Musée Picasso, Paris, p. 97
quotes Picasso:

"The fact that I paint so many studies is
just part of my way of workingd. I make a
hundred studies in a few days while another
painter may spend a hundred days on aqne
picture. As I continue I shall open windows.
‘ I shall det behind the canvas and perhaps

something will happen. ™

71
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her in Oriental costume has been connected with fhe series of

variations after Delacroix’ Les Femmes d’Algiers paint by
’ 83
Picasso in December-February 1955 (pl. 20). in the April and

June 1956, Femnme dans 1’atelier series, Jacqueline’s image

performs two related functions: she is the moﬁel sitting for. the
artist, and an observer of the finished works.

The model’s dual function was also visualiééd in the
L2

Vollard Suite of 1930-33, where she often examined works for

which she had posed. In the Vollard Suite, the presence of the

nude enables the viewer to compare the naturalism of her forms
against the artistic product.84 The model acts as a surrogate
for the- observer, perforning the beholder’s critical
observation.

” A similar relationship is evident){n the Atelier paintihgs.b

Thqgﬁviewer takes on the same position as the artist, who by

£
implication readies himself to confront his model. By virtue of
this similar placement, we the spectators, merge and identify

with the painter. The model poses for botht Hers is the image to

be rendered, and the imade already represented. She isfreal and

painted. This double meaning is clearly stated in Femme dans
A

83
Picasso’s variations on Delacroix’ Femmes d’Algiers was

supposedly inspired by Jacqueline’s resemblance to the for found,

woman.
84

The results of the model’s scrutiny are occasionally -an
amusing commentary on the discrepancy between the two realms, as
when the beautiful nude is baffled by an abstract representation
of her forms in Plate 74, Model with Surrealist Sculpture of the
Vollard Suite of May 4, 1933. In many other works from this
Suite the model and artist loock at the finished wozk in a moment
of shared contemplation, see Plates 53-54, 60, and 62-63 of the

i
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I’atelier .of April 2-8 (Zervos XVI; 67) . wh\ere she is

strategically placed before a blank canva_s,, so that her status

as living or painted imagde is deliberatély ambiguous (pl. 26).

"

The' series becomes progressively " simplified and

»

v

schematized. In a sequence of eight’ dravé'ir;gs of June 7, . 1956
the model is gl:-aduall‘yO reduced to- an enlarged profile head on =a
small triangular torso (Zervos XVII;109-1186). Her full eye,

placed on her profile face, c:onfronts the canvas which magically

, . . Lk
grows an eye (pl. 27). . The model and canvas scrutinize = each

l 85 N .
other ‘intensely —— until their eyes touch. - At the same time,

» . 4
the woman’s body disintedrates into a schematized sign.

The canvas dev‘elops its own visual acuity, 1in the eighth

1 -

. drawing, resulting in the somewhat \fantastilc image of a transfer

of consciousness. Eve-to-eye -—-— the +twoc powerful elements

interlock and become one. As they make contact vision becomes an

instrument for feeling and not of perception. What she sees is

" what she is. In a confrontation of muﬁual\ observation the

model’s direct frontal gaze looks past the picture plane toward

the artist, who in turn scrutinizes her -- just.as the beholder
.\ <t

The act of lookink, intrinsic to art-making is a projection

-~

. \ ’ i -
85
This may be a visualization of a colloquial expression,
"she has her eyes glued to the canvas.” In French it might ' be

elle est saisi par ce tableau, or, les yeux rivés sur le
tableau, ' .

73
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of the painting into the mind’s eye.. This is Picasso’s

. apprehension ﬁof art. It is not a thing of the world -- but a°

conception absorbing the artist, the model, and the observer.

e, “ ) - o
X
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Rubin, Picasso in the Collection of the Museum. of Modern
Art, p. 180.
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PICAS50’8 LAS MENINAS AND LE DEJEUNER SUR L°HERBE:
VARIATIONS ON THE ARTIST AND HODEL , THEME

[3

-

Picasso’s deliberate paraphrasing of other painters’ works
. 1
appears to some as\a repudiation of his inventive imaginqtion.

"-. Fl
The dialogue between art and reality that characterizes

Picasso’s geuvre has from the start of his career also included
. 2
a rapprochement between his art and that - of others. These

2
a

1 : .
Berger, The Success and Failure of Picasso, p. 185;
Edward Lucie-Smith, Late Modern: The Visual Arts Since 1945,
(New York: 1976), pp. 53-54. . ’

2

Blunt and Pool, Picasso: The Formative Years, p: 1,
repeat +the observation of Picasso’s early friends, who
acknowledded Picasso’s conceptual approach in considering other
works of' art over nature:

"Picasso looked for the essence of things in

other works of art, and he realized that in

order to distil this essence himself, the

most advanced starting point was not reality
- and mature bué the work of other artists."”

. The tendency of twentieth—century artists to quote, copy,
and parody works by others is elaborated in Jean Lipman and
Richard Marshal, Art About Art, exhibition catalogue,
introduction by Leo Steinberg, (New York: 1878). This historical
interplay is surveyed 1in the essay by Leo Steinberg, "The
Glorious Company,"” in Art about Art, pp. 8-31.




CHAPTER THREE
. . . 3 .
visual adaptations are the foundation of his painting. It 1is

hardly surpfising*that such references intedgrate into virtually .
4 , ) .
all his motifs. Picasso repeatedly explained: “Copying others
- 5

is necessary, but what a pity to copy oneself,"” and:

"What does it mean for a painter to paint in
the manner of So-and-so or %o actually
imitate someone else? What’s wrong with that?
On the contrary, 1t’s a good idea. You“should
constantly try +to paint like someone else.
But the thing is, - you can’t! You would like .
to. You +try. But 1t turns out to be a
botch...And it’s at the very moment that you
make a botch of it that you’re yourself." 6

3
' "Picasso on Altdorfer,\ in Marilyn MeCully, ed., A
Picasso Anthology: Documents, Criticism, Reminiscences, (London:

1981), p. 247, quotes Picasso: y

“I’ve been copying Altdorfer. 1It’s really

fine work!...All the details are integrated. -

It’s beautiful. We lost all that, later .on.

We’ve come all the way to Matisse - colour.

It may be progress but 1it’s something

different. These things ought to be copied as

they were in the past, but I"know no one

would understand."” - €A R

4 - ~ \\K
The complex integration of multiple historical allusions
in Picasso’s ogeuvre have been the subject of numerous studies.
One of Picasso’s works which has stimulated these explorations
is his Guernica of 1937. See for instance: Rachel Wischnitzer,
“Picasso’s Guernica, A Matter of Metaphor,” Artibus et ..
Historiae, XII (1985}, PP. 153-172; William Proweller,”
“Picasso’s "Guernica”: A Study in Visual Metaphor, " Art Journal,
XXX (Spring 1971), pp. 240-246; W. Darr, "Images of Eros and
Thanatos in Picasso’s Guernica,” Art Journal, XXIV (Winter 1964-
65), pp. 338-346.,
5 .
Ashton Picasso On Art, pp. 53. This comment was made in

1960 to Dor de 1a Souchére. -

6

v

Picasso stated this opinion in 19865, as recounted by
Héléne Parmelin, Picasso: The Artist and His Model, and Other
Recent Works, (New York: 1965}, p. 43, and documented in Ashton,
Picasso on Art, p. 583. Compare this statement with Pilcasso’s

1954 claim to Michel Georges—Michel, reprinted in Ashton,
Picasso on Art, pp. 52, and quoted in Chapter Seven, note 2, of

this dissertation.
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‘3

This «chapter considers two of these variations: Picasso’s

Las Meninas after Velézquz and Le Déjeuner sur 1l’herbe after
Manet. Both allude to art-making, representing an ambiguous

three-way dialogue between the artist, his model, and the

. spectator. Produced  between 1957 and 1962, Picasso’s

transformations of these ‘old-master’ works will be considered

from the point of view of tqe artist and model theme. -
J .

Manet, 1like Picésso, turned to the past for inspiration. He

2

particularly admired the Spanish painté% Velazquez. For his

. Déjeyner sur 1’ herbe Manet probed into the hlstory of art,

comﬁining ideas derived from Giorgione, with motifs culled from
Raphael and ancient art.

One of the most iwmportant result;\of this overlay of
guccessive historical references is that it subordinates the
actua} content of %he rainting. The old master work becomes the
substructure to the new--highlighting art as the subjeét of art.
This phenomenon has been succinctly eléborated by aRosalind

Krauss:

"The use of an old-master composition as the
underlying schema of a new work dislocates
the new work’s subject, deflecting it away
from the real world of objects the painter
has before him, and redirecting it towards
the vast historical archlve that makes up the -
inventory of world art."” 7 .

<

1)

-
[}

7

Rosalind' Krauss, "Re-Presenting Picasso,"” Art in America,

' LXVIII (December 1980), p. 92. _

\
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_ Picasso’s Variations on Las Meninas by Velézquez"v

-

.
)

When Picas began to paint his 1957 series Las Meninas

based on Diego Velazquez’ 1656 painting of the same title, he

asserted his unique vision and interprets a masterpiece by a’
8

past VSpaniSh Master according to a contemporary - one. - Las

the model (pl. 28). It depicts a subject that is simil%r in

concept +to Picasso’s theme of the artist and model and‘is thus
interpreted in a way that affirms Picasso’s approach +to art-

making. Picasso ~vindicates his +twentieth-century style by

-showing his own treatment .of the scenario, using it as any other

9
“"fact of nature.” He further individualizes his dialogue with

) .
Velazquez by integrating details from his own life into the

8
The Velazquez cycle is illustrated in Jaime ' Sabartés,

Picasso: Les Menines, (Paris: 195H8).
g

As noted in MeCully, A Picasso Anthology, p. 247:

"[Picassao’s] favorite thematic dep@rtures in
the 1late work was the history of art...in a
sense, Picasso was writing himself into the
history of art by virtue to his choice of
association with his predecessors.”

78.
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. 1llustrious court scene.

-

Velazquez’ Las\l@eninas had a special personal appeal for

Picasso. He had been made provisional Direct“;or of the ’Prado'
11

Miseum in Madrid by the Spanish Republican Government and one

of his tasks was to ensure the safe-keeping of that monument of
) 12
Spanish culture, Las Meninas. In undertaking a series of

variations of as historically an important work as Velazquesz’

Las Meninas, Picasso aligns himself wi{;h the process of history,
: 13 - -
as he had done in the past. ‘

10 -

parallel between Velazquez who worked exclusively at court, and
Picasso who was tied to the studio in-his late life. For both
painters, their life-.was their work.

In addition, the individualization of Picasso’s dialogue
with Velazquez continued after the completion of the paintings.
The entire series, including the paintings of the doves, were
donated to the newly established Picasso Museum in Barcelona.
See Brassai, Picasso and Company, p. 262. This returning of
Pitasso’s Las Meninas to Spain may also be related to Picasso’s
associations of Velazquez’ masterpiece ‘with Don José& Blasco,
Picasso’s father. As postualted 1in Gedo, Picasso: Art as
Biodraphy, pp. 233-234, +this connection .may be traced to the
time Picasso’s father introduced Velazquez’ Las Meninas to his
fourteen year son during the boy’s initial visit te the Prado
Museum. An additional link with Picasso’s father, who was a
painter of - pigeons, 1is through the choice of a pigeori-loft
studio and the subsequent simultaneous canvases of pigeons that
accompany the series of Las Meninas. For further on Picasso’s
relations with his father, see Gedo, Picasso: Art as Biography,
pp. 12, 14-18, 99-100, and passim.

- 11 F%y
Penrose, Picasso: His Life and Work, p. 290.
12

Picasso last saw Velazquez’ work in 1937 in Switzerland
where 1t was held for safekeeping during the Spanish Civil Har,
in Patrick O’Brian, Pablo Ruiz . Picasso: A Biography (New York:
1976), p. 310.

13
. 8 Fecr a survey of Picasso’s ‘copies’ see: J. Lucas,
“"Picasso as Copyist,"” Art News, LIV (November 1955), pp. 36-39,
53-54, 5H6. On a related subject see Susan Mayer, ' "Greco-~Roman
ard Egyptian Sources in Picasso’s Blue Period," Arts, LIII (June

3

\
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C J
The center of interest in Picasso’s transformations is the
.x'A'iverse activities in the painter’s studio. The artist’s room is

transformed into a theatre; the solemn members of  “the court

ke 13 q \
become characters in a parody enacted throughout the \forty-four
14
canvases that make uﬁgthe series. John Anderson é%es this

1
@nderlying irony as central to Picasso’s Las MggiﬁggY/‘ Picasso

collaborates with the impiicit subversive content of Las Meninas

by Velazquez which subtly takes Jicense with /feccepted

16 .
tradition. -

—

o

The artifice of Las Meninas by Velazquez invites the

1979), -pp. 130-137; Susan Mayer, "Greco-Roman Iconography and
Style 1in Picasso'!s Illustrations For Ovid’s ‘Metamorphosis’, ™
Artforum, XXIII (December 1979), "~ pp. 28-35; and Robert Judson
Clark and Marian Burleigh-Motley, "New Sources for Picasso’s
“Pipes of Pan”, “ Arts, LV (October 1980), pp. 92-93.

Picasso also wrote poetry based on artworks as El1 Greco’s
Burial of Count Orgasz, see Pablo Picasso, El Entierro del Conde

de Orgaz, prologue by Rafael Alberti and Gustavo Gili,

{(Barcelona: 1968). -
' 14

This element of parody resurfaces in artist and G model
themes throughout Picasso’s geuvre. It was evident in the Verve

Suite 180 considered in Chapter Two above, and dominates his

last prints on the theme: the Suite 347 of 1968, and the Suite
156 of 1968-1870.

15
John Anderson, “Faustus/VelaAzquez/Picasso,” in Gert
Schiff, Picasso in Perspective, pp. 158-162.
- 16 ’

Ibid., pp. 159-160, considers the painful relationship
between VelAzquez and Picasso. Anderson contrasts the “uneasy
historic establishment” of the former with +the “"disenchanted
"anarchy” of the latter; the “mannered play acting of the
Velazquez" painting with +the “untransfigured expression of
suffering” in the Picasso c¢ycle. This Anderson continues,
accounts - for the rudimentary child-like technique of Picasso’s
‘;. series~-all refelections of Picasso’s “inordinate aversion
toward the ways and means of art.”

” i
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A}

specthtor to play at speculating the subject on the canvas,

" ~ 7

~ whose reverse side dominates the composition. Is the artist in

the process of péinting the maids of honour, +the Infanta, the
Roval Couple standing in the space of the beholder and reflected
in the mirror behind the artist, or the painting of Las Meninas

17
itself? Picasso was intrigued by this conceit. Entering,into

the dame of sight, illusion, and reality, Picasso tried to

: 8
situate each figure within the space of the studio:

A

A

"Velazquez can be seen in the picture,
whereas in reality he must be standing
outside it; he is shown turning his back on
the Infanta who at first glance we would
expect to be his model. He faces a large
canvas on which he seems to be at work but it
has its back to us and we have no idea what
he is painting. The only solution is that he
is painting the King and Queen, who are only
to be seen by their reflection in the mirror
at the back of the room. This implies
incidently that if we can see them they are
not looking at Veldzquez but at us in the
mirror. Velazquez therefore is ot painting
Las Meninas. The girls have gathered round
him noet +to pose for him but to see his
picture of the \Klng and Queen® with us
presumably standindg beside - not them but the
King and Queen." 18

Y/

Gazette des Beaux—Arts, XXXV (January 1949), pp.

irkmeyer, “Realism and Realities in the Paintings
of Velézquez,' Gazette des Beaux-Arts, LII (July—-August 1958),
pp. 63-80; Josée Ortega y Gasset, “Reviving the Paintings:
Velazquez, " in Phenomenology and Art, +trans. P.W. Silver, (New
York: 1975); and M.M. Kahr, "Velazquez and Las Meninas, " Art
Bulletin, LVII (Jume 1975), PP. 225-246. For a ‘Post-—-
Structuralist’ approach see Craig Owens, "Repfesentation,
Appropriation and Power,” Art in America, LXX (May 1982), pp. 9-
21. ¢ .

" 18
Penrose, Picasso: His Life and WHork, p. 420.

Las Meninas

2\ or example: Charles'de Tolnay, "lLas Hilanderas and
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In his variations of Las Meninas, Picasso dses _not
" rearrande the formal relationshipé. He neither clarifies the
image of the royal couple in the mirror behind the artist,' £he
mystery of the painting, nor his interpretation of the viewe;’s
stance 1in front ofvthe canvas. Instead he respectg Velazquez’
work as it was created, his ‘copies’ lg;ving each figure

19
approximately in +the position assigned.

o

Picasso +transeribes +the seventeenth-century masterpiece
into bis tweﬁtieth—century idi;ﬁ. Thé studio and its contents
were simpiified. The interaction between figures, so gnigmatic
in‘ﬁhe original, 1s expanded and re-enacted. Picasso enters into

Velazquez’ studio as if it were a theatre and Picasso the

director. Las Meninas by Velazquez is read as a script in which

each character’s role is reinterpreted. The actions of Jthe

figures, pafticularly those on the. right side, are clarified and
. i

elaborated as Picasso expropriates Velazgquez’ studio and makes

it his own. The scene 1is, as McCully observes, that of-a "fellow

Spaniard whose life is his work and who is, 1like Picasso, tied
20 :

to the studio in late life.”

The dog in Velaéquez; rainting, for example, becomes

N 19 .
Michel Leiris, "Picasso and Las Meninas by Velazquez,"™
in McCully,- A Picasso Anthology, p. 257.
20

McCully, A Picasso Anthology, p. 247. McCully, p. 254,
includes in this series the paintings of pigeons outside: of
window that Picasso made at the same time, . "as if Picasso had
opened the light-filled rear door in Velazquez’ painting.” Gedo,
Picasso: Art as Biocgraphy, p. 235, observes that when Picasso
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Picasso’s dadhsbundeump. The enigmatic outstretched flqptering
hands of the. boy who pokes at the\ énimal is explained by
placing a pianoc before him to play.21 Similarily, Picassa gives
concrete meaning ‘to a line in the paneling pf Velazquez’ canvas,
which Picasso happened to not?ge rises from behind the nape of
the boy’s neck. In one of his variations,'bPicasso transformed
that bléck line into a cord by\which the boy is suspended like a
marionette.22 " In this way Picasso merges his own life with. the
scenario, deﬁicted in the painting. It through this falseness
that reveals Qﬁat Anderson calls the “gesture of despair”

- 23
inherent in the fabrication of Picasso’s Welazquez cycle.

Picasso’s embodiment ithin Las Meninas is supported by

the personal investment with which they were endowed, and the
intensity of their creation. The paintings after Ve%ézquez
dominated the thought and conversation of the .Picasso household
during their inception although Picasso would not allow them to

24
be seen. Not until +their completion did he, with much

21

El Piano dated 17-10-57 1is reproduced 1in Sabartés,
Picasso: Les Menine , pl. 40. This integration of details from
Picasso’s personal life into the scenario depicted in Velazquez
is also mentionned in Leiris, "Picasso and Las Meninas by
Velazquez,” in McéCGully, A Picasso Anthology, p. 257, who
describes these new characters as Picasso’s way of moving into
the interior that Velazquez had arranged.

22
Penrose, Picasso: His Life and Art, p. 423.
23
' Anderson, “Faustus/Velazquez/Picasso,” p. 161.
24
4 Heléne Parmelin, wife of the painter Edouard Pignon,

was a frequent‘houseguest of Picasso and his wife. In her books
and articles she recounts in detail the intimate emotional
climate, the.artistic activities, and dicussions that took plgce

-

[ "’\
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- 25
trepidation, finally show the series to his friends.

Picasso parodies Velazquez’ mas,terpiece while at the same
time affirming his expertise at achieving equal spatial effects
using means 1a'rge%y inyented by himdelf. For instance, even
though much of the coniposition is flattened, +the “Chamberlain
maintains his pdsition at the back of the studio (as in bls. ‘29
and 30). Such recessive effecf:s in the face of a contrary two-
dimensionélity are accomplished by strond contrasts of light and

26 «
dark, and by Cubist angular planes. N X

Unlike his other representations of the artist and model in
which each figure is aligned at the left and right eddes of the
.canvas, Picasso’s Las Meninas ixivots the action nipety dedgrees,

. 27
Just as Velazquez did in his painting. The Spectators cross

while she stayed with Picasso and Jacqueline. On her description
of the period during which Picasso worked on the Velazquez cycle

see Heéléne Parmelin, "Picasso and ‘Las Meninas’,"” Yale Review,
XLVII (June 1958), pp. 578-588. . 9 .
. 25 -
Héléne Parmelin, Picasso Plain, trans. H. Hare (London:
1959), p. 227. o
26

Penrose, Picasso: His Life and Work, p. 421. Anderson,
"Faustus/Velazquez /Picasso,” p. 158-159, also considers the
formal implications of successive related images each connected
tc a single aspect of objective reality inherent in Picasso’s
Las Meninas as a repetition of of the multiplicity and changing

_ point of view inherent in Cubism.
27 -

Another motif derived from these wvariations is the dark
figure of the Chamberlain silhouetted before an open door in the
back of the studio. Although this figure would seem to have no
meaning apart from his context within Velazquez’ painting,
Picasso absorbs his silhouetted form against a light—-filled open
door and re—uses this motif in works associated with the artist
and model theme as in a droup of drawings of January 1964
(Zervos XXIV; 42-44). )

84
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l the barrier of thg picture plane to become %the m‘odel‘ confronted
‘ by the artist.

N .‘iny four Qorks of the series show the artist (Zervos XVII;
- 351, 374—3]6). In the first, dated 17 August 1957, hié towering
. figure occupies the height of the room (p;. 29). Superimposed on
his fr;ntaleace are maltiple profile§ suggesting a gaze that is
'simultaneously left, righf; and outward. This visualizes +the
fgll ambiguity of the object of his scrutiny. As his glance

takes in all that is around him, the observer is not certain

wvhich one will be transcribed onto the canvas.

- In the painting of October 3, 1957 (Zervos XVII;375) © +the
artist is shqwn with a triandular torso. This figura®ion links

f1im +to other representa%ions of the artist,l such as the 1928

Artist and His Model (pl. 9). It is noteworthy that he 4is -

presented in black and white hues. These same colours will be
later associated With the artist and his -model series of 1963
(as in pls. 89-80).

-

The palnter’s palette and brushes havejfbeen omitted. In

this the starkest canvas from this series, the artist isﬁonly'

identified“by the emblem of the Order of Santiagoc embroidered on

Velazquez’ chest (pls. 29 and 30). A variation of this~sign wil{

be modified to form an agsociation with the %rtist and his

creative potential (see figure 5-1). Even in a& earlier canvas

-

wvhere +the artist 1is relatively small and many Adetails are

&2
* =%

suppressed, the insignia on the artist’s chest are emphasized. (ﬁ/

d

»

This sign 1is a horizontal. and vértical configuration,

é%

crossed at mid-point (figure 3-1). The mark of the Order of

85
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o

Santiago was imporban:b to Picasso Jjust as it was to Velazquesz
for it indicates the increased status the artist attained. If

Picasso was not aware of the bittejr obstacles VelaAzquez had to

overcome before he was granted the right to

-

wear },bis emblem, he would have appreciated
the significance of an artist acquiring a
Knighthood in the conservative Spanish v

28 . ‘
society. - FIGURE 3~1

4
a

The. insignia of the Order of Santiago may h.a”ve appealed to
Picasso for its symbolic value. It is an emblem of_ prestige,
' showing the recognition of ‘the artist’s status withir; ‘his
society. The sign indicates tt;e nature of the; artist’s power.
It is a mark of his creative pofency 'whic\h he proudl& wears on

o

his chest like the badge _of honour i:b is.

&

| i
: Piocasso’s Variations on Manet’s Déjeuner .sur 1’herbe

Intermittently between February 1960 and December 1961

Picasso painted and drew a series of vax;iations of Edouard
. 29
Manet’s 1863 Déjeuner sur 1’herbe. This cgmplex nineteenth-

e

28
For a cogent examination of the relationship between

Velazquez, the Royal Court, and Las Meninas, see:' “Jonathan
Brown, "Oh the Meaning of ‘Las Meninas’," in Images and Ideas in
Seventeenth-Century Spanish Painting, Princeton Essays on the
Arts, (Princeton: 1978), pp. 87-110.

29
The: complete series of paintings and drawings are

reproduced in Douglas Cooper, Pablo Picasso: Les Déjeuners,
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century painting contains more than its charming title reveals
(pl. 31). Through its choice of subject and the treatment of the
figures, Manet’s Le Déjeuner sur l:bgggg refers to the
processes of‘history and art—making.aO\The painter and model are
implicit in the very work from- which Picasso mnade his

variations. Picasso assimilates and expropriates the

significance of Manet’s canvas.

/

The presence of a model ié'the studio 1is . paradoxically
guggested in this plein alr subject by the ‘cut-out’ manher in
which Manet detaches Ir from the 1andscape.31 Picasso absorbs
this “ambiguity in a large oil painting of March 3 and July 20,
1960 (Zervos XIX; 204). Victorine Meurend, Manet’s model, is
replaced by a cross-—-legged seated f%gure.who has the same long
black hair, elongated neck and pointed facial features that

characterize Picasso’s model, Jacqueline Roque (pl. 32). This is
1

a subtle allusion to her position as the seated figure on the

N

(New York: 1963). p
30 )
The extensive bibliography and interpretations of
Manet’s Péjeuner sur 1’herbe are summarized in Galeries
" Nationales du Grand Palais, Paris and The Metropolitan Museum of
Art, New York, Manet 1832-1883, exhibition catalogue, (New York:.
1983), pp. 165-174. The critic that viewed Manet’s painting
purely as a statement on art was Manet’s friend, Emile Zola. See
Georde Heard Hamilton, Manet and His Critics, (New York: 1969),
PP. 43-51; and I. N. Ebin, "Manet and Zola,” Gazetlte des Beaux
Arts, XXVII (1945), pp. 3b7-378.

- 31

Eunice Lipton, "Manet: A Radicalized Female Imagery, ”

Artforum, XIIT (March 1975), p.49, reviews this reading of the -

space stating "the schematic outdoor backdrop belies a natural

- setting....the reality in this painting is an event 1in thg
- ;

artist’s studioc. ™

87



CHAPTER THREE

32
left 1in his versions of Delacroix’ Femmes-d’Algiers. It also

shows the manner in which Picasso personalizes his relationship
- 33 )
with Manet and his creations. As Boggs has observed, the nude
34

becomes Jacqueline, and her companion Picasso.

Thé model in Picasso’s Déjeuner recalls the great nudes of
art. This is evident in one of the drawings in the series
(Zervos XX; 120). It shows a woman whose form and posture

simultaneously alludes to such well-known depictions as

Glorgione’s statuééque Venus’, the reclining Odalisques of

35 - ,
Ingres, and to Manet’s formidgble Olympia (pl. 33).
L~ ] -

The lounging male on the right refers to a river god, the

32 - : é
Jean Sutherland Boggs, "The Last Thirty//Years,” in
Penrose and Golding, Picasso in Retrospect, p. 229 :
33

An instance of the way Picasso personalizes his rapport
not only with the master’s of other works but with thelir painted
characters as well is given in the description of Picasso and
Manet’s Lola de la Valénce as given in Parmelin, Picasso Plain,
PP. 120-121, 153; also reprinted in McCully, A Picasso
Anthology, pp. 249-250,.

Ftléne Parmelin, Picasso: Women, Cannes and Moudines, 1954-
1963, trans. H. Hare, (New York: 1964), p. 162, describes how
Picassc spoke of the artists after whom he made his copies as if
they were 'living’ menbers of the Pitasso household:

"Picasso often says when he paints, all the
painters are with him in his studio. Or
Y rather behind him. And they are watching him.
Yesterday’s and today’s. Velazquez never left
him the whole time he painted The Maids of
Honour. Delacroix had his eye on him while he
was doing all the Women of Algiers. And he
vondered what Delacroix thought, whether he
was pleased or not....A solitary painter 1is
never alone." )
34
Boggs, “The Last Thirty Years,™ p. 227. )
35 -
For further on the connection between Picasso and
Indres, consult Chapter Seven. -~ ’

A
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CHAPTER THREE

ultimate source of the corresponding figure in Manet’s
ngggggg.ss In this way Picasso incorporateé artistic traditions
extending fromsancient Rome to Raphael, Giorgione, Ingres, and
Manet——finally culminating in Picasso himself. Thus Picasso
assures his own place_ in history and his continuation of

tradition by perpetuating these long-standing images. ¢ This is

related to Picasso’s belief that art works are an object

possessed by all. But their images, like that of Las Meninas,
require periodic revitalizing to maintain their potency.
theme occurred after July 16, 1961 when Picasso eliminated a

second male figure, reducing the group to three and pushing the
37 ’

. bather further into the background. With this change, painter

36
Déjeuners, dated July 26, 30 and August 22 and 26. Illustrated

in Cooper, Picasso’s Déjeuners, plates 124-146.

The derivation of Manet’s Déjeuner sur l’herbe from an
ancient river dod is traced to Giorgione’s Féte Champétre, who
in turn expropriated the resting male from the figure of a river
god in Marc Antonio Raimondi”s engraving after Raphael’s
Judgement of Paris. See Particia Egan, "Poesia and the Féte

Champétre,” Art Bulletin, XLI (199%9), pp. 303-313; Wayne

Anderson, “Manet and the Juddgement of Paris,"” Art News, LXXII

(February 1973), pp. 63-69. Also Michael Fried, “"Manet’s
Sources: Aspects of his Art 1859-1865," Artforum, VII (Winter

1968-1969), pp. 28-82; and.Theodore Reff, "Manet’s Sources: A
" Artforum, VIII (Winter 1969-1970), pp.

111-122.
37

Louise d’Argencourt quoted 1in Picasso: Meeting in’

Montreal, p. 223, notes when the droup was reduced to three with
the bather being visually pushed into the background, the theme
Picasso’s ‘paraphrasing’ of Manet may be traced to a parody
of Manet’s Olympia Picasso drew in 1901 in which he positioned
himself and his friend, Junyer, as ‘gentlemen callers’. Theodore
Reff, “"The Meaning of Manet’s Olympia,"” Gagette des Beaux Arts,
LXTIIT (1964), pp. 114 and 122, note 13, comments that prior to
Picasso, Gauguin had caricatured Manet’s painting around 1889.

-

This is found in Picasso’s Fourth  sketchbook of the.

-~



CHAPTER THREE

d nude not only partake in what has been called their secret
38
dialogue, but the subject of their discussions is thrown into

sharp relief.

o

On July 27, 1961 Picasso integrated the D&jeuners theme
with that of the artist and model motifs in a small but
important painting he kepg in his’/personal collection and which
his widow retained after his death (Zervos XX; 111). Within the
carefully balanced architecture of the forest, three figures are'
positioned so that each f;rms a self-contained unit (pl. 34).

Picasso’s version of Manet’s seated male figure, identified

by Cooper as “le ¢grand Causeur,” is transformed from a
39
nineteenth-century bourgeois into an artist. He is shown in a

‘strict profile, black boot resting on a base line conéisting of

a narrow'plue band. Even his outstretched hand is turned éo that
its dark silhouette is clearly identifiable agaiﬁé% the sunlit
rool behind him. But he gestures toward an ewmpty spéce——there is
nothing actually opposite him. The nude he addreéses is further
in depth, bracketed by two sturdy tree trunks. She holds the
same pose, knee bent and hand to neck, as she was commisgioged

to do at the beginning of this series. The blue tones of her

torsgo are echoed in her male companion and in the .« surrounding

woods. Neither - communicates with the other. Rach
38
- Louise d’Argencourt quoted in Picasso: Meeting in
Montreal, p. 223.
39

Cooper, Picasso’s Déjeuners, p. 12.

90
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seems locked in his prescribed role.
| This variation on Manet’s Déjeuner is more than a pretext
for Picasso’s painting. The actual subject stipulates art as an
entity unto itself. More significantlf, Picasso 1s also making a
wry comment on his own painted creations. The individual forms
are caught in their respective isolated spaces, +trapped within
their painted positions. Xach seems surrounded by the wvostiges
of a /rectangular frame engraved and superimposed ur«n the
painted surface. The movement sugdested by their gestures 1is
belied by the frozen posturés. \

These /characters are more than a’ reprise of Manet’s

e o

ngggggit They pointedly allude to the world of art ingrained in
Manet’s work. The element which reveals this most cleagly is the
distant bather. She is enframed on the left by the combined
verticals of +the edge”of the tree trunk and the leg of the
sitting nude, and on the right by the artist’s profile and
outstretched hand. ©She 1is encased above and below by the
horizontal 1lines of the trees and another emapating from the
knee of +the Causeur. The bather’s pink tones and sunlit
surroundings further distinguish her from other elements in the
rainting.

4

Thizs nude performs a double function that tnites the

* Déjeuner seriesﬁﬁgih the artist and his model theme. In addition

to representing the figure of a distant bather as derived from
Manet’s work, she also assumes another identity--that of a
painting of a bather. The canvas on which her image 1is

represented is bgought outdoors and is in the process of being
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¢ ) 40
( examined and discussed by the foreground couple. The allusion
= to the studico in an ostensibly plein air subject ironically

3

«confounds +the interior/exterior ambiguity inherent in Manet’s

Déieuner sur 1’herbe.
\

The recognition of the ﬁather not as a living form but as a
prainting explains the puzzling gestgres of both artist and
model. His outstretched hand is not directed toward the seated
nude aéross him, but at the image. of the bather against which 1t

js silhouetted. Hence, the emphasis placed on this hand and its

proxim}ty té the supposed distant bather. The artist points at

J " the éainting of a bather propped'up behind him. Siﬁilarily, the

'model does not lock at the artist, but again motions toward the

canvas behind her. It is this painting-within-the-palinting that
engdades their attention and is the topic of their disoussion:

The image which the painter and model indicate, is isolated

\
- - \ - - - -
in many drawings Picasso made in ‘the Déjeuner series. In these

the bather is removed from the Dé,jeuner scene. ©She 1is shown

alone, sometimes wading in the water, other times precariously
41

holding up her chemise, andppicking a flower (pl. 35). Her

L
—forms closely resemble +those found in both drawings and

&

paintings in the Manet cycle (see pls. 39, 40, and especially\

41). However, the separation of this nude from the context of

40
Picasso was fond of bringing his works outside for
scrutiny, as described in Parmelin, Picasso Plain, p. 31 and
Parmelin, Picasso Says, p. 33. See the photograph in Roland

Penrose, Portrait of Picasso, (New York: 1871), illus: 310.

: 41
L i Examples of drawings of variations on the bather subject
is found in Cooper, Picasso’s Déjeuners, illus. 77 and 80.
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the Déjeuner works reiterates her - -independence, and supports

the interpretation of this ‘bather’ as doubling as a work of

art.
The integration of Picasso’s own images into ancther work
may be traced to the 39305. In a painting of January 20, 1930
/ y
Picasso presents the distorted profile_of an artist confronting
a canvas on which two figures, each of which have been painted

p
‘individually, are combined (Zervos VII; 307, 308, and .309). The

conceit is the same as that manifest in Picasso’s Déjeuners; an

-

artist shown in the ackt of creating one of his own paintings
(DR .

(pl. 36). The grossly enlarged hand placed at the lower edge of
both the real and painted canvases 1s analogous to the
silhouetted paw of the Causeur in the later Dé&jeuners.

t e
The subject of the Déjeuner sur l’herbe and 1ts attendant

association with the theme of the artist and model is made

manifest at the end of Picasso’s life in etchings from his Suite
49 N
1566. In a continuation gf the projection of paintinds within

paintings, a plate of April 9, 1970 shows a standing nude
flanking an artist seated before a variation deriving from
Picasso’s Déjeuner cycle (pl. 37). In 1t a contemplative

gentleman casually turns toward a seductive nude, while a

passionate couple makes love on the other side of him. In the

‘distance‘the bather unmindfully wades in the pool. The reduced

size of the nudes and the detached attifude of the Causeur

!

42
Pablo Picasso, 156 Gravures Recentes, (Paris: 1973).
These etchings cover a period from October 1968 to April 1970.
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> :
casts doubt on whether these figpres are present with the

‘artist’ or projections of his imagination. e

These images-within-images are compounded by a rectangulér
frame with +the back of a departing figure that appears from

behind the artist’s eaSel. In spite of the clearly defined space

occupied by the artist and model, it is not certain whether this

|
allusive. fo is an image in a picture or another person in the

.studio. Th%é ambiguity amplifies Picasso’s long—standing
S
discourse b;tween reality and art. ) ,

t

The Artist and Model in Picasso’s DéJjeuner sur l’herbe

{

-

4

e The figuration of the Causeur in Picasso’s nggggggg

\
paintings will evolve into the forms of the painter in the 1963
. 43 N
artist and model series. An oil .painting of July 121 1961

é*emplifies their points of similarity (Zérvos XX; 89). These

«

are the artist’s somber forms, emphatic buttocks, enlarged
black boots and a powerful outstretched hand (pl. 38). Like the

paidfers in the 1963 series, the head of the Causeur is darkened

43
Among the similarites between Picasso’s Déjeuners and
his '1963 artist and model series are the image of male and
female confronting each other. The men are usually angular with
"outstretched hand. The women are rounded, nude and wusually
passive, with an occasional dominating presence.

Douglas Cooper, Picasso’s Déjeuners, p. 12, notes the

theme although Cooper does not elaborate on the exact nature of
their connection.
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N - 44
except for a narrow vertical band at the back of his cranium.
He 1is nude, yet paradoxically his feet are given the shape of
boots with heel and rounded toe.

The interdependence between artist and model is
demonstrated by the seemingly innocuous gesture of resting her
foot oﬁ his boot.45 The posture of thé figures on opposite sides
of the canvas echo each other, so that they are locked into a
kind of ritual dance that discloses their kinship. He sits in
the identical reversed position as the woman facing him. One
knee is flexed upright, the other bent on the ground; _one is
vertical, the other horizontal. Both also have arms which rest

r\cm their respective thighs on the side closest to the observer.
The male stretches out his other arm in a gesture of giving, the
female points to herself in a "motion of receiving. This
emulation of their forms raises the suigestion that they are

joined by a powerful but invisible bond.

-

Picasso’s Déjgggggg also probes the relationship between
the tforeground couple. The affinity of ‘artist and model 1is
demonstrated by her shifting proportions in relation to his. In

two canvases of July 31, 1961 the nude 1s reduced, then

44
The narrow band at back of the artist’s head is
especially evident in Picasso’s February Sketchbook discussed in

Chapter Four.
45

As in Cooper, Picasso’s D&jeuners, illustrations 150~
152, 155.
46
See the Introduction to this dissertation, note 16, for
a brief consideration of the characteristic mirror image between
two figures, each representing another aspect of the other.
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elongated (pls. 39 and 49). ©She is absorbed into his orbit
through the place&ent of her cross—legg;d body on his dark foot
which 1is extended almost to the far side of the canvas in order
to accomodgte Per. In spite of their proximity, they°‘femain

distinct from each other. Her light, virtually tran#iucent forms

compliment his somﬁer, heavy bulk. ,

his wvisual function 1s stressed (Zervos XX; 115). A 1large
frontal eye extends over the lateral breédth of the painter’s
profile from the bridge of his nose to the ear (pl. 40). A dark
pupil 1is suspended in the midst of its almond shape, in a form
that is reminiscent of the June 1956 ink drawings in which the
eye of the model hypnotically scrutinizes a ‘canvas until they

merge (pl. 27).

The Causeur confronts +the observer with his enlarged

frontal vision. He also gazes toward the left with his other
profile eye. Its observatory function 1is stressed by the
elongated 1lids which bracket, extend its boundaries, and
function as directional arrows projecting outward.47 He lookw
éut at the observer and at the two nudes. Simultaneously, hé
loocks at the painting within the painting. Both nudes have been
transposed into the realm of art. The brown earthly hues of the

artist, and +the aqua ethereal tones of the female images which

-

47

Two other examples of visual ‘directional indicators’
are: Picasso’s 1956 Woman by a Window (Zervos XVII, 120), and

The Artist and His Model (Zervos XXIII; 196) .of 1963.
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cﬁt diagonally across the projected canvas reiterate the

Vd
distinction between the artist, his paintings, and the model

.from which they derive.

-

Each absorb qualities of the other. The - - male manifests

female qualities. This is evident in the July 31, 1961 paintinés

in -which a peculiar metamorphosis occurs. The artist’s right
. 48
hand which origdinally held the staff rests on his raised knee,

then it undergoes an extraordinary transformation (pls. 39 and

~

40). As the fingers, hand, and elbow disappear the appendage
loses its characteristic shape. Only the cane stuck %hrough its
fat sausage form recalls its former identity. Finally, it
becomes short and round, resembling the profile of a breast
contained within thé artist’s ill-defined torso.ﬂ

The male’s acquisition of female anatomy occurs on a numSer

49 -
of occasions in Picasso’s oeuvre. Might this Joining also

secure their artistic 1internalization that preceeds her

transcription into art? Following this contention, the model

48
Picasso’s artist, his cap and staff are used less frequently
although occasionally they reappear as a reminder of his origins
as Manet’s lounging male figure. )

49

Transformations of male into female is not unheard of
in Picasso’s circle. Picasso acknowledged the feminine aspect of
his own personality on several occasions. Aspects of this union
are examined 1in Langston, Disguised Double Portraits in
Picasso’s HWork, pp. 65 ff, and 180 ff. A depiction of the
transformation of the model become the painter is illustrated in
Picasso: Meeting in Montreal, p. 236, painted on January 25,
1965. Examples of the integration of male aspects 1into the
female form are given in Chapter One, note 48, of this thesis.

-
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o

may represent also another side of the artist, so that he Jjoins
¢ ' ) ;
with her sexually, but also figuratively, absorbing her feminine

50
aspect into his masculine self.

This intermingling of male and female forms, and 1its

_connection with the making of art, is evident in two drawings in

51
60 and 61). The integration of paintings within_the Déjeuner

series is made overt in the second drawing (pl. 41). A rectangle
frames the artist’s outstretched hand, embracing a portion of
the bather ‘behind’ him. Tﬁe clear assertion of this enframed
area as an image-within-an-image is furthered Ey its opacity,

3

seen in the way it covers part.of the painter’s bent knee.
52

The foreground nude is projected as a double profile. Two

50

As presented in Linda Nochlin, "Picasso’s Colour:
Schemes and Gambits,"” Art in America, LXVIII (December 1980),- p.
178, this union of genders is related to the Jungian anima,
which posits a female, passive and intuitive side contrasting
with the active, rational male characteristic. The task of this
anima is to link men to the realm of nature and to the riches of
their own conscious.

The Surrealists were particularly drawn by the metaphoric
possibilities inherent in androgynous figures. See Robert Knott,
"The Myth of the Androgyne,” Artforum, XIV (November 1975), pp.
38-45, where, p. 39? androgynous forms are related to fertility
nyths which employ violent dismemberment as an essential
function of achieving renewed unity and ultimately creativity.

51

The drawing of December 29, 1961 is in the Fifth
Sketchbook. This 1is the last date on which Picasso painted or
drew - works related to +the series, although the Déjeuners
continued in 1962 in the form of linoprints. -

52

. A number of scholars have -interpreted this phenomenon.
Steinberg, Other Criteria, p. 194 recognizes in them two sides
of the same personality; Elsen views the heads as -a
transposition of male and female sexual ordgans, Albert Elsen,
"The Many Faces of Picasso’s Sculpture,” Art International,
XIII (Summer 1969), p. 32; -and Langston, Disdguised Double

98



- - . 3

- CHAPTER THREE

g, -
distinct types are united in her single form. A frontal aspect

?
has flowing hair that luxuriously curls at her shoulders.

~

Superimposed “over this is the profile of a another human form

T\\\\“iEE\Rfark cap—like hair. The head is similar in shape to the
. / *

———

arﬁist—gguseur figure of the later paintings in the series (see

pls. 38-40). This wmasculine pefsona invades the feminine
53

aspect. The model’s resistance -to +this infringement is

apparent in her gestures in which her right, feminine half tries

to push away her other.side.

Using ~linoprints, Picasso pursued the. theme of the

the artist’s hand indicating the ‘painting-bather’” and the
seated nude \(Bloch, 1027).54 _Surveying the scene from behind
the model is the u;per portion of a head and neck (pl. 42). This
form is relatéd té a brightly coloured draying of a similar
isolated head which is i?cluded among the Déjeuner series (p1.§
43). .The shape of this ‘obserQer’ is reminiscent of the plaster
heads in the Atelier paintings of the 19505~~ (pls. 15-17).

It is also similar to the ‘phantom~like’ form that emanates from

the bent artist in Pilcasso 1926 Artist and Model (pl. 6). This

Portraits in Picasso’s WSrk, p. 189, sees a combination of two

different individuals.
83

\\

In her analysis of the theme of the kiss in Picasso’s
art, Langston, Disguised -Double Portraits in Picasso’s Work, pp.
180 ff., postulates a similar division of the face into male and
female halves Jjoined by their commen passion.

54 )

~ This 1lino-print 1is owned by and 1illustrated .in
Picasso: 51 Linoprints, 1959-1963, exhibition catalogue (Tokyo:

1973), p. 27.
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elusive configuration will further partake in the studio

.activities. It will be transformed into a sculpted head that

will watch the artist at work and integrated into the multiple
facial aspects of the artist.

The peculiarity of Picasso’s prints is that he oftén does
not réver%e thé_image o;—;;;\ﬁiate so that the ensuing print is
viewed Just '*as he drew it. Consequently, the artist was

transposed to the left to confront the model on the right. Might

-this arféngement have sugdgested the composition that will* be

integrated into the forthcoming artist and model series? _

Toward the end of the De¢jeuners series, Picasso moved into
a home known as the Mas Notr? Dame de Vie. It is here that the
isolation which began ,in the 19505 deepened into virtual

55 .
seclusion. It also represents a period in which, as Bogdgs

succinctly observes, "Picasso turned in on himself, on his own

56
resources® and in particular on his own life.” Within this

solitary .world, enhanced by his increasing introspection,
Picasso revived his long-standing invgstigation of the work of

f 4
the painter.

\ - .
i\ ' . M

%\
55

i

- A -description of the extensive grounds of the .property

with the small’ chapel from which it takes its name, is provided

in Penrose, Picasso: His Life and Art, bp. 439-440.
b6 :

Boggs, "The Last Thirty Years,” p. 229.

’ ‘
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CHAPTER FOUR

-

PICASSO’S SKETCHBOOK OF FEBRUARY 1963

Picasso’s - close friend, the  photographer Brassai,
‘comments on Picasso’s capacity "[to see in things] ‘objects which
are both common and rude, banal and marvelous, the latent image
[of sométhing e:lse]."1 His statement reflects. the intrinsic
structure of l?icasso’s visual thinking. Brassai was referring-
to Picasso’s ability to respond to ‘symbolic’ and expressive
values found in reality by transforminé one thing ihto another.

. —————

In this way Picasso embedded associations in the objects he
represented by reconciling things seen with their possible
meanings. In +the artist and modél- paintings, this was
accomplished by distorting and alterin—g the forms of the

figures, reducing them to a sign-like image. As Picasso

explained:

*I always aim at resemblance. An artist
should observe nature but never confuse 1t
with painting. It is only translatab¥e into
painting by signs. But signs are not to be
invented. To arrive at such signs, you have
to concentrate hard on the resemblance...this

1
Brassai, Picasso and Company, p. 89..
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profound resemblance [is] something deeper
than the forms and the colours in wvhich
objects present themselves." 2 -

In the 1963 artist and model series these signs are not ends in

themselyes: Rather, +they are the means Picasso uses to convey

the internal creative process. This ‘“profound resemblance...
deeper than the. ..objects themselves” ‘ indicates inherent
relationships and ideas not normally visible. The signs

establish an analogy between the artist, his model, and the art-
making endeavour they pursue. l

Picasso’s representation of the creative act is evidont? in
a group of drawings spanning a period of twelve days from
February 10 to'21 which initiate the 1963 artist and model

3
series of paintings. These drawings, contained in a cahier,

p--y-2 - N

identified in this thesis as Ehe February Sketchbook, reveal the

on-going credgtive process.

«

'

The Projsction Of The Model Onto The Artist’é Canvén
- ‘\
In The Drawings Of February 10--11 \

‘o
The four drawings of February 10, establish the figuros’
left-right division which will remain constant throughout most

of the foflowing series of paintings (Zervos XXIII; 122- 12%).

2
Ibid., p. 163.
3 -
The majority of these drawings are in black ' lead
pencil, with a few in coloured crayon. All are 21 x 27 cm. in
size. They are reproduced in Zervos _XXIII; 122-150.
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The artist is located on the left while the model reclines on
the right (pls. 44—47).4 Their relative placement establishes
the fundamental dichotomy between the artist and model.
Picasso’s second drawing of February 10 (Zervos  XXIII;
122), jinitiates the 1963 artist and model series. In it the
painter is separated from his model by his position‘and by the
shadows which surround the nude and the canvas (pl. 44). Both
figures are 1independently cloaked in this shadow& form whose
character is ambiguous. It is transparent but also appears
tangible. The shade coveriﬂg the model is not consistent - with
the strong light entering the window behind her. ﬁ;ither figure
Ypossesses solidity nor do they communicate. Tﬁé mgtchstick—like
painter huddles behind his large, blank canvas; the nude 1is

]

stiffly stretched out upon a couch. ¢

An analoéy is established between the rectangle of the
a?tist’s- canvas and the shape covering the model. The rigid
posture and featureless visage of the reclining nude suggests
less a real pérson thgn the painting on which the artist is
working. The latter contention is reinforced by the rectangle

V.

vhich cuts across her, flattening and suggesting a two-—

~

dimensional plane laid over her living forms.

This second drawing of February 10 demonstrates the act of
transforming the . three—-dimensional realm of reality into the

planar two-dimensional surface of the work being produced. In

this manner Picasso realizes the projection of the model both in

4
This was observed in the linoprints of the Déjeuner

series, see discussion in Chapter Three, and pl. 43.
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y x the st\udio and as a painting; as reality and as work of art. i

The paradox of the nude’s position is amplified by her
lower legs which extend beyond the ‘shadow-screen’. In contrast
to the rest of her torso which is summarily treated, these lower
regions are clearly defined and even show clearly the detail of
her toes. Her forms do not entirely accomodate the ‘canvas-—

' shadow screen’ superimposed upon her. Ambiguously, either her
lower portions are not to be included in the artist’s painting,
or, the transformation is incomplete. |

Illusionism is minimized in these drawings. The artist is
flattened, particulqply,in the first.—ﬁowever, in all three the
treatment of his forms reiﬁforces the shape of the page. The
vertical and horizontal co-ordinates of the shee£ are reliterated
by the upright and reclinind positions of artist and model. The'
paiqter’s ill~definéd.body 1s pushed parnllel to the left edge
of the sheet. His heels are like a T-square, aesigned to ropeat
the lower 1qft corner of the page. Thus, Lhe viewer is reminded

of the visual field and brought into contact with the reality of

the picture plane on which the creative process is enncted,

&
In the third drawing of February 10 (Zervos XXIIT; 123),

gl

the model’s form disintedgrates (pl. 45). She discsolves into a
tangled =skein of lines similar to that previously seen in The

Artist and His MQQ'.J;_L of 1926  (pl. 6). The:see forms  have  boon
5

transformed into a Cubist composition with its shifting planes.

5
g Picasso utilized the abstrnctions and expressive languago
. of Cpbism throughout his geuvre. This is appgrcnt in a laote

(%
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A

The ambiguity' characteristic of Cubism is repeated 1in the
transparency of the model’s feet which may also be interpreted
as located behind the ‘canvas-shadow’ which overlaps her. The
substantial forms of the artist contrast with her abstract
conception. The distinction between them reiterates the paradox
inherent in the model’s treatment. She is both real and not real
as Picasso merges the image of the 'model and the canvas’ with

‘the model on the canvas’. Hér forms enact the process of

-

transformation she undergoes.

.In both compositions (Zervos XXIII; 122 and 123) a chair
is placed between artist and model (pls. 44 and 45). This
element appears iﬁcongruous, its naturalistic three-dimensional
structure contrasting with the abstract treatment of the figures
on either side. Facing outward, it appears to m§diate between
artist and wmodel. 1In earlier works on the artist and model

[

theme, chairs have been associated with the person of the

) 6
with a palette represents the absent artist (pls. 15 and 16).

As will be’ séep later in the 1963 series, the forms of the

painting of a reclining nude, the Woman Under a Pine Tree of
January 20, 1959. A fine colour reproduction «of this oil
painting is found in Pierre Dufour, Picasso 1950--1968, (Geneva:
1969), p. 70.

6

See Chapter Two, note 25. This is further examined in
Chapter Eight of this thesis. At this same time, Picasso’s
friend Joan Mird was fabricating sculptures of chairs and stools
which were so constructed as to evoke a human presence. See the
catalogue Montreal Museum of Fine Arts, Mird in Montresl,
foreward by Pierre Théberge, (Montréal: 1986), passim.
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7
artist will be integrated with those of his seat.

In‘the fourth work of February 10 (Zervos XXIII; 124), the

painter appears in the identical upright position behind his

-

easel ipl. “46). His eyes are now clearly depicted as he paints
furposefully with lines springing from his brush onto the
canvas. The model is no longer abstract, her forms have swelled
into those of a sugstantial,’ reclining*figure who looks toward
the artist with a serene gaze.,As in the previous drawings, this
nude has the superimposed ‘shadow-screen’. What distinguishes

her 1is the combination of this motif with her naturalistic

. -y

u

forms.
Her sculptural massiveness, the elevated upper torso

propped up. on her elbow, and the stone slab which has replaced
B8
her couch recalls ancient sculpted reclining figures. Images of

this +type are found on the lids of Etruscan sarcophagi such as

5

Picasso may have observed in the extensive collection located in

. —— e e e e o e i S s iy i

A precedent for the integration of the forms of fifgure
and chair is found in Spanish art. An example of this i tho
1799 bitter satire of Francisco: Goya y Lucientes, Lo
Caprichos. Print number 26 entitled ya tienen asionto which
translates They are now a seat reflects a play of words. The
ridiculed fidures are represented as  being “"laight” or
intellectually deficient.. They absurdly, but with complotoe
seriousness, place chairs on their heads to prevent. themsolves
from (mentally and physically) floating away. See Jean Adhémar,
ed., Les Caprices de Goya, (Paris: Editions Fernand Hazan,
n.d.), plate 26. This early Spanish example of ‘chair imagoery’
was pointed out by Professor Robert Rosenblum in a  locture ot
the Montreal Museum of Fine Arts on May 25, 1986.

8

The model is similar to other carlicer works by Picasuo
which similtaneously sugdgest 'life’ and ‘art’. Seo discussions
in Chapters One, -Two, and Three below.
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.9
the Louvre. Picasso’s interest in Etruscam art is also

[ -

reflected by his possession of several volumes of a valuable
10 -
eighteenth-century edition of Antiquiteés étrusques.

The transient character of the ﬁodel is reiterated by her
position in relation to the artist’s canvas. The nude’s feet,

and particularly the upper leg is tapered so that it joins with
¢

-the lower right corner of the artist’s canvas. FRurther, a

horizontal lihe extends through the model and her ‘shadow-
screen’, terminating in and linking her with the edge of the
painter’s work. This contact is distinct from the two previous
drawings in which the chair clearly segregates the areas
containing the artist and his subject. Picasso thus unites +the
presknce of the model in the'studio with her projéction ontol the
qrtist’s canvas. The suggestion is of a sculptural image

converted into flesh and again transformed into paint.

In +the final drawing of February 10 (Zervos XXIII; 125),
the altered position of the nude suggests Picasso waé seeking

new methods to represent the transformation of figure into

9
Among the collection in the Louvre are 1lids from
Sarcophagi which show a single reclining fidure, similarily
propped up, leaning on a bent elbow. A sample of this type is
found in items number B 402-4, B 415-6, and C 7 in Simone
Mollard-Besques, Musée National du Louvre: Catalogue Raisonné
des Figurines et Reliefs en Terre-Cuite Grees Ebrusgues et

Romains, volume one, Epoques Préhellénique, Géométrique,

Archaique et Classique, Illustrations, (Paris: 1854).

Picasso Family archives, 1list of books as reported by
Gasman, Mystery, Magic and Love in Picassg, p. 293. Picasso
owned three volumes of a work by Pierre Francois Hugues,
Antiquités étrusques, gdreques et romaines, plates by F-A. David,

5 vols., (Paris: 1885-1888).
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painted form (pl. 47). The model is not seen by the viewer
looking in, but as the artist does from his position within the
studio. Instead of a two-dimensional reiteration of the picture
plane as in the previous drawings, she is shown with her upper
. torso receeding. Her pose is now adjusted to the vertical format
of the artist’s canvas. g

The ‘shadow-screens’ superimposed over the models in the
first three drawings have been abandoned. In this wnrk, her
projection onto the artist’s canvas fis accomplisheq by a
partition of painter and nude into isoléted portions ‘of the
drawing. The divider is the vertical combined edge of the canvas

and easel. This separation 1is blurred by two significant’

elements which 1nvade the model’s realm. One is the artist’s

lower leds, the other is the back support of the easel.

Both the easel Pnd,canvas rest on the artist’s clearly
indicated knees which are shown frontally unlike the reét of his
profiled figure. The back support of the easel extends from the
canvas to the corner of the model;s bed. Although the halves of
the drawing are distinct, aspects of reality are integrated so
that the space of the studio merges with the painted image.

Picasso emphasizes the visual isolation of artist Iand
model. Both are turned inward; their solitude is physical and
psychological. Each belongs to a different level of reality. The
isolation of the two figures is5 also stressod by the different

lighting projected on each. He is cast in darkness; she, in
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11
light. A pattern of light and dark shifts over the studio and

the +two figures. This chiaroscuro follows neither the forms of’

the figures nor the direction of the illumination.

No longer alert, the model has collapsed, her head
. awkwardly tilted back with eyes closed as she soundly sleeps.
Her entire position’is one of qbandonment. This twisted and
exposed ©position, hands to face and flung legs are contrary to
fhe'restraint that characterizes the other models. Her lack of
composure accents the concentration and control exertpd by the

artist.

The importance bf the artist is asserted by'his increased
size. He 1is significantly larger\than his companion. Thas is
contrary +to the figure of the artist in the previous drawings
who are swall 1in comparison with thei; models (especially
Zervos XXITII; 122 and 124). The painter in thié fifth sketch is
now hunched over his canvas. The low stool on which he sits
emphasizés the bulk of his form whose force is concentrated in
the forward thrust of his arm?i attesting to the dynamic energy

contained in his static posture. This gesture also reveals the

power inherent in the creative process.

A further citation to the process of art—mafing is

11
Similar figural contrasts through the effects of the

illumination can be traced to early works such as Pigasso’s 13904
watercolour, Meditation (pl. 3). The points in common with the
later artist and model theme are the dichotomy of the observer
and the observed; the duality between active and passive
participants; and a left-right division of the field. See the
consideration of Picasso’s Sleepwatchers in the Introduction to

this dissertation.
2 .
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contained in the first drawing of February 11 (Zervos XXIII;
126, pl. 48). The focus is clearly on the model who is rendered
naturalistically. She reclines in a sensuous pose beside a small

cat. Her recumbent figure seems to glow in comparison with the

)

surrounding gloom,i heightening her sensuality and contrasting

with the dark angular form of the artistl He does not appear to
respond to her, but retains his stiff and 1mpassive posture
isolated behind the large canvas which blocks her from his view.

The model’s reclining figure with the cat. on her couch is a
reversed image of another well-known nude, the lemgig, painted

by Edouard Manet (1863, Louvre). In addition to the feline

presence, the points  in cowmmon are their pose, the overt
sensuality, and the self-assured assertive glance. Picasso had
; , 12

‘long enjoved a fascination with Manet and his creations.

Indeed, Picasso’s interest in the erotic image of Olympia can be
tfaced'to his youth when he drew a crude parody of her.]3

Picasso once again absorbs and revitalizes art historical
images. A breviously cont;oversial subject which was elevated to
an '0ld Master’ work is given new interest. By representing the
model as Olympia in the act of beindg painted, Picasso shares in

a timeless artistic process. The awareness of other artworks and

the allusion to them threads through the drawings as it will in

the paintings. These references function as reminder of
12 o
For the relation of Picasso to Manet, sc¢e Chapter Three.
13

See Chapter Three, note 37. Picasso’s 19301 parody of
Manet’s Qlympia 1is reproduced in the exhibition catalogue
Galeries Nationales du Grand Palais, Manet, p. 182.

-
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Picasso’s implicit comparison between his actual creations,
acknowledged ‘masterpieces’, and his assimilation of their

motifs unto his own work.

n

BRepresentation Of The Process

/ In The Dravings Of February 16

N\

)

By z;\malgamating the artist at work in his studio with the

projection of ;‘,he image he is creating, Picasso focuses on the
arblist and the product of his efforts. : The division of the
picture into confronting halves also reiterates the internal
. 9onflict the painter experiences. Picasso attempted: to give
» tangible form to‘ this invisible process. Through his treatment
of the figures, the space, the integration of the beholder into
the picture, and the use of symbolic objects, Picasso conveys
some of the dynamic momentum involved. This is evident 1in a
group of six drawings of February 16 (Zervos XXIII; 134-141).

/ Picasso depicts artist and wmodel with a different
‘conception so that their separate roles in this endeavour may be
clearly formulated. These differences are demonst;‘a‘bed in the

second drawing of February_ 16 (Zervos XXIII; 135). The movement

of the model as she poses is manifest by her twisted torso (pl.

50). Indeed she 1is given two sets of buattocks, one above,
another below to indicate her rolling motion. This- is what
Steinberg calls "“"the simultaneity image as a conjunction of

diametri? opposites...[reflec‘l;,ing the], psychic energy that
Ve
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14 N
engendered them." -

t , Distinet from phe model’s mobile depiction, the' artist’s

forms are locked into place. Whereas she is a mixture of joined

-

aspects in motion, the artist’s conception is that of a sign-——a

stick figure vwhose acceptance as human is dependent upon. the
15
viewer’s knowledge of his normative forms. She derives from ¢

naturalism; he from a schema. The contrast is of her physical
’ 16 T

entity versus~his conceptual one.

) The fifth drawing of February 16 (Zervos XXIII; 138) reveals
the multiple operations of the dynamic internal process through
which the artist enacts his transformation (pl. 52). The
diagonal emanating from the top edde of his canvas sceparates the

/
., realm of artist and model (as it does in Zervos XXIII; 135-137;

A

pls. 50 and 51). He is static, hiszggly apparent movement is his.

t . -

painting arm. His enlarged form is anchored to his seat by Jhis

14&‘ 3
.4 {%BSteinberg, Other Criterisa’ p. 205.
This is the basis of Picasso’s adherence to
/P\7 . representational forms. As recounted by Gilot, Life with
Picasso, p. 72, Picasso explained:

"You can’t impose your thought on people if
there’s no relation between your painting and

their visual habits....I give a man an image .
of himself whose elements are collected fron
among the usual way of seeing things...and
then reassembled 1In a fashion that 13

Yinexpected and disturbing enough to make 1t
|\ impossible for him to escape the questions 1t
. raises.
16
The shift from narrative to conceptual presentation 1is
explored in the cogent article by William Rubin, “"From Narrative
. to "Iconic” in Picasso: The Buried Allegory in ‘Bread and
g”@ Fruitdish on a Table’ and the Role of ‘Les Demoiselles
-4 d’ Avignon’, " Art Bulletin, LXV (December 1983), pp. 615-649.

<
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S d

.emphatic buttockstapd the rectangular frame ab

%

shaded on the interior side and outlined on th

door 1is clearly indicatéed in three of +the

XXIIT; 136-158) and superimposed over the pa

-—

_is pade' éxplicit in a drawing of January

work of February 16 (Zervos XXIII; 139; pls. b

ove him.

-‘Directly‘ﬂbehind the painter is an open door. Its knob is
° ‘ N 7

e other. This- open
_.drawinds (Zervos
inter in the last

1'52 and 54). The

open door prov1des an analogy of the passage the painter and hls

~

work underdo. As Fran901se Gllot recalled Picasso saying:

. "While ‘I work I leave my body out
door, the way Moslems take off the
before entering the mosque. He {th
must stay as close as p0551ble to

side the
ir shoes
e artist]
his own

inner world if he wants to transcend the
limitations his reason is always tryingd to

impose on him. " 17

A .
- ¢

) .
The *identification of Phe person of the
N '

XXIV; 142). The artist is the door (pl. 53). A

artist w@th a door

018, 1964 (Zervos :

long arm, such as

£Y 5" © =
is frequently found in the 1963 paintings, eamanates froﬁ the

level of the - door knob. -Also protruding is

brushes and part of tﬁe profile of a led.

a palette with

-2

The studidé with its dynamic architecture reyealé this

internalized brocess. The enerdy is expressed in the scalloped

drape above the model (Zervos XXIII; 134), and
curves which perméate the studio, linking
‘model-painting’ (Zervos XXIII; 137-138; pls

Each 1mage in these drawings differ only

17

Gilot, Life with Picasso, pp, 116-117.

114

in fhe‘undulating

. artist with‘ his

50 and 51)
slightly from the

\
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other. Todether they indicate the progression of the artist’s
endeavour in time and space. The individual works in the
sequence seem to }epresent a sindle frame in a film strip.le The
artist and model are the éctors, the studio with its various
props 1is the Qéet. The lighting varies and the v%sual angle
shifts: +taking in a narrower range as in the first drawing
(Zervos XXIII; 134), then widening to include the lateral walls
(Zervos XXIII; 136) as if a wide-angle lens were used. The
imaginary camera holds its position for the first five drawings,
and then ‘pans in’ close to the artist in order to. allow the
spectator to see the model in the same manner as the artist
(Zervo; XXI1II1; 139).19 Painter and viewer share a8 common visual
experience and the beholder is given the opportunity of

-

emulating the process.of creation (pl. 5b4).

18
For a discussion of the application of this technique in
the writing of Picasso’s friend and patron, Gerirude Stein, see:
Wylie Sypher, Rococo to Cubism in Art and Literasture, (New York:
1960), p. 282.

19 .
Several scholars have made analoffies betweon Pioeasso’s
art and techniques found in the cinema. Wyliec Oyphor, Rococo to
Cubism, PP. 277-280, for example, has. observed numerous
cinematic techniques in several of Picasso’s psintings including
LZAtelier de Modiste of 1926. i}

Picasso acknowledfges that his interest in the cinoma “fgfoes
oack even before the war in 1914" " according to G. - Sadour,
"Picasso” as filw director,” Les Lettres Francais, no. 898,
(Paris: October 26, 1961). Translated in Marilyn McCully cd., A
Picasso Anthology, pp. 262-264. Picasso’s is said to have had an
interest in both the cinema and television and is reported to

have commented that an artist could learn much from thom, 5o
Gilot, Life with Picasso, p. 89. ln addition, he participated
in geveral filwms, including Nicole Vedres;, La Vie Commence

demaia, (France: 1949); Paul Hsesaerts, Visite A -Pigasgo,
(Belgium: 1949; and Le Mystére Picansso, Henri Georges Clouzot,
(France: 1956). As well, Picasso directed and edited a film of
his own completed in 1951 which. s believed was nover released-

- See McCully, A Picasso Anthology, p. 262,
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As the viewer scans the drawings in their clearly marked
~sequenc;e, the actors seem to take- on their own life: The model
reclines on her couch, shifting her position as she firstdraiées
(Zervos XXI;I; 134; pl. 49) and then extends her knees (Zervos
XXITII; 135, pl. 50})}. Across from her, the artist industéiously
paints, stretchindg his neck to peer above his canvas at his
wodel (Zervos XXfII; 134), then retreating behind~pis pafnting
(as in Zervos XXIII; 135-137), and again looking over it (Zervos

XXIITI; 138-9, pls. 49-52, 54).

The 1link between beholder and painter is demonstrated in
the last drawing of February 16 in which the artist is able to
observe his model closely (él. 54). The compositional
arrangement has been altered. Only the head and shoulders of the
artist are shown. His hands, which have been reduced in size and
bulk, seem to emanate from the base of his long neck. The manner
in which the artist is shown empﬁasizes his perceptual activity.
He is squeezed between the surface of his canvas and the picture
plane of the actual drawing. This close—-up position permits the
observer to approach and to identify with the painter’s point of

“;iew. The spectator has been given entry into the studio and is
now placed close to the picture plane so that the vision of the

artist may be shared.

Two ' additional iconographical elements emphasize  the

’ ggﬁervational enterprise of the artist. One is a sculpted head

whiéh"rests on top of a chest of drawers. - The other is5 a light
fixture sﬁspended by a wire from the ceiling. Both draw

attention to the painter’s sight.
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The identification of the artist with a sculpted head has
20
long been evident in Picasso’s ogeuvre. In this series it

takes the form of a sculpture placed on a low chest of drawqrs

on the extreme right side of the page. An ill-defined sculpted

head first appears in the drawings on February 11 (pl. 48):. It .
. . \

. 1is +then representqd more clearly and frequently, until in the

»

drawings of February 16 it becomes part of the studio '(pl. 54)
and occurs repeatedly»thereafter.21 Positioned in profile, it
forms a counterpart to the artist whom it usually confronts
across the page. To emphasize the activity of 1looking, the
sculpted head has been placed beside the model iq " subsequent
works so that it also seems to osserve her.

Thg light fixture is first found iﬁ the thira drawing of
February 16 (Zervos XXIII; 136). After that, lines which rédinta
from the bulb are added (Zervos XXIII; 137, pl. 51). Picasso
then experimented with the light’s position in relation to the
artist’s canvas. In the last close-up drawing of that date
kZervos XXIII; 139), the light was positioned ad jacent to the
eye of the artist (pl. 54). In order to visualize its
illumiriating quality 1in an emphatic manner, Picﬁssu furthor
extended the lineé‘emanating from the bulb.k Nevortheloess, tho
1ighting is not consistcntn,lThe area of tho studio whero ~Lhe

model is placed is bright, yet no shadows arc cast. In contrast,

the artist’s face which is visually closo to the fixture is

20
See Chapters One and Two,
21 .
“As’ in Zervos XXIII; 135-139. See also Chapter Eight.
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22
inexplicably covered Lby a dark shadow./ Paradoxically, the

light mwight be interpreted as obscuring the artist’s sight as in

the metaphor developed by Picasso in his play Le désir attr€pé
23 . 24
par la queue. That is, the image of a light that blinds.

He&léne Parmelin recounts how Picasso would write the word

0JO repeatedl& in large or small letters on a book, a bookmark,
“on a piece of paper pinned to the wall® or scattered throughout
his stu"dio.25 Ojo is the Spanish exhortation to “"pay heed” or
“watch out.” It is also the word for “eye,"” 1indicating the

necessity for cautious observation. The placement of the light .

adjacént to the artist’s eve reiterates the essence of the
26

painter’s vision as the crux of his enterprise.

22
Earlier in his ceuvre, Picasso used similar 1lights

.metaphorically. In Guernica the sun doubles as a light

containing a bulb within it’s eye-shaped orb. See Frank D.
Russell, Picasso’s Guernica: The Labyrinth of HNarrative and
Vision, (London: 1980}, p. 306, note 90, also Wischnitzer,
"Picasso’s Guernica. A Matter of Metaphor, ™ pp. 158 and 165;
23" ;

Pablo Picasso, Le désir attrapé par la gqueue, (Paris:
1945, rpt. 1967). See Chapter Six for additional consideration
of the relationship of Picasso’s play to the artist and model

thpme.

24
’ Picasso, Le deésir, p. 70. This observation is made in’
Russell, p. 306, note 90. Sabartes, Intimate Portrait, pp. 114
ff., 169, and passim, observes the close relationship between
Picasso’s writings and his art. The correlation of Picasso’s
visual and 1literary works are briefly examined in Clive Bell,
"Picasso’s Poetry,” 1n Gert Schiff, ed., Picasso in Perspective,
pp. 86-87; and extensively in Gasman, Magic, Myshery and Love in
Picasso, passim, where 1t forms the basis of Gasman’s thesis.
25
Parmelin, Picasso: Women, p. 36.
26
Picasso’s own syes were his most prominent feature. Many
who knew him commented on his charismatic stare described by one

writer as "black coals that btgn from within,” P. Descarques,

Picasso trans. R. Baloy. (Mew York: 1974), pp. 5 and 9.

. . ~
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= - 7 The Artist-Creator In

The Drawings Of February 17--20

The figure style becomes increasingly schematic as the
sketchbook advances. Both artist and model are depicted 1n a
manner that stresses the ideas they represgnt. As Picasso

explained:

"Art 1is a language of symbols...whatever is
most abstract may perhaps be the summit of
reality. ™ 27

Picasso’s eyes are also characterized by Parmelin, Picasso.
Plain, pp. 56-57, who relates an anecdote to distinguish between
the external appearance of Picasso’s eyes and the inner power of
his "look." Parmelin, while a houseguest staying in the Picasso
home, chanced to see the artist as he passed from one studio to

another, as she recounts:

“He did not "see me....I saw Picasso at
work. .. In work...In reality, Picasso’s
eyes...consist of a look. That day, as they
passed nme, I saw they werc wide open. It was
the first time I had seen a fixed and
penetrating look, deeply regarding something

. that was nol visible, and which could exist
only within....But with that wide, burning
look, blind to the world, he scemed Lo be -
watching the blossoming and development. of

something thal was 1o process of  coreation
within himself, to be pursuing and
elaborating 1it...I’m not saying that he was
reflecting. I’m not saying that hoe waes
meditating. I am saying Lhab he was "a proy
to.”

27
Brassai, Picasso snd Coppany, p. 241, This is excerpted
from a conversation which took place on May 17, 1960. A greater
portion of Picasso’s statement 1s quoted in the Introduction,
note 18 of this dissertation.
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Until this point the artist’s forms had been for the most

part those of a matchstick figure: elongated, sketchy, and

blackened. After February 17, Picasso experiments with +the

manner in which the forms of the artist have been arranged. A

brief survey of the changes in the painter’s conception will

perhaps demonstrate Picasso’s intentions.

In the second drawing of February 17 (Zervos XXITII; 141),

~the previously solid forms of the artist open up into a series

of interlocking components (pl. 55). The most important . aspect

of éhis disintedration is the reassemblage of
bis arms. These appendages become stem-like,
raaiating from the verticalntrﬁnk of a torso;
‘Each arm has a vital function: the upper one

paints; the lower supports paletté and

o

”

brushes (see figure’~i—1). ~

days

FIGURE 4-1

This process can be followed in drawings of the following .

in which each separate limb assumes a distinct character.

]
The active, palnting arm gradually increases in length. At first

it _thickens (Zervos XXIII; 144, pl. 56). Then it progressively

spans the width of the drawing (see Zervos XXIII; 145-148, pl.

87-60) This is evident in the first work of February 20 (pl. 57)

where the artist i1s seated along the left edge of the page, with

his
(see

its

dynamic appendage stretching almost to the opposite side
28
figure 4-2}). The power which the artistic process endows

maker 1is given concrete expression in this image of the

28 .
As seen 1n Zervos XXIII; 145-150.
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painter’s extended - arm. It is a ~well
chosen sign that conveys strong symbolic
associations with established artistic _and
religious traditions.29 Used in this context,
it wvisualizes the strendgth, authority and
potency inherent in the act of creation. An

30
almightiness is implied.

FIGURE 4-2

’ ’

As the artist’s hand increases in importance, the brush is
integrated with it revealing the artist creating with the force

of his touch alone.g\From his earliest days pt the bedinning of

»

1

29 »

A deified figure who asserts his power with the force
of his extended arm is found in the sun-god in the Upper Part
of the stele inscribed with the Legal Code of Hammurabi (c¢. 1760
B.C.), which Picasso may have seen in the Louvre (to bce
discussed further in Chapter Nine below), and the equally well-
known statue of Augustus of Primaporta (c¢. 20 B.C.; Vatican
Museums). This wuniversal image formed part. of Christian
iconodraphy as seen in the depiction of Christ Washing the Foet,
of Peter as found in the Gospel Book of Otto III (c. 1000,
Bavarian State Library) in which the enlarged hand and cloniated
arm silence Peter’s protestation and reveal His power. Al lusiong
to Divine creative powers are logtion. Two famous; examploes; wibth
which Picasso undoubtedly was familiar are GiroLbo’s {amoas
fresco of the Raising of Lazarus (After 130%, Arena  Chapel,
Padua) and Michaelangelo’s Creation of Adam (19511, Sigtine
Ceiling).

Picasso incorporated the motif of the extended arm in his
works, as for example, in his Night Fishing at AnlLibes of 1939.
As stated in George Levitine, “"The Filiation of Picasso’s Night
Fishing at Antibes,” The Journal of Aecstheticas and  Art
Criticism, XXII (Winter 1963), p. 174, this gesture i further

related to The Bathers, a seventeenth-century anonymous  Dutch
painting 1in the Louvre.
30

The identification of artists with divine power has been
traced in Ernst Kris and Otto Kurz, Legoend, Myth, and Magic in
the Image of the Arfist, (New Haven and London: University
Press: 1979), pp. 48 ff. Kris and Kurz point out, pp. 49 -50, the
designation of the artist as alter deus creating as God did, is

encountered i1nnumerably since the cingquecento.
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the century Picasso possessed what William Rubin has

a

characterized as a "sense of the hand as a kind of thaumaturgic
31 '

wand. " The imprint of his own appendage in his works is - the
real image of Picasso’s hand as the agent of their creatiqn.32
This ‘brush-hand’ assumes an arrow-like shape with the
brush pinched between thumb and fingers, visualizing a
direct%onal indicator (Zervos XXIII; 145, pl. 57). This reading
is supported by the way Picas;o solved the difficulties of this
position by partially shading in the arm (pl. 58). In this
second drawing of February 20 (Zervos XXIII; 146), the appendage
is black with a white trajectory running through it. Hand merges

with brush, together forming a beak—-like shape functioning as a

large pointer. ’ (

The artist’s lower hand, holding palette and brushes, is

31 - )
~ Rubin, Primitivism in 20th Century Art, p. 268.
32

Examples of Picasso’s facination with the power. inherent
in his own hand is evident in one of the earliest of Picasso’s
many representions of it. Rubin, Primitivism in 20th Century
Art, p. 268, illustrates a 1907 Sheet of Studies in which
Picasso drew “lines of force"” emanating from his own palm
sugdesting “the hand magically “commands"” the movement of the
figures, thus paralleling metaphorically the reality of
Picasso’s hand as the agent of their creation.” Picasso even
made at least three different plaster casts of his right hand
which are reproduced in Brassal, Picasso and Company, plates 39-

41.

As Rubin, Primitivism in 20th Century Art, also points out
this is not unique to Picasso, but can be traced in works of art
"from the cave painters to Pollock."” Picasso’s compatriot, Joan
Mird frequently used his hand as a personalized sign of his
life force. OSee Roland Penrose, Mird, (New York: 1969), plates
85 and 86. A cogent discussion of these signs is elaborated in
Sidra Stich, Joan Mird: The Development of a Sign Language, (5t.
Louis and Chicago: 1980), pp. 18-19, who proposes a link between
the 1imprints 1in the art of Mird and silhouetted hand images,

found in Prehistoric images of Castillo.
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{
similarly transformed. Atofirst it emanates from the base of the
upper arm (Zervos XXIII; 141, pl. 55). It then separates and
clearly originates from the middae of the painter’s torso
(Zervos XXIII; 144, pl. 56). The hand disappears and the arm and

palette combine into a single horizontal and circular shape

which at first is entirely shaded (Zervos XXIII; 144). Following
AW

" this, the palette becomes lfkht in hue contrasting with the

33
black ‘arm’ (pls. 57-59). The placement. of this arm-palette

arising from the middle of the torso and the strqight and round

form it assumes gives it a double identity as a representat.ion

of the artist’s penis. Thus Picasso transforms “the passive

appendage into an assertive seXxual member. This concretely
34
states the generative character of hlis enterprise.
{

°

The model undergoes a similar conversion. ller pose,
%

reclining on the couch continues as ‘it had throughout most of

the February Sketchbook. However, the nude’s relation to the

artwork undergoes a change. At first, the couch’s lefs and hors
. - . 35
are caught in the space between eascl supports (pl. 56).@

Then, in the first drawing of February 20 (Zervos
33
As seen 1in Zervos XXITII; 145-148.
34 .
See Chapter One, note 48 above, and Chapter Six.
35 .

As seen in Zervos XXIII; 142-144. This format is
similar to that used by Picasso thirty years earlier in drawingn
which were published in Eugenio d’Ors’ book on Picasso, see
Chapter Two, note 13. Although these drawings were naturalistic,
the ambiguity of living and painted images were expressced 1in

- much the same wmanner. The same format is found in The Artist and

His Model of 1970, 1illustrated in Penrose and Golding, Picasso
in Retrospect, plate 400, p. 247.
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XXIII; 145), Picasso seeks a novel solution to the problem of
. the intedration of model and painted image (pl. 57). As the
Ipainter’s hand stretches across the page, it gradually overlaps
the nude. The model is now superimposed on the artist’s canvas

which is turned to face outward.

At first it seem; that she has become the artist’s painted
image. However, the transparency of the canvas effects an
ambiguous reading. The back leg of the easel is visible through
the _canvas, rising above the reclining ’woman. Further, the
battom of her couch extends beyond the 1lower edge of the
artist’s picture. The model is simultaneously behind and in
front of the painting. The point at which the artist’s brush
makes contact is not the nude, but-a tipped foreward plane on
the. upper edge of the painting which is marked with
indistinguishable lines. This change 1s important to the
absorption of ‘the realityuof the model into tﬁe reality of art.

Indeed, the ambiguity of the model in the studio and on the

painting is necessary to its meaning.

The drawings continue to probe the integration of the imagde
of the model with the arti;t’s painting. In the second variation
of +that day (Zervos XXIIf; 146), Picasso displays the model
clearly located both on the canvas and behin&lit (pl. 58). The
prlace where her reclining forms transfer from painting t? studio
is 1indicated by the edge of the artist’s frame. The continuity
of her graceful forms are jarringly interrupted by the thick
black diagonal of the easel’s back support.

Perhaps these solutions were too literal for Picasso. The
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model becomes increasingly naturalistic as the artist’s form
disintegrates (Zervos XXIII; \146—7, pls. 58 and 59). The third
drawing of February 20 (Zervos XXIII; 147) shows the artist
gtretching his elongated arm across the reclining nude to touch
£he profile of the unseen canvas (pl. 59).\This accomodates the

ambiguity of the model’s position, bdb more impdrtant[&, it

draws attention +to the treatment of the artist’s disjointed

- torso.

The active painting arm not only ié extraordinarily longd,
but supports the head of the artist. His neck is now topped by a
dark, round silhouette attached to a skeletal armature. The
painfer' has become transformed into a creature with twon hequ:
one small and black, the other beqrded and smoking a pipu.36 One
is an ‘X-ray’ of his internal workinggs; +the other his external
regard. Together they reveal form within for; and a separate

identity hidden from normal view. This maultiple projection of

the artist continues 1n the drawings of February 21 (Zervos

XXI}I; 148-9). The dark emanation that rises from his'

naturalistic head visualizes the unpalpable force behind the
37

painter’s facade (pls. 60 and 61). !

36 ‘
Also found in Zervos XXIII; 148 and 14Y.
37 -
After December 1966 the persona of Picasso’s artisto
merges with the image of the musketeer. As examined in Schiff,
Picasgso: The Last Years, pp.30-40, one of the musketeer’s
characteristics 1is a smoking pipe. Schiff, p. 31, recalls
Jacqueline’s recollection of the source of these figures (given
in a conversation with André Malreaux, Picasso’s Magk, pp. 4 and
86), in which Picasso’s wife claimed that the musketeers “"came

"“to Pablo when he’d gone back to studying Rembrandt.” Schiff, pp.

39-40 further explores the origings of +this ‘smwoking’ wmotif,
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The iwportance of the model diminishes in the . last three

drawings of The February Sketchbook (Zervos XXIII; 148-150). She

disappears in the fourth work of February 20 which shows the
artist alone with an abstract painting (pl. 60). In the first
work of the following day (Zervos XXIII; 149), she reappearsron
the artist’s canvas but not in the studio (pl. Sl)j

The woman the arti®t had been palinting finally gives up her
place to the sculpted head. The second drawing of February 21
(Zervos XXIII& 150) and the last in the Sketchbook shows the
artist workingd on a painting of‘é nude while at the same time
loocking at the sculpture opposi£e him (pl. 62). This final
drawing clarifies the meaning of the sculpture. Paiﬂter and
portrait bust both possess the identical black internal armature
and Jagged features. As these two confront each other across
the canvas, their mutual scrutiny is doubled as the artist both
looks at the head and points at it with his brush. The
" anthropomorphic sculpture represents another aspect of the

disjointed sign-like artist. As they peer from opposite sides of

the page, artifact echoes creator.

In these first works of the 1963 artist and model series,
Picasso summons previous treatmeg}s of the theme. As Picasso’s

biographer Roland Penrose observed, Picasso’s drawings were not

astutely stating the necessity of seeking its significance 1in
- Picasso’s early life. Schiff suggests the emergence of the pipe-
smokin§5musketeer in these late works may perhaps be related to
a Netherlandish emblematic tradition which "treats tobacco smoke
as a symbol of the futility and fleetingness of love..."
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merely a preparatory exercise but were used with an unceasing
flow of invention in which he recalled themes and charécters
long familiar.sé The imagery of drawings and subsequent\
paintings on tbe artist and model theme demonstrate Picasso’s
probing to find neé applications for established motifs.

‘In summary, +the first drawings of Picasso’s 1963 February
Sketchbook demonstrate Pigasso’s projection of the model in the
studio and onto the artist’s canvas.39 Picasso then examines the
process occuring in the artist’s studio demonstrating the
internal process the artist undergoes. The last drawings in the
Sketchbook are +the é¢rudest, yet they also offer the richest
imadgery revealing the power that creating endows. The sign-like
treatment of the artist makes visible Qhét Picasso described as

40
the "profound resemblance...something deeper than’phe forms.“.

— -

|
P%nrose, Picasso: His Life and ﬁng, p. 449.

38
39 '
See Appendix I: Picasso and His Models, for a further
consideration of the relationship between Picasso, his art and
his models. .

40 ) -
[163.

Brassai, Picasso and Company, p.
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THE CREATIVE CYCLE: _

THE PROCESS, THE PRODUCT, AND THE OBSERVER
- , : 9F

From the befinning of the artist and model series in 1926,

Picassq combined images Ef‘the artist creating his work with the
1

produet of _his creations. The 1963 drawings of The TFebruary

Sketchbook further explore ways the model interacts with the

process the artist perpetuates. They begin by showing her both

as a presence ‘in the studio and as the projection on his canvas,

‘concluding by fully superiwmposing her onto the artist’s

~

painting. ' This chapter wil]l examine the methods Picasso used in

" the subsequent artist and mbdel series to present the nude as a

painting in the studio. The manner in which the works visualize
the ' merging qf the artistic process with its product will then
be explored. Fi&glly, it wi%l consider the role of the third
element in the studio,? the sculpted head, ' in thg enactment of
the creative cycle.

Picasso had previousiy visualized the fine distinction
- ]

1 Fa 0
See especially the discussions in Chapters ‘One and Three.

o

: . 128



-as both reality and art. Picasso recognizes the artifice through

CHAPTER FIVE

) 2 )
between reality and artifice. Earlier representations of the

¢
theme, as for example his "Sculptor in the Studio" etchings of’

the Vol-lard Suite, dealt with the problems of art versus reality

by having the sculptor and model together contemplating his

worli, thus enabling the observer to compare the nude with her
3
transcription into an imagde. This Juxtaposition asserted the

freedom of the artist from both artistic conventions and the
demands of nature. It served as a demonstration of Picasso’s

oft-repeated claim that:

"Nature 1is one thing and painting is quite
another. Painting 1is the equivalent of
nat\:lre." 4

In the 1963 paintings, the model is more frequently viewed

5
which the imagination is made concrete and transmated into art.

2 i .
-One of Picasso’s earlier works which deals with the
question of whether naturalistic or freely invented forms are
closer to reality are The Studio of February 22, 1933,
reproduced in Gary Tinterow, ed., Master Drawindgs by Picasso,
{New York and Cambridde, Massachusetts: 1985), p. 17b; and Model
and Surrealist Sculpture, May 4, 1933, plate 74 of the VYollard
Suite. For a deliberation of the latter comparison, sdo
Costello, Picasso’s ‘Vollard Suite’, pp. 111 ff.

A cogent examination of this fundamental issue in r(alatlon

to Picasso’s work is given in Leo Steinberg, "The Eye Is A Part-
0f The Mind,"” in Qther Criteria., pp. 289-306.
3

. Costello, Picasso’s ‘Vollard Suite’, passim.

Ashton, Picasso on Art., p. 18, aquote taken from André
Warnod, “En peinture tout n’est que sign, nous dit Picasso,"
Arts (Paris), XXII (June 29, 1945), pp. 1 and 4. This opinion
was frequently repeated by Pieasso, as for example in Ashton,
Picasso on Art, pp. 18-20. See also below Chapter §$ix, noto 4.

5

. Dale McConathy, “Picasso: The Transformation of the
Minotaur, "  Artgcanada, XXXVII (September-October 1980), pp. 37~
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The metamorphosis from one form into another resolves what has

been called the tension between substance and idea in Picasso’s
6 .
thinking. This alteration from canvas to canvas 1s a rendering

of a progression. This shift between states or levels of reality
is not ‘a physical movement but the internal transformation
characterizing the cycle that makes up the creative process, as

Picasso explained:

“For me each painting is a study. I say +to
myself, 1 am going one day to finish it, make
a. finished -thing out of it. But as soon as 1 .
start to finish 1it, it becomes another
painting and I think I am going to redo 1it.

" Well, it i‘s always something else in the end.
If I retouch it, I make a new painting."” 7

’ /

Picasso condensed sequential events intoz; frozen imade
resulting in a combination of +temporal processes Fwith the
product of the artist’s efforts. The figures are immobile,
locked into their respective positions: artistlseated on the
- left) model reclining on the righé. B'oth assume a quasi-dogmatic
quality. Like a modern-day Icon, they are fixed in their

bl
gestures, expressions, and positions exhibiting only slight but

(‘

-

52, describes this process of metawmorphosis. See also Chapter .
One, note 54. N
6 :
Ibid., p. 51.
7 _ . .

AshBon, Picasso on Art, p. 29, also p. 30. A further
consideration of Picasso’s working method is given in Gilot,
Life with S)Picassp_, pp. 123 ff. Parmelin, Picasso Says, p. 115
quotes Picasso: :

& -
"If there were only one truth, you couldn’t
paint a hundred canvases on the same theme. ”
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significant variations. ;

—Despite their external rigidity the figures are endowed

a

with an internél movement. This is accomplished £hrough -the
reduction of the models’ forms to a curvilinear arabesque and
the +transformation of the artists into interlocking sign-like

configurations. Through these distortions, Picasso goes "beyond

movgmept“ " to "capture the image,’ showing the enactment of the

creative process, as he explains: -

“"For me the function of painting is not to

" paint movement, to put reality in movement,
For me, its function is rather to arrest
movement. You must go beyond movement to
capture the imade;.... Only then is the thing
real, for me." B

This arrested motion prevails through the compositional

arrangement and the relationship of the elements. It conveys o

" subtle internal kinesis that is the "reality” of the ® paintoer’s

endeavour. This ﬁovement_ is further conveyed by the dynamic
quality which emanates from the ugliness of their forms and the
childish.-crudity of their execution. Leo Steinberg’s conclusions

of Picasso’s expressive use of ugliness in the 1930s and early
- 9

"1940s is equally .applicable here. He contends Picasso

deliberately used these repulsive images to make his conceptions

real: "I suspect that Picasso deoes not ‘distort’, but sweks only

8

Parmelin, Picasso: Women, p. 144.
g
Leo.Steinberg, "Who Knows the Mesning of Ugliness?” in
Schiff. Picasse 1in Pnrrspeghkive, pp. 137-139 (adapted  from
Steinberg, QOther Criteria, pp. 223-226), postulates a differoncag
between the."monsters” of the 1930s and the "non-sedugers”™ of

the early 1940s.
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i

to realize. In the final analysis, realization is what they are
10 '
about. ™ In this series Picasso merges the painters’ attempt to

"realize” their models with the product of that “"realization.”

The Process:

< )
The Projection Of The Model Onto The Painting

! -

The elevation of the model onto the ‘higher reélity’ of art
is accomplished in severai ways. The nude’s forms are united
with the picture plane and placed so that she projects ;nto the
artist’s canvas. The partition between studio space and +the
painted subjeet on the artist’s canvas is wmarked by the
splitting- of the picture into 7élves through correspondences of
hue and the composition of the figureé. A closer examination of

each method might suggest the wgis in which this results in the

transference}of the model onto the painting.

Union of the Model and the Picture Plane: In three canvases

depicting The Artist and His Mgdel of March 3, 4 and 4, 5

(Zervos XXIII; 158-160), Picasso unites the model’s livind form
with her two dimensional painted image by merging spatial
readings (pls. 63-65). This entices the viewer to experience the

11
model in different ways. The artist’s area is/shown with a

10 -
Ibid., p. 130, ) .

11 ) -

Zervos XXIII; 158-160. This concept was also found in

the drawings of February 16 (II-VI), pls. 50-52 and 54.
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limited three-dimensional space, evident in the angle of the.
easel. In contrast to normal expectations, the model and her
couch are flattened, repeating the ‘two—dimensionality of
Picasso’s canvas. The torso of the nude is tilted forward and
pushed againgt the picture plane so that her illusion is united
with the surface of the ‘actual paintin%&t
Picasso at first appears to associate depth witg the artist
and flatnéss with the mo&el. Then he paradoxically contradicts
this by the treatmént, of their respective backgrounds. A
screen, red in the first and grey in the second canvas, can be
féund behind‘the artist (p%ﬁ. 63 and 64). In contrast, the model
and the couch are sect against an airy window. The light. from
this opening invades her forms and contributes £o the
insubstantiality creatcd by her multitudinous angles. °
Picasso’s process of tipping the model upward is evident in
the subtle changes between the first two paintings of March 3, 4
(Zervos XXIII; 158 und 160). These are on a wide horizontal
canvas (50 x 107 cm. ) more than twice as long as high, a format
not found elsewhere in this series (pls. 63 and 64). The
horizontal format accomodates the model’s pose with  her long
leds stretched parallel to the picture plane. Her knees are

slightly bent in the first (pl. 63),  then strdightnned in thn

second with her head and neck propped upright (pl. 84). The
\

¢

~

. [
belly in the first is eliminated and attached to the bultock:
which hang down in a vv-shape in both, btut, which are jenlarged
and more clcarly defined in the second work resulting inm a rear

Projection imposed on a bird’s eye view. : /
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Projection of ﬁbe Model onto the Artisf’s Canvas: In the
Artist And His Model of March 4, 5 (Zervos XXIII; 159), the
model intrudes upon the artist’s canvas (pl. 65). The spatial,
relationships are again given a contradictory reading. Although
she and her couch are oste%sibly behind the easel, -its rear
pport reaches‘past the model so that she is sandwiched within
its scaffolding both fore and aft. The middle leg of the  easel
is omitted, conveniently accomodating her ambiguous position. '
Similarly, “the sculpted head apd dresser on the f;remost plane
on the right side is overlapped by both model and +the ball legs
of the cguch supposedly in the rear of the room.12
The model’s combined horizontal and vertical pasition
echoes that of the artist. His sign-body likewise encompasses
the co-ordinates of +the canvas. Three parallel lineé are
contained within him. One attaches his legs to his body, another
holds the palette, continues beyond it to form the cross—-bar of
the easel, and joins him to it. The third horizontal consisting
of arm, palette and legs, diverges from the point of the arrow
shape of his torso. A combined artist’s brush and enlarged hand
function as én enpphatic pointer indicating the model, but
touching the edge of his canvas closest to her. In this way,

painting and model are simultaneously linked.

The activity depicted in these three paintings of March 3,

3

1 2 [ !

This contrary spatial motif occurs most -frequently in

the paintings of March 1963. See for example, Zervos XXIII; 161-
162 and 164. . ,? ]
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4 and 4-5 transﬁoses the model from the studio to the artist’s

canvas. This is the case whether she represents the image the
=

- - - - - [ - .
artist is in the process of painting or a canvas leaning against

‘the studio wall. The ambiguity is part of Picasso’s intention.

This flattening projects her image close to the observer so that
she clearly becomes a two-dimensional imaae~-ex5ct1y what. the

artist aims to make of her.-

a
1
The clearest example of the transference of the model onto

the artist’s canvas 1is in the March 8 Artist and His ‘Modol

-(dervos XXIII; 168). The artist’s easel is turned Lo  facoe  the

observer so that the canvas on which he works it clearly visible
showing her forms painterd oﬁ it (pl. 66). However, i, is also
transparent. révealing the lower renions’uf the reclinming nuade
who is thus interpreted as also being behind 1t The ambifguity
is compounded by the presence of tLhe tack marks on  the right
: t
edge of the painter’s canvas.  This demarcation statoes that thoe
portion of the nude overlapping his canvag i cluuriy 1nt.ondod
to represent a painted image he 15 in Lhe process u; ocreating,

while the rest of her body alludes to the actual model posing in

the studio. The irony of this painting is that the model with

her sketchily indicated forms iz as real as the pictographic

concept.ion of the artist. Thé level of reality presented is such

that all are clearly %ninted—~nobhing is roal,

sty |
Division of the Piotﬁre Through Hue: In the Artiut and lio

Model of March 7 (Zervos XXII1;, 166), the artiat. in Lin the

process of painting the-image of the nude who simsultnncously and

s [
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characteristically reclines behind him (pl. 67). This is
expressed by linking colours associated with each figure.
Picasso shows the blank white canvas the artist is working on
marked with 'a red diagonal which intersects his point of
contact. The area of artist and painting is set against a red
backdround which terminates with the model, but which matghes
the hue of the couch enveloping hgr. Conversely, the area beﬁind
the model is the same white as the artist’s blank canvas.

The artist is positioned in front of his painting. He is
also in the painting. His location is not stated spatially, but
by the linkage of colours.13 The dabs on the artist’s palette
are clearly discernable as red, blue-green, yellow aﬁd black,
repeating the colours of the painting itself. The ironic notion
represented on this caunvas 1is of the artist painting both
himself and his model. It raises the unanswerable question of
what is the ﬁainting?l4 The activity depicteﬂ is a cﬁnfusion qf
art and artifice; real and painted.

This interpretation explains the pictographic form of the

13

An examination of colour in Picasso’s work is found in
Linda Nochlin, "Picasso’s Colour: Schemes and Gambits,” Art in
America, LXVIII (December 1980), pp. 105-182. Rubin, Picasso in
the Museum of Modern Art, p. 140, ascribes to colour “the
awesome nexus of the picture’s iconographical network.” The
principle of ‘linkade’ is impliclt in discussions of Picasso’s
use of hue. This concept may be garnished as a wunderlying
principle in the reading of Picasso’s art. Its application to
other pictorial elements, such as shape has been explored
recently, by Ronald Christ, "Picasso’s Hands: The Mutibility of
Buman Form," ArtsCanada, XXXVII (September—-October 1980), pp.

22-24.
14

This is the same idea used by Veldzquez in Las Meninas
considered in Chapter Three of this disseratation.
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artist which also determines his meaning. His torsoc is a Y-

shape resulting in a divergent configuration that distinguishes
active and passive components. One branch of the ‘'Y’ 1s his
painting arm. The palette which makes up his other hand 1is

contained -within a cage formed by the base of the 'Y’ and the
15

back of his chair vwhich unite with him, so that only subtle

differences {n hue distinguish the dark brown wood of his seat
+ 16
from the black fabric of his attire. He is thus presented as

#
human furniture, a painting—-utility ready to’, perform his

essential function and designed to provide efficiency in
17
action.

The paintiné has a poetic element enhancing its
18 19
transposition into a ‘higher’ realmn: It is absurd poetry.

Every element sits on furniture and is attached to 1i1t: the

15
The motif of the 1nward directed palette also scen in
the painting of the ‘emotional’ artist with red fist, Zervos
XXII1I; 172, discussed in Chapter 5ix below. It is also found in _
the March 8 state of Zervos XXIJI; 169, reproduced in Parmelin,
The Artist and His Model, p. 34.
16

Picasso’s fetishistic attitude toward his own clothing

is revealed in Gilot, Life with Picasso, pp. 223 and 232.
17 .

HWebster’s New Collegiate  Dictionary, (Springficld,
Massachusetts and Toronto: 1916, 1961), gq.v. . "furnish,
furniture, " p. 337. See further exploration df furniture and
the artist, Chapters Four, notes 6 and 7, and Chapter Six.

18
IFor Picasso’s friendships with  poets Lsee the
Introduction to this thesis, note 12. 5See 1"0 Genevidve
Laporte, Sunshine at Midnight: Memories of Picaguo sand Cochenu,
pp. 3-5, 9-11, 69, and 81-85.
19
. Picasso’s connection with the 'Theatreo of the Absurd?,
is ievident from his early period. See: Ron Johnson, "Picasso’s
‘Demoiselles d’Avignon’ And The Theatre Of The Absurd,™ Arts
Magazipe, LV (October 1980), pp. 102-113.
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i ; T
artist to his chair; the painting to the easel; the model to her
20 )
couch; +the sculpted head to the chest. Such condensed

associations do not allude to reality—-but to the transforming
process. The poetic 1imagination cuts through the mundane to

expose the essential core of things, that is, what Picasso both.

insisted on “...everything you find in these poems one can also
21
find in ny paintings,” and placed much value on: "it’s the
22 ’

most important thing: poetry.”

Division of the Picture into Halves: The existence of +the

artist and model in separate realms is visualized by a sharp
23 ’

division of_the picture plane in two. The clearest distinction

between artist, and painting cum model is found in The Artist

=

20 .
The relationship between Picasso .and the world of

objects and Picasso’s "gift of analogizing” which extends to
parts of the body is summarized in Albert Elsen, "The Many Faces
of Picasso’s Sculpture,"” Art International, XIII (Summer 1969),
p. 34; and Lawrence D. Steefel, Jr., "Body Imagery in Pilcasso’s
‘Night Fishing at Antibes’, " Art Journal, XXV (Summer 1966), pp.
356-363 and 376, who relates Picasso’s Night Fishing at Antibes
to Paul Schilder’s The Image and Appearance of the Human Body,
{New York: 19513}, Steefel, p. 361, concludes that the
configuration of Picasso’s figures are a “"continuously
constructed, self-adjusting mechanism composed of complex and
shifting equilibrations.”
21

Daniél—Henry Kahnweiler, "Gespr#iche mit Picasso” 1in
Jdahresring 53-60, (Stuttgart: 1959), pp. 85-98, reprinted in
Ashton, Picasso on Art, p. 128. ’

22
Ashton, Picasso on Art, p. 128.

23
Other works in this 1963 artist and model series show

this division of +the pictorial area into 1left and right
sectors. Additional examples are Zervos XXIII; 209, 258, 260,
277, and 286.
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' 24
and His Mgdel of the first week of May (Zervos XXIII; 252).

Again the ©painting is divided with each part representing a
separate'aspect of the process (pl. 68).°

The left side of Picasso’s painting shows the artist as a
somber form with a superimposed dgreen profile placed over
another darker one. This hue corresﬁonds with the green model
seated on the right. The two halves are distinguiéhed by
different stylistic treatments. In éontrasé to the crude
silhouetted forms of the artist, the nude is an arabesque of
contoured ‘lines.zs Thus each portion of the picture sugdesis a
different aspect of the prgéess depicted. The artist paints the
model on.« the left. On bLhe right, we the observers view the

projection of this efforts. The beholder is witness to both the

act of creation and its ensuing product.

L\ 24 ’

' There is a discrepancy of the dates of this paintiogt:
Parmelin, The Artist and His Model, 73, gives 11 as May 1, May
11, 1963, (I1I); Zervos, Catalogue, XXILI; 252 dates 1t May 1
(IIL), May 5, 1963.

25 '

The distinctive style in which the wodel i presonted |
recalls Matisse’s nudes who were characteristically representod
as odalingues. Other similarities between the two masters 1o the
subject in Matisse’s series of contemplative fipgures Rale
Linker, - "Meditations on a Goldfish Bowl: Autonomy and Ananloly 1n
Matisse, " Artforum, XIX (October 1880), p. 65, comments on
Matisse’s work which applies equally to many of Picasso’s artist,
and model canvases: “"the painting enjoys a double gtatus as an
analogous and autonomous objgect,, reflecting the world and
functioning as an artistic structure”

Picasso’s fipal point in common with Matisse is thoir
shared subject of the artist and his model. Bee Jean Laude, .
"Les ‘ateliers’ de Matisse,” Cologuio Artes, XVI (June 1974),

_PP. 16-25.
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Tﬁe Process and The Product \

The pro@e?fion of the model onto the artist:s éanvas merges
the process of é%eation and the artistic product into a single
image. Pic}asso further asserts the separat‘e identity of the
artwork in The Artist and His Model of March 26 (II}), showing
thé model’s independence from the studio context (Zervos .
XX111; 193). Her forms are treated the same régﬁé&lé;s of her
angle or pose (pl. 689). The nude is presented. standing in a
.position identical to her previous reclining .posturelz6 H-shaped
bréasts are plaéed together on the right, one above the other.
W—sh;ped buttocks are likewise étacked vert{cally on the left.
The model’s arm is raised above her head as in her usual
orizontal pose. l °
By placing the reclining nude upright, Picasso sudgdests the
two positions are interchangeable. Neither her configu;ation nor
the lean of her body are infiuenced by gravitational pull.

Picasso states the versatility of his forms which convey . the

essence of the nude regardless of her orientation:

“What I’m looking for at +this moment is the s
word that says ‘nude’ on my canvas, at a
stroke, without more ado.™ 27

-

The ambiguity of painted and real is furthered by the

placement of the model against a green screen decorated with a
. .

®

26 . - )
As for example in Zervos XXIII; 205.

27
Parmelin, The Artist and His Model, p. 64.
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paintqd wispy landscape. The white fons of the nude integrate
with the surface behind her so it is noF entirely clear whether
she 1is ﬁosing in front of the“partiﬁhon, or as part of its
ornamentation.

The latter possibility is reinforced by tbp small size of
the woman cowmpared to the man, and tge fact that he dqges not

look at her but seems to be painting the ubiquitous sculpted

°

head opposite him. This painfer is of the same type as the

sculpture. Both suggest classical forms; he as a youth with
28
straight profile, the head as a mature bgarded type.

The enactment of the PrOGess within the studio where the
model 1is presented separately is shown in The Artist and His
Model of June'8, 16 (II), (Zervos XXIII; 284). The setting looks

- 2]
realistic and the artist appears to be a portrait (pl. "7()).2.J
Theumpdel resembles Jacqueline with her long hair, distinctively
shaped facq, and dark almond-shaped eyes. Ohe stands upright
with both arms above her head. Within her, red and green  lines
55" -

This « bearded type of sculpted head wan also | seen in
Picasso’s Vollard Suite. For a discussion of this ‘Zoeus - “Lype’

:see Costello, Picasso’s ‘Vollard Suite’, pp. 47- 6, and passim.

.. Costello, p. 68, note 86, observes that. theseoe hencds have also

been identified as representations of Jupiter by James Thrall
Soby Giorgio de Chirico, (New York: n.d).’

Ashton, Picasso on Art, p. 74, repeats Picasso’s admiration
for classical forms' persisted throughout hias life, as  he
admitted in 1964:

"Braque once said Lo me: ‘Basically you have
always loved classical beauty’. I’  true.
Even today that’s true for me. They don’t.
invent a type of beauty every day.”
29 . .
Perhaps this artist is’a portrait of Picasso’s friend,
the painter, Edouard Pignon. See the 1959 photograph of Plcabso
and Pignon in Penrose, Portrait of Picasso, plate 257.
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follow her contours, and the base of her leds dissolve into~;a

-~

skirt-like form. ) - . .
The artist, like the Jacqueline-like quelh is given a
rpalisﬁic portrait-like head which is attached to a stick-like

Wody. He is redueed to head and hand, two vital gépects of his

enterprise. His insubstantiad torso causes him to appear like

»

the sculpted heads, §upported on a base, "which populate many of

the studios in the series.
v

The model bears a close similarity to the figure depicted

in Standing Nude of April 4, May 8 (Zérvos 'XXIII; 220). The

image of the female in both’canvases is characterized by red and
green contours, legs that dissolve 1into a ‘skirt-1like’
configuration, and a left arm with a green armgture raised gbove
the head (pl. 71). These two virtually identical images of the

N

standing nude may be regardad as variations of the same wofk‘

( compare pls: 70 and 71).

of the pafinting into halves separated by a étrong vertical . in

__________ Model of June 8, 10 (pl. 70) implies two aspects
N 4 .

of the sawme process. The woman in the latter work may be viewed

ei%her as a living model, or as a canvas showing the painted

image ‘of a standing nude. The emphasis is on the dual act of

posing and transcription.

on April 9,.1963 in which Picaéso amalgamates th theﬁgé of *The,

Studio’® with that of ‘The Artist .and His Model’ (Zervos

.
-
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30 ) .
XXIII; -205). Two earlier unfinished ‘states’ of this painting

were photographed and published by Héléne Parmelin (pls. 72 and
31 ’ ) .

73). . ’

Artist ' and model are dominate& b;‘a room converted into a
gaudy stage-set, dense with arbitrary shapesland colours (pl.
74).3? They are shown schematiqally.‘ TQé model; white with a

heavy " black outline, reclines on her side with her legs

_stretched out, straight and placed together. Her forms are

flattened‘ éo that she is as two-dimensional as the picthre
plane: the W-shape of her breasts ben¢ath her echo the M-shape
of her buttocks on the upper side of heroﬁhigh. -

Like the model, the artist is also indicated in monochrome:

his body is black, his face white with dark outlines. Although
i 33

. his appearance is a caricature; he possesses much substance,.

The low. angle from which he is viewed causes him to appear

a0 N

disproportionately large. Ghould he rise, he would exceed the

o

30 o \
.The Artist and His Model in the Studio is siwmilar +to
some of the studio Scenes fourd in the 1953-54 Verve Suite. The

confrontation between the locus of the studio and the works
created thereiln also relates thris painting to Picasso’s Atelier
series. See Chapter Two. -

. 31 J
Parmelin, The Artist and His Model, p. 46.
- 32 -

- The theatrical aspects of this work are noted in Douglas
Coaper, . Picassg Theatre,. (Paris: 1967), p. 84, Picasso’s
relationship with the - theatre is also considered 1in Jean
Southerland Boggs, “‘Picasso and the Theatre’ at Toulouse,” The
Burlington Magazine, CVIII (January 1966), pp. 53-54.

33 -

Adam Gopnik, "High and Low: Caricature, Primitivism, and

‘the Cubist Portrait,” Art Journal, XLIII (Winter 1983, p. 373, -

makes the appropriate observation in this context that

" caricature is a "kind of drawing about drawing, a style that

reflects on the nature of representation itself"” whose “"external
forms . in  some way mwmirror the internal structure of our
mental. . .idealized and schematized imagery. "
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height of the room. His wupper torso is attached to and emerges

from,Tﬁﬂe back post of his chair, his 1eg§ are an extension of
& ‘ ’

his wﬂcker seat. Thus he is fixed in place, locked in the act

] .
to.which he is committed.

The first state of this work was painted on March 17 (pl.
72). =~ Both figures are subordinated and engulfed by the
fantastic pattern of the studio. The flabtened space is in flux.
Everyvhere mov;ment i; stressed; hénizontals and verticals are
benﬁ, elliptical shape; cross the wall and ceiling, denying
their solidity. Even the coﬁplementafy colours, red/green and

blue/yellow in which the studio is painted, cause the room to

pulsate.

f A

Sketchbook - of February 16, (III-VI) and 17, (I) Curved Llines
extend from the artist’s canvas to the window (pls. 51, 52, and
54),, and may be viewed as linear equivalentS‘to;Epe painterly

arabesques found in this work

1
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The second state of The Artist and hisg

1
1
1
i
1

dated Mavcit 20, further emphasizes the sense of motion (pl. 73).
- The floor beneath the model is given a watery appearance by its
‘blue colouring and patterning with undulating lines resemwbling
waves. The nude’s couch seems to float upon this surface. This
contrasts with the left side of the painting where the artist is
on a figm wood foundation. The forms of each figure reiterate
the material on which they rest. cThe-artist is ébablé; angulér
and gark. The ‘intangible, 1light coloﬁred model consists of

elliptical <chapes. Solid and liéuid, substance and transience

are linked by the artist’s easel--ewmphasizing the point where
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the ‘transformation occurs. In this way the separate realms and
roles of artist and model are defined. \

/ .
In the. final painting, the drama enacted in the studio

.4.
s
decreased (pl. 74). The fluid space is stabilized, the waterﬁ
aspect ksurrounding the model is eliminafed, and the room is
given an increased . three~dimens%onality. The transformation
completed,- both figures resume their allotted roles. The artist
now appears more substantial, the modél ﬁrop—like, appearing

like the work of art she is.

~

’

i

In all three states of The Artist and His Model 1in th
& ‘ N
Studio, a disproportionately large glove is pinned to the wall

behind the artist. As it hangs above and almost touching ¢ the
painter’s head; it is clearly associated with him. Head- and
hand, the action is of the mind.

Throughout his oeuvre, hands have playea an amportant and

expressive roi;, _they present "elemcnﬁs for narrative not
narratéa, "they communicaté communicating."34 Pioas;é liked to
quote his own father’s dictum on painting: "In hands you see the
gand," finding in this simple phrase the realiéation of'\the

complexities between the reality of this ordinary appendage and

the changing illusion encased in their multiple appearances.

34 -
Chrish, "gica so’s Hands: The Mutability of Human Form, ™
P. 22. The subtlety with which Picasso converts gesture is

explored in the ‘seminal article by Meyer Schapiro, “Picasso’s
Wowman With A Fan: On Transformation and Self-Transformation,™ in
Modern Arkt: 18th. and 20th Centuries -- Selected DPapers, New
Yprk: 1978), pp. 111-120. :

35

Christ, "Picasso’s Hands: The Mutability of Human Form, "

-
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Indeed, Picasso’s early sketchbooks are full of studies of
36
hands. -

The glove is white gith reflections of the blue-green wall
behind it in the first version (pl. 72). The shading 1is
eliﬁinated and finger nails are added in the second state (pl.
73) It now appears as it will in the final work, 1looking like
both a glove Pnd a hand_(ﬁl. 74). Ironically, it is presented
fastened to the wall with a safety pin probably so that it may
be easily taken down when :équired, acknowledging the ultimate
manual foundation of the execution. Picasso expérienoed
satisfaction with the physical achie?ement of the effort, as he
commented: “After al}, a work of art is ot~achieved by thought
but with your hands."dT

The irrationality of the enlarged hand-glove, the pin with
which it is attached to the wall, and its| incongruous jump in

38
scale sugdests a similar characteristic ¢of art-making. The

p. 26.
36 )
Cooper, Picasso Theatre, pls. 1-8, eproduces several of

Picasso’s 1919 studies of his own hands. ccording to lLaSarte,

in the Introduction to Picasso: Facsimile ISketchbook, p. 50,
Picasso’s father placed much importance on hlands. For Picasso’s
integration of images of his own hand inilo -his works, see
Chapter Four, note 31 of this disseration. .

37

5 statement is
i1 Work, p. 352.

excerpted from Penrose,
38

Ashton, Picasso on Art, p. . 39

These qualities allude to a well-known painting with
which Picasso was familiar, Giorgio de Chirico’s Song of Love,
(1914, Museum of Modern Art, New York). Giorgio de Chirico had
been known in Paris art circles since 1913 when he exhibited his
series of metaphysical piazzas in the Salon des Indépendants,
and at the Salon 4’ Automne. After 1917, André Breton bedan to
regularly correspond with de Chirico. See Rubin, Dada,
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",‘ 8 /
‘action of the mind’ 1is neither entirely foreseeable nor

{

rational. . As Picasso explained, it follows unpredictable

patterns of action and what_he called the mobility of thought:

/

!
"When you work you don’t know what 1is goﬁng
to come out of it. - It is not indecision, the
fact is it changes while you are at work.7 39

/

“"A painting is not thought out and ixed
beforehand; while one is painting it it
follows the wobility of one’s thoughts. | 40

and:
/

An additonal analogy between <vision and
; - 41
reveals the complex functions of the artist.

illumination

In the first

state of The Artist and His Model in the Studio,
e

from the celiling above the model resembles an

a lamp banging

ye: the shade

- being the upper 1lid, the bulb becoming the [Airis (pl. 72).

‘

Surrealism, and their Heritage, pp. 197 ff. De|/Chirico captured
the imagination of thé early twentieth-centur French avant-
garde and, according to John Russell, Méanings of Modern Art,
(New York: 1981), p. 196, became a regular at Guillaume
Apollinaire’s weekly receptions, which Picassd also frequent.ed.
Enthusiasm for the Italian artist was enhanced by de Chirico’s
1913 statement, “Mystery and Creation,” published in Andre
Breton’s Le Surrealism et la Peinture, (Paris:/1928), pp. 38-39.

See Herschel B. Chipp ed., Theories of Modern Art: A Source Book

by Artists and Critics, (Berkeley: 1968), pp. (401 -402.

Ashton, Picasso on Art, p. 30, quoting from Penrosc,

Picasso: Life and Work.
40
Ashton, Picasso on Art, p. 29, taken from Antonina
Vallentin, Pablo Picasso, (Paris: 1857).
41

The analogy between sight and light /is found elsewhere
in Picasso’s ogeuvre. The most notable ,example occurs in
Guernica, 1937, where an eye—-shaped sun coétains a light bulb
that also doubles as an iris. See Frank D. Rlssell, Guernica, p.

306, note 90. /
/ !
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Concentric lines -on the window behind the light further define

the white ‘iris’, increasing its ocular appearance. This image

asserts what. Penrose called -the dual role of the artist: "the
42

seer who can teach others how to see.”

An. eye—light motif in The Artist and tis Model in the

Studio is also "linked to the drawiungs of February 186, (III—VI)
43 ,

and 17, (I) (pls. 51-52, 54). A lamp hanging from the ceilipg

is? adjacent to and contiguous with the profiled eye of the

artist who likewise views the model from above (pl. 54). In this

‘way, the painter’s vision 1is linked with the 1light. Their

parallel functions state the illuminatigg character of the
44 )

artist’s visionary powers.
14

laal
b ad
I
jic4
]n
1o
KD
D—J

In the first state of The Artist and in the

I(“

Studio (pl. 72) the light appears as an eye looking down at the
médel as 3& does iﬁ‘thé drawings. However, +the artist in the
painting does not look at the model. Instead, he concentrates on
working the large canvas which also isolatés him. Tﬂe ‘eye-
light’ image then assumes a dual meaning as vision that

illuminates suggesting both sight and insight, immediate

perception and mental conception.

This raises a question, nawmely if the artist does not need

-

42 ;

Roland Penrose, The Eye

Book, (New York and Toronto: 1967
43

of Picassg, & Mentor-UNESCO Art
), p. 6, S

f Pica
. 6
Zervos XXIII; 136-140. '

44 ’ .
A historical perspective of this analody is sucecinctly
presenth in Kris and Kurz, Ledend., Myth, and Madic in the Imadge
of the Art1st pp. 42-44 and passim.

{ .

& ' | )
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to observe ?Pe model, why is she-present? The answer may be
e

N . . - . .
found in the stylistic treatment of her forms. Her fidure 1is

rigid in its schematization and devoid of expression. She

appears +to represent a two-dimensional cut-out placed against
45
the studio wall. These schematic forms reinforce the artist’s

n

conceptual approach to his task, arising from a contemplation of

the idea of the nude, as Picasso claimed:

"I want to say the nude. I don’t want to do a
nude as a nude. I want. only to say breast,

N say foot, say hand or belly. To find a way to
say it—-that’s enough. I don’t want to paint
the nude from head to foot, but succeed in
saying. That’s what. 1 want.  When one is
talking about it, a single word is enough.
For you, one look and the nude tells you what
she 1s, without verbiage."” 46

=}

The model] embodles the process by which her figure 15
A

_transferred onto canvas. Her propped-up form is a painting--the

)

product of her creation. .

The confusion of the ‘reality’ of thg model points out the

hbasic problem faced by Pivasso in works of this theme. It was
[4

45 . - ) .
Further references to these sculptural forms is found in
the final painting (pl. 74) where Picasso placed a small, white
figurine of a horse on a shelf behind the model. The triangular
shape which,Z frames the horse gives it the appearance of a
niniature pedimental sculpture.

In addition, Picasso’s own sculptural activity in 1963
involved sheet-metal cut-outs, many of which were pailnted. These
are similar to the prop-like forms in the artist’s studio. They
have been described by -Alan Bowness, "Picasson’s Sculpture” in
Penroke and Golding, Picasso in Relrospect, p. 1b4, as marking
the final stage of the dialogue between sculpture, painting, and
drawing.

46 . .
Ashton, Picasso on Art, p. 101, taken from Parmelin, The

Artist .and His Model, pp. 15-16. Compare this with Appendix T1;

Picasso and lis Models.
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first addressed in the Balzac illustratigns, and continues in
47

this series as it will to the end of his oeuvre. The question

"where is the picture?” addresses a fundamental issue. At what

point does the picthre begin? Is it when the artist perceives
)
his model? Or is it when he is facerd with the blank canvas? The

corollary to this is raised by Dore Ashton in her discussion of
Picasso and the Balzac etchings, but is equally applicable here:
"What 1is a painting?” Is it an imade? A

creation® An extension of the self? A
detached object among objects?" 48

This struégle to seize in one image the process and the
product of art continues to ocdcupy Picasso. Even in his last.

works on the artist and model theme, he fluctuates between

) . .
'showing one and then another. In the 1964 Ari.ist and His Model
- 49
the nude is projected onto the canvas (pl. 115)./ In contrast a

1970 series of drawings on the same theme shows the model posing

in the studio, yet her position in relation to the easel and
50

the painte; ambiguously delivers a double meaning (pl. 116).

47 .
See Chapter One. This issue is raised in the discussion
by Dore Ashton, "Picasso and Frenhofer: The Idea of Modern Art,”
Artscanada, X¥XVII (September—-October 1980), especially pp. 14-

15. Also 1in the same issue and by the same author, “The IlLate
Work: A Postscript, ™ p. 17. ) .
48 )
Ashton, “"Picasso and Frenhofer: The Idea of Modern

Art,"” p. 11.

49 :
Zervos XXIV; 254. This is equally applicable to Zervos
XXIV; 246 and 247. -
50
This series of drawings, reproduced in Zervos XXXII;

190, (pl. 116 in this dissertation) are distinguished from the
other work of this period by fine draughtmanship. They also
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‘ I
This apparent confusion reiterates the paradoxical functioq

of the model in thg artist’s studio in the 1963 series. She 14
located in an ambiguous realm between flesh and paint, realit%
and artifice, representing both natural appearances and th%
‘higher’ reality @ of art. This shift between ‘states’ give%
tangible form-to the mobility of the artist’s thought. Picass?
attempts to pregeﬁ% the unpresentable. Picasso’s artists attai%
toward showing an;experience which is felt and known, but whos
visible manifestétions do not a?proach the depth of knowledg
they encowmpass. Picasso, like the painters he depicts, proce
by analogies and; intuitions signaling the suggestion of things

51
rather than the things themselves. ’

H
i
i
i
1

The Sculpted Heed and the Creative Cycle

. rs
In keeping (with Picasso’s paradoxical inclinations, the

model \is on occaﬁion projected onto the artist’s canvas, but is
not always the subject of the artist’s work. fn a few instances,
when the artist’s picture is turned toward: the viewer, the

painter 1is .surprisingly not encountering the, nude ~buE) the

bear a striking resemblance to illustrations P¥casso made in
1933 for Eugene d’0Ors’ book on Picasso. Could Picasso have
intentionally been alluding to drawings made almost forty years
earlier? ;
51 '

This is similar to the problem faced by painters of
divine subjects. In this connection see the section on "The
Sacred Character' of Art” in Chapter Nine.

AN

151

4



7/

LY

C

CHAPTER FIVE

sculpture across from him. This additional variation reflects

Picasso’s disposition to break up prediétable patterns of

thought:. | I,

. ..my purpose is to set things in movement,
to provoke this movement by contrary

tensions, opposing forces, and in that
tension or opposition, *to find the moment
b} vhich seems most interesting to me."” 52

This principle of opposition 1is intrinsic to Picasso’s
53 .
thought. Significantly, it forces a confrontation that defines

‘and opposes the studio elements so that they are thrown into

sharp relief.

A bust placed on a plinth or on a chest of drawers located
on the right edge of the canvas figures largely in many of the
canvases, ‘'and often seems to absorb the full attention of the.
grtist.~ The appearance of this sculpture assumes numerous
guises. It may Be‘a classical bearded figure, or i£ may resemble
? crude, uncouth type, and either fag;% toward the artist or

I

outward to the observer;

This sculpted head has been linked with +the artist . and
model theme virtuqlly from its bedginnings. One of the first

examples of +this motif is found in The Drawing Lesson of 1925

whifz_ shows a youth drawing fruit with an animated bust
j\\

52

Gilot, Life with Picasso, p. 60.
53 / -
This disposition is the same as the 1854-55 Verve Suite,
and the Atelier paintings of 1955-56 where blank canvas
confronts the viewer, as surveyed in Chapter Three.
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54
beside him (pl. 75). This head is constructed of multiple

facets. A frontal presence looks outward.toward the beholder,
and two profiles, one dark the other light, 1look toward the
artist. FEach embraces a unique discriminating posture. The

somber face with its open mouth seems to Judgmentally scrutinize

thé work being created; the other lighter aspect regards the

youth more acceptingly. Collectively, the mﬁltiple visages of
the 'sculpture 'state the facets of the artist’s awareness. It
points out his cognizance of the beholder, and his critical
responses to the work underway. From the beginninglthe sculpted
head externalizes the painter’s consbiousness; giving visible
form to the mental paths of his creative activity.

Such casts are, like the palette, traditionally part of the
Props tha@ make up éhe studio paraphernalia.55 As an art student
in the school of fine arts in La Corufia, Picasso was enrolled in -

-

a figure drawing .- class which required the students to make
56 :
drawings based on antique plaster casts. Hhat distinguishes

54
Zervos V; 421. This motif is also identified with a door
and knob which is located behind the head. This is examined in
Gasman, Mystery, Magic and Love in Picasso, pp. 708, 731-2, 735-
736, and 749. Another early example of a sculpted bust is
Picasso’s Still Life with Plaster Head, (1925, The Museum of
Modern Art, New York) where the head’s right ear doubles as a
door knob. See again, Gasman, Magic, Mystery and Love in
Picasso, pp. 852-870. . '
55

As presented in Michael Levey, The Painter Depicted:
Painters as a Subiect in Painting, (London: 1981), plates 1, 13,

15 and 37. See also Werner Hofman, ed., Kunst--was ist das?,’
exhibition catalogue, (Hamburg: 1877).
56

.LaSarte, Introduction to Picasso: Facsimile Sketchbook,
p. 4Y, and The Museum of Modern Art, Picasso: A Retrospective,
p. 16. Picasso’s proficiency with these studies of plaster casts
gave rise to an often repeated story that gdradually assumed
‘mythical’ proportions. Apparently they were so accomplished,
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%

many of Picasso’s sculpted heads is their animated quality. For

v

instance, in his Vollard Suite they assume the .appearance of a

‘living’ Zeus-head. Costello sees the head as a surrogate for

* the sculptor, . pointing out 1its “uncanny sense of life”

57
suggesting “near-magic or oracular powers.” This quality 1is

eYen evident in a surviving drawing made by the youthful Picasso

which shows such an antique head endowed with a vivid expression
58

and the suppleness of living flesh.
The motif of the isolated head is not uniqﬁe to Picasso.
The Symbolist artist, Odilon Redon, used the - image of an

isolated floating head +to convey his fascination with “the )
. 53 n
unknown on the boundaries of thought." Picasso’s exposure to
y

Redon was through his contact with +the bohemian c¢ircle of

} 60
Barcelona, and was later reinforced through his association
’ 61

with +the Surrealist circle who clalmed him as predecessor.

Some scholars contend that tﬁe seminal influence of Symbolism

L2

they caused Picasso’s father to become so overwhelmed by his
son’s talent that he handed over his brushes to the yound boy,
vowing never to touch them again.

57

Costello, Piliecasso’s ‘Vollard Suite’, p. 50. Picasso’s

correlation of his art with ‘magilcal powers’ 1s ilnvestigated in
Chapter Nine.

58

Juan—ﬁduardo Cirlot, Picasso: Birth of a Genius, trans.
Paul Elek Ltd., (New York and Washington: Publishers, 1972), pl.

. 50.

59
Robert Goldwater, . Symbolism, pp. 116-7.

60 . ;
Pool and Blunt, Picasso: The Formative Years p. 6,

notes  this early influence was enhanced by Picasso’s v1ew1ng a
Paris exhibition of Redon pastels in 1800.
61 .
Goldwater, Symbolism, p. 118.
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62
persisted +throughout Picasso’s life. As late in his life as

the 1960s, Picasso continued to quote Symbolist poets and
further, his amb{guous use of multiple imades and the inclusion

of the observer into the creative cycle echoes symbolist
s 63 Lo
thinking:

]

) "The sense of mystery lies in always being in’
the equivocal, in double and triple aspects,

in_. the surmisal of aspects (images within
imades), forms which will come into being, or
which will exist in accordance with the state
of mind of the spectator.” 64 )

El

]

o ~

. These concepts of double and triple aspects and the state of“the

mind of the spectator have been intrinsic to both Picasso’s art
65
and his statements about it. The sculpted heads in the 1963

paintings prpvide. the multiple aspects that allovws: the

N

confrontation between the observgrtoutside‘tﬁe work and the

figures within 1it.
o

The role of “phis enigmatic bust in the " studio may be

approached by an examination of the relationship between the

sculpture and the mdﬁell Both form an alliance that is
z
, 62
Langston, Dispuised Double Portraits in Picasso’s Work,

pp. 38-46. For discussions on the seminal iwmpact of Symbolism on
Picasso’s thinking consult: Edward Lucie-Smith, Symbolist Art,

(London and New York: 1972) 201-208; and Ronnald W: .Johnson,
"Picasso’s 0ld GQGuitarist and the Symbolist Sensibility, ™

fx

r, TETSESSTT o

3 See Picasso’s reference to Rimbaud quoted i1n Ashton,

“ww Picasso on Art, p. 30, and in Chapter Nine, note 18.
64 ,
Goldwater, Symbolism, p. 114, this statément was made by
Redon in 1902. . -
"85

See the section "The Plurality of Aspects in the Artist
and Model” in Chapter Nine. ‘ ’ -

o
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pronounced inm the first staté-of The Arctist and His Mode of
March 6, 7 "(Zervos XXIII; 163). As reproduced by Heléns
Parmelin, the subject of the artist’s picture is ambiguously
both the head anﬁ‘the qude gpl. 76). . .

The model’s forms are interwoven with the artist and ?is
easelé her raised knees‘overlap his painting, and ﬁ?e easél’s
legs extend out of her couch. éhe is present simultaneously in
the studio and on the artist’s canvas. Her presence is further
reiterated by her characteristic green hue -which ‘covers half his

) painting.§ Paradoxiqglly, the 'other ‘fortion of the afti;t’s
rPicture is &efined'by the red colour that distinguisges the

66 -
bust. Model and sculpture share the focus of- the artist’s

- AN
attention, both are the objects of his imagination, and both are

transformed into_ his work. fhe\irony is compounded by the
further linkage of similar colours. Artist agd model both being
greeg relate to each other. The red head is outside them, yet it
is "this sculptﬁre that thé‘arfist‘conf;onts so that the artist-

observer becomes the one who is observed. -t

This visual interplay is repﬁated in the first canvas of

March 7 (Zervos XXIII; 165). Picasso-placed the blue-green hue
v
of the nude behind the artist, and extended one of her leds

" through ‘the opening of the easel to ré;t on the artist’s <thigh

(pl. 77). However, the image the artist depicts is a - blue

2

66
The final version of Zervos XXIII; 163 is shown in pl.

108 of this thesis. See Chapter Nine for an additional
consideration of this work. . . / ’
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>

silhouette resembling the frontal vie\;a of the sculpted head as

he would perceive it from his position before it.

EY

The implication of these examples is that artist and model
represent one kind of artistic relationship, and the painter and
sculpted head embody another. The artist’s contact with the

model sugdests the product of the artistic enterprise; that with

3

"

the head partakes of its process.
s .

P

The head as stimulus Ifor the artist 'is stated f;y its form.

J

4 ]
The allusion to classical origins installs it as an intellectual

and inspirational presence in the studio. This is seen in The

] ©

Artist and His Model canvas of March 26 where a large bearded

|

.classical head looks oyt and smiles slightly toward the observer

67
(Zervos XXIII; 190). The human—-like quality of this head is
enl:xanced'by its skin tones, further confounding stone and flesh
68 - :
(p;. ‘78). Ironically, the bust is more animated than the

o

painter, who 1is conveyed by a dark contour over a greyish
generalized area. This artist, who vaguely resembles Picasso, is
small in comparison with the sculpture and lacks its substance.

The head’s unblinking outward gaze additionally cements the
b

67
Another example of a bearded head looking outward toward
the beholder is The Artist and His Model of September 20 (Zervos
XXIII; 161) and a bearded sculpted head looking toward the
artist 1is evident in the works of March 6 (II), Zervos XXIII;
164, and March 26 (I1), Zervos XXIII; . 193. On the subjects of
bearded sculpted heads see, Costello, Picasso’s ‘Vollard Suite’,
pp. 41 ff.
68 " .
Costello, Picasso’s ‘Vollard Suite’, pp. 52 £f., points
out the connection between the image of a head resting on a
pedestal existing on the boundary between life and art and an
episode in the play Orpheus by Picasso’s friend, Jean Cocteau.
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felationship between oi)server and the observed.

This head is parﬁ’i‘i;ioned from the rest of the studio by a
black vertical (the same used to is_olate the model—paint;ing in
other works). Emanating from ;;he top of this divider is a black
and white shape resembling the profile view of a hand, seen as
thumb below and collectively bent finders above. It reaches -
té)ward the artist’s painting, 89 and Joins with the sculpted head
below to ¥form a countei'gart to the artist whose own hand is ‘
emphatically pxjojected. As a result, the central portion

containing the diminutive nude is ‘encased /left and ‘right by the

dual forces of the artist and sculpted head.

5 Ip these paintings, Picasso responds to the implicii‘, quéry
"where and what is the pa'inting‘?" The theme is philosophical,
explorinﬁg the dedree to which art intervenes betwqe'n the artiét
and his ° model.l The doubling of -ﬁhe h?adé creates an
"oppositional symmetry. "70 It is a +transformation® of the
reality of things i;.'l the world into the ‘higher reality’ of art.
However, it does not exclude the never-ending fluctuation
between art and reality which provokes a dialectic relationshiia

between the. two realms that is the basis of the painter’s

’ ]

69
This is in the manner of medieval manuscripts in which
the hand of God inspires the Lvangelists who are portrayed
writing the Gospels. .

70 - -
Christ, "Picasso’s Hands: The Mutability of Buman Form, "
p. 24. In this connechtion, the observation by Nochlin,
"Pilcasso’s Colour,” p. 178, also applies to this aspect of
Picasso's work: "Opposition, ambiguity, perversity—-an
overwhelning refusal +to accept the limits of things as +they
are——are at the root. of the varied stratagies of doubleness...."
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enterprise. The artist’s (and Picasso’s) picture exists in the

continuous shifting from one work to another. In this way a
71

picture is, as Picasso claimed, never finished. It is
enacted in £he nérr&ﬁ gap between creation and its product. The
process depicﬁgd is a cycle that begins with the artisp’s
initial conception ‘and qoncluaes wiyh the observer’s final

- ~

comprehens ion:

o

@ ' :

"A picture is not thought out and settled
beforehand. While it is being done it changes
as one’s thoughts change. And when it is
finished, it still goes on chandging,
according to the state of mind of whoever is
looking at it." 72

Numerous examples of this opinion are quoted in Ashton,
“‘Picasso on Art, p. 38.
72
Ashton, Picasso on A

2

p. 27.
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THE ARTIST

a

The artists Picasso depicts are engaged in an impossible
‘task--that ,of trying to éonvey the reality of +their subjects.
Cé&lectively they have been described as "the gaintér wvho is
prey to ah inaccessible peality, and the painter who triumphs
over it by knowing how to show it in” its inaccessibility.“1
Picasso was attempting to ascribe to this ongoing process a
permanent form. The representation of the artist’s enactment in
visual terms‘is particularly difficult since it is insubstantial
and often tenuous. It entails patterns of thought, feeling, and
what has been described as "somé&thing be&ond that fully
observable consciéus construction."2

. This chapter consillers those paintings which show the

artist alone in his studio. First he is viewed in relation to

o

-

the inception and on-gdoing creation of his work. The second part
of this chapter examines the representation of the forms of -the

artist and 1its correspondence with his manner of working.

1
Parmelin, Picasso: Women, p. 19.

2
Brewster Ghiselin ed., The Creative Process: A

Symposium, (New York: 1961), p. 17.
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Finally, it studies two examples of the depiction of the
internal movement of the painter’s mind, seeking to comprehend
Picasso’s portgayal of the painter’s solitary performance in the

. i

studio. \

LY

The Aniim'me Conception of His Artwork
%

The character of the artistic endeavour is asserted from

the first painting of the 1963 series, The Artist of Februéry 22

(I), (Zervos XXIiI; 151). The artist paints his model, a
sculpted head/positioned on a chest of drawers in front of his
easel (pl. 79). At first it appears that the painter is endaded
iﬁ a perceptual activity as he transcribes the.szulpture before

him onto his canvas. This is contrary to Picasso’§ frequently

stated precept that ® art is distinct from observable

3
apb\grances:
N
"They speak of naturalism in opposition to
~ ., modern painting, I would like to know if
anyone has ever seen a natural work of art.
W Nature and art, being two different thinds,

4 cannoq be the same thing. Through art we
express our conception of what nature is
not. " 4 )

B,
3 i

Picasso’s friend, Jean—Paul Sartre, with whom he shared
many intense disecussions as mentioned 1in Gilot, Life with
Picasso, p. 41, discriminates between the mind, its perceptions,
and the role of images in the operations of thought. See Jean-
Paul Sartre, Imagination, trans. and intro. F. Williams, (Ann
Arbor: 1962), especially the section on "The Relations Between
Images and Thoughts,” pp. 104-117.
4
Ashton, \Eigassg on Art, ©p. 18. This is excerpted from a
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While Picasso views art and nature as being disparate, the
artist and his creations are ltxot.5 The Artist depicts four -
similar imedges. Viewed from left to right they are: +the shadow
of the artist’s head, the artist himself, the painted head oJn
his canvas, and the sculpted bust. Thesle forms may be .divided,
into two pairs occupying opposite sides of the cénvas. On the
left are the artist and his shadow, representing two aspects of
the same image. On the rig}vﬁ*are the p"ainted and sculpted lfneads,

-each 1is an artifact formulated in a ~different medium. The
painted image is based on the sculpture and both may depict a
subject grounded in reality.

These four imaées also éouple themselves according to their
function. The active artist and his shadow on the left serve as
a foil to the passive artifacts on the righ{;. The forms may also
be consider:ad from the point of view of the angle of the heads.
Two are lai;eral rerspectives and two are full-face. The
profiles, painter and sculpture confr;m'b sach other; the frontal

‘images' are two-dimensional projections of other likenesses.

~'i'he identity of the painter merges wioth his work. As

Picasso’ admitted, "we are not merely the executioners of our
1923 interview between Picasso and Marius de Zwas, “Picasso
Speaks, " The Arts, I1I, pp. 315-326.

5

Literature on the relationship between the artist and
nature is extensive. A pertinent observation is made by Jacques
Maritain, Creative Intuition in Art and Poetry, The A.W. Mellon
Lectures in the Fine Arts, National Gallery of Arts, (London:
1953), pp. 27-34, who contends, p. 29, that the painter grasps
"the Self in things, enabling his subjectivity to become the
vehicle to penetrate extemal objectivity.
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.6 o ’ &
work; we live our work."” The domination of art causes even the
artist to be absorbed into its’ser’vice. The painter’s forms lack
movement, his face _is expressionless. The back of his head,
body, arms and legs are all black and the triangle sign

representing his torso is grey. His prominence is reiterated by

. his central position anchored in place by a horizontal rectangle

above his head. R

The artist resembles the séulpturq before him. Both heads

_are black with plaster-coloured faces and both have a dark dot

for an eye, .a straight nose, and a horizontally drawn mouth.
However the sculpted1ilead is more expressive in appeaﬁxjance than
its human] counterpart. While the? artist’s summarily drawn
‘Téatﬁres.present no afféct, the sculpted eye is lardger than the
‘living one, and the séulpte\(;mouwtb reveals a f;'own. While the
two profiles confront each other,. the-living artist does not

actually look at his model and analogue but rather concentrates

on his painting.

In addition, "all four images in The Artist represent

» 7 0 . .
aspects of the painter. The artist has an affinity with the
rounded shape on his caq_vas which' does not resemble the

elongated sculpted head it supposedly repre;éents. Instead the

phalliec shaped shadow cast by the artist repeats the contour

6
Ashton, Picasso on Art, p. 43, from an essay by Roland
Penrose in Homage to Picasso on His 70th Birthday, (London,

1951).
7

[

Schiff, Picasso: The' Last Years, p. 18, notes the
similarity in three of the images: "There is a perfect equation
between the painter’s face, the bust and its image..."

A
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: 8 i
( rainted on his canvas. Reality and painting blend so that each

é«'f
reflects the other.

Through an analogyT of their phallic shapes Picasso
; identifies the artist’s shadow behind him with the 'painted
image before him. The painted head literalla; represents its
creator. The forms that spring from under the artist’s brush
began witt!ir} the artist and disclose his inner self. As Picasso
pointed out two years after this work, "The inner I is

g

inevitably in my painting, since it is I who made it." The
#

artist is transformed into a concrete - and universally

acknowledded image of fertile power. The -multiplication of

3

imz_?ges asserted by these phallic shapes in The Artist visualizes

the two-fold nature of creativity: +the potency +that creating

confers upon the artist, and conversely, the generative force
) 10

+that is the basis of the artistic *enterprise.n
. i

-

8
This configuration is similar to the ‘egg-head’ of
Picasso’s 1955-56 paintings and drawings as considered in
Chapter Two which conveys the procreative intention through its
edd shape. It is also similar to the shape of the sculpted head
in his 1955 Atelier, prls. 15 and 16. A related phallic shape was
evident in Picasso’s linoprint of the Dg¢jeuners, (pl. 42).
9
Ashton, Picasso on Art, p. ‘47, quoting from Parmelin, The
Artist and His Model, p. 106. Compare this statement with
Picasso’s assertion quoted in Chapter Nine, note 18.
10 .
It is noteworthy that the meaning of the verb “to
create’ originally meant ‘to generate,’ or ‘'to make offspring’,
o for which its compound ‘to procreate’ is still wused. Picasso
might have been cognizant of this as the Spanish term c¢Ffiatura
denotes ‘a child’, as stated in R.G. Collindgwood, “Making and
Creation,” in Vincent Tomas, ed., r Creativity in +the Arts,
Contemporary Perspectjves in Philosophy Series, {Englewood
( Cliffs, New Jersey: 1964}, p. 7. Picasso upholds +this

generative connotation of creativity, as considered in Chapter
Eight. See particularly Picasso’s view of his paintings as his
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’

This figuration has already been associated with the series

~ in the Februarx Sket.chbook drawings of the artlst (see pls. 55-

o

60). In ae fourth sketch of February 20 (Zervos XXIII; 148,

rl. .60), made two days prior to The Artist, a dark shadow rises

behind the painter’s shoulders and head,\ corresponding to the
phallic form in The Artist (pl. 79). A comparison of drawi\ng
and painting shows the isolation of an integral component of the

artist and its reassembly into a éhadow behind him.

In a drawing of February 21 (I) (Zervos XXIII; 149) made

the day before The Artist, the male genital shape is a_gain

J

identified with artist and sculpted head (pl. 61). First +this

phallic shape is placed directly behind the painter taking on a
11

knob-like form that emanates from the base of his neck. Then a

.

sculpted head casts a shadow clearly phallic in shape. I}: does

not follow the 1logical direction of +the illumination as

- projected by the easel, but :is reversed to emphatically point

toward artist and canvas. The positlion and -configuration of the

,‘phallic shadow’. visualizes the artist’s power and  the

procreative character of his labour.

The inception of a work of art is conveyed in a secon

~

painting of February 22, The Artist in His Studio (Zervos XXIII;

n

children, quoted in Chapter EKight, note 29.
11

R

This figuration is also evident in the February
Sketchbook drawings of February 20, 1963, Zervos XXIII! 147 and
148, Pls. 59 and 60. See the discussion in Chapter Four.
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153). While the painter’s activity is perceptual, his forms
are presented in a conceptual manner (pl. 80). They are signs,
carriers of ideas. His multiple profiles and the wide space
between chair and easel sugdest a back and forth movemgnt as he
sights his subject from varying%positions.13 The artist is a
dark profilé with a branch—likg neck supported by -the upper
portion of his painting arm. The spot where his heag should be
becomes a small knob on a spine growing out of his triangular

AN
torso. This minuscule protrusion seems to have evolved from the

rhallic-shaped shadow in The Artist, in what Meyer Schapiro has
) 14

called the "transforming manipulation” of Picasso’s forms.

The denerative imagery evident in The Artist continues in

" the treatment of the painter’s arm which is a horizontal line

emanating from his lower torso. A circle representing his

¢

7

12
An earlier state 02 this work is reproduged in Parmelin,
The Artist and His Model, p. 19. The differences between the
two “states’ lies in the direction faced by the sculpted bust.
In the first version, the bust confronts the painter. In the
final work, 1llustrated in Zervos XXIII; 153 (pl: 80 in this
thesis), the head looks outward to engage the spectator.

13

Gert Schiff, Picasso: The Last Years, p. 18, notes this
movement. It seems to reinforce the conception that the artist
is engaged in a perceptual activity. Nevertheless, as observed
in note 3 of this Chapter, this does not exclude the creation of

inner directed imades.

14

This description is taken from Prof.‘thapiro’s lectures
. modern art at Columbia University, 1951%£1952, quoted in
Albert Elsen, “Surprise, Invention, Ecomomy In The Sculpture of
Ficasso, " Artforum, VI (November 1967}, p. 17. An example of the
Yorms of a motif yielding others similar in form and meaning in
di¥fering contexts is demonstrated in Meyer Schapiro, "Picasso’s
Woman With A Fan: On Transformation and Self-Transformation, ™

pp. 111-120. . y

//1
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palette is positioned at the end of this stem so that the
straight 1limb holding the round palette metamorphoses into the
image of an erect penis.l5

As :the painter is endaged in his solitary enterprisgfs he
emphatically indicates the object of his scrutiny with an arrow
sign formed by his upper painting arm and pinched fingers. The
tips of the brushes that arise out of the phallic-hand-palette
ﬁotif also function as pointers.17 Lest the una@are viewer fails
to notice, tpe artist thus directs the viewer twice to the
object of his attention. These indicators may suggest the

inception of the painter’s art. The hand in the upper position

15 .
The concept of metamorphosis is extensively considered
in the Picasso literature. See Chapters One and Two. A further

;exploration involves Picasso’s transmutation of sexual imagery,

as 1n William Darr, “~TImages of Eros and. Thanatos in Picasso’s
Guernica,” Art Journal, XXV (Summer 1966), p. 345, who observes
in Guernica, a "penile gesture” in the arm of the dead warrior.

An alternate interpretation of the meaning of metamorphosis
may be found in Erich Neumann, "Creative Man And
Transformation, " in Art And The Creative Unconscious, trans. R.
Manheim, Bollingen Series LXI, (Princeton, New Jersey: 1959 and
1974), pp. 148-203. '

16 .

This 1solation has been called “"monastic” by Gert

‘Schiff, Picasso: The Last Paintings, p. 18. Picasso also worked

in solitary circumstances as discussed by Jean Cassou, "The
Solitudes of Picasso’s,” 1in Picasso, trans. M. Chamot,
(New York: 1940}, pp. 7-11, rpt. in Gert Schiff, ed., Picasso in
Retrospect, pp. 32-34; -and explained in Georde Salles, "Histoire

d’un portrait,”™ Pour Daniel-Henry Kahnweiler, {New York,
Wittenborn: 1865), p. 271, trans. and rpt. in Ashton, Picasso on
Art, p. 84:

"Because I cannot work except in

solitude.... It 1is necessary that I live my

work and that 1s iwmpossible except in

solitude. ™

17

Compare the drawings from the February Sketchbook,
Zervos XXIII; 145 and 146, pls. 57 and 58, as examined in

Chapter Four.
167 L//)
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&
extends from the arm that supports his head, contrasting with
the lower placed phallic-arm motif. Together they‘ may represent
what Picasso» identifies as the instictiven and intellectual
conceptions of the artistic enterprise:
V“Art is not the application of a. canon of

beauty, but what instinct and intellect can
conceive independently of the canon.™ 18

The Forms of The Artist and
The Representation of The Coreative Act

The isolail;ion of the artist from the surrounlding studio
_and\ the ever-present model enabled Picasso to focus on the
Lmique forms of the painter. In a group of paintings
concentrating on the head of the artist, Picasso magxipulates the
painter’s external features, insertingd certain ‘signs’ which

sugdest meanings beyond themselves.

Three canvases of The Painter begun on March 10, 1963

" (Zervos XXIII; 175-177) show a close-up view of the artist’s’
profile, ’painting arm, and é’anvas whose eddge is visible along
the right side of Pic'asso’s painting. Each designates different
aspects of tﬁe artist’s nature (Zervos XXIII; 175,176)(. Similar
in compo‘sition, they demonstrate variations in ewmphasis ~and
coloring, presenting distinc&: personalities and aspects of the

creative process {(pls. 81 and 82).

18 .
Christian Zervos, "Conversation with Picasso, ” rpt. in

Gheselin, The Creative Process, p. 59.

12
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19 .
described as the ‘contour facial’ type. These crania are

The treatment of +the painter’s heads aré vhat mgy be
characterized by bracketed eyves, a profile encased in a
projected +triangular frontal view, roudged cheeks gnd a red
spermatozoon shape inserted into the open mouth. A closer
examination of the pecularities of this figuration will clarify .
the expressive features Picasso employs. TEe'sepagzte areas of
the artist’s head are mapped out in defined contours with each

region assigned an expressive personality. They are from left to

right:

The back of the head: This area includes the hair and back
of the neck. The curls of the long brown or red locks are
literally depicted as waves,- each with its own pointed crest.

These forms give motion and agitation to the static figure. )
@ 3

A Bickle shape: This comprises the side of the profile

and the forehead of the artist. It extends from the hairline to
the point where the facial features begin. The ear may fold
inward into +this shape which may be white, yellow or green.
\

Occasionally it is subdivided into two regions (Zervos

XXIXII; 175 and 179). The undulating shape and pleated striations

on the neck reinforce the sense of motion. . \

N 19 -
These cranial divisions are apparent in a number “of
canvases of March, 1983 which at first show only a male’s head, .
then add canvas, hand with brush and palette, thus transformipg
him from a generalized image of a man into the artist at work
(Zervos XXIII; 173-180). See the study of the multiple facial
aspects in Chapter Nine.
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Faoial features: These are shown in profile and are
compartmentalized inNyellow with a green -outline. However, 1if
L

the sickle shape described above is yellow: the face ig Shown

in white (Zervos XXIII; 174 and 179). EI'he eye contained in this

profile is composed of two concentric circles, resulting in a

wide-eyed staring look (see figure 6-1). The intensity of this °

expression is augmented by the open mouth arld emphatic nostrils.
A mask-like quality sugdested by the division and colouring of

the face is further enhanced by red painted cheeks.
¢

A white triangular face: This redion projects forward from
the artist’s forehead: and chin, mt\aeting at a poi'nt approximately
level*wii;h his r;osa. Contained within this triangle is a bulginé
eye brow and a falntly rouged cheek. ' The triangle may be
interpreted as a projection of the profil perdu into a full face
view. These two aspects of the artist’s face are linked by the
oval 'joining the eyes so that the visionary quality of the
artist’s sight appears to be enhanced. He .is thus able to
simulataneously look in several directions. Within the triangle
the shape of l;he mouth found in the profile is repeated in

& .
reverse and a black,and red spermatozoon-like sign swims into his

. 20
open mouth (see figure 6-2).
20
Robert  Rosemblum, “"Picasso and the Anatomy of
Eroticism, “- in Theodore Bowie and Cornelia V. Christenson eds.,

Studies in Erotic Art, (New York and London: 1970), p. 346,

notes frequent parallels between the work of Picasso and erb
and cites similar "wriggling spermatic forms® that flows toward
an egglike breast” in Mird’s Maternity. Similar sperm-like
shapes were previously found in Zervos XVII; 61, 62 of April 8,
7, 1956 and again in Zervos XXIII; ~ 173-177, and 179-180 of
March 9, 10, and 16, 1963./ See pls. 81-82 and 85 of this

dissertation. -
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FIGURE 6-1 - = ° - ~ FIGURE 5-2

An. examination of the figuration of the artists in the
\

first two canvases of The Painter of March 10 (Zervos XXIII; 176

and ‘177) discloses how the presentation of the 1\“orms in this
‘contour facial’ type sugges:t a conned¢tion between the artist
and his art {pls. 81 and 82). In the first canvas the small
tightly pointed waves that make up his hair sugdest an energy
" that is coiled, ready to spring (pl. 81). The yellow ear turned
inward towards the face likewise implies a spirit that is inward
lookih'gi This ™ tenseness is augmented by the treatment of his

. hand which is small in relation to the head.

The painter holds his brush with prlecis‘sion in a tight  but
delicate grasp (figure 6-3). Its static outline contrasts withl
the movement of-the f'c;rms portrayed in his head. The rigidity of —
the artist’s painting hand js echoed ip the upright position of
his canvas, and in the firm horizontal angle of his bracketed
eyes. The manner ir: vhich the edde of the canvas is illustrated

shows the precise roupd tack marks each one sharply delineated

(fmig“ure 6-3). One wonders whether the style of this artist’s

work is® characterized by a similar minuteness.

[N

The artist in this first canvas of March 10 also conveys a
sense of being watched (pl. 81l). This is stated by ti:xq‘ black —
) .

‘ neck-shoulder shape phlaced between his own neck and hand which

" it may be interpreted as a transference of his own upper torso.

g 171 ’ /

5



¢ 3

, meanings. . ’ ) -

CHAPTER SIX

The observation of the artist is further reinforced by a third
ocular shape placed adainst the white triangle almost eye-to-eyse
with his own, lovking inward toward -him. This eye is a circular
ball with a bla;:k dot for an iris. Might this represent a second
self which scrutinizes his efforts and analyzes his responses?
In this 'respect. it relates to other projections of the artist

beside himself such as have already been seen in the “phallic-

‘épinal knob’ in the later drawings of the February Sketchbook

{(pls. 59-61). _Does the eye pressed adgainst the painter’s f_‘ace

t

" represent the self-critical constituent to creative activity or,

does ' the double image represent his projection of the audience

who will view the product of his efforts? Perhaps it is both,

for Picasso frequently makes ambiguity to hllow for multiple

o

In contrast with the rigid and tense painter in The Painter

{(pl. 81l), the artist in the second painting of March 10 appears
' o - i 21
to be more expansive (pl. 82). This distinction is augmented

by their opposing backdground colours: blue in the first, red in

21 :

Costello, Picasso’s Vollard Suite, pp. ' 185 and 248-
249, reviews the Dionysian and Appollonian characteristics
acsigned by Nietzsche in Picasso’s Vollard Suite. She reiterates
Picasso’s fan}iliarity with Nietzsche’s view of art as consisting
of opposing and complementary forces, as conveved in The Birth
of Tragedy. Nietzsche accorded to the Apollonian the qualities
of order, discipline, and self-awareness; and characterized ttie
Dionysian by ecstatic and unrestrained abandon. The latter are
exhalted feelings, what Nietzsche described in Ecce Homo as
"something profoundly convulsive and disturbing...There is the
feeling that one is utterly out of hand...Everythindgd occurs
without volition' as quoted in Tomas, Creativity in the Arts, p.
105. For further on the relationship between Picasso and
Nietzsche, see Chapter Eight, note 57, and Chapter Nine, note 5.
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the second.

In the latter ‘red’ canvas the artist’s hair flows outward
(pl. 82). His bracketed e;res ar;a slightly inclined, adding to
the Eealization of his fervent concertration. An ‘gnergetic
personality and artistic manner are visualized‘in the 'vigorous
gestures overlaid with a bravado of white brushstrokes that
describe his hand and the canvas onlwhich he wofis (figure 6-4):
Tﬁis artist’s canvas 1is presente& in multiple facets, suggesting
constant change the work undergoes. Unlike the uprighﬁ/ support
on which the previous painter worked, the edge of the canvas in
thq second work is not certain. Part seems to emanate from the

artist’s hand, while the othef sides are a series of diagonals

leaning toward the artist.

ﬁ-&
~ .
. H )
. .
»
’ .
_e
o
»
4

FIGURE 6-3 . FIGURE 6-4

o b B uw o=

The condensation of the image of the painter and the
concentration of his'work into one potent image is evident 1in
the é%ird and 1ast%canvas of The Painter of March 10 (III), and
12 (Zervos XXIII; 177). This is an importanﬁkpainting since it
summarizes motifs described and héralds themes to come (pl. 83).
In particular it conveys a figuration of the artist that is one
of the most cogent in establishing the boundaries of +the
prainter’s identity. The 1imagery to be examined here are the

mask, bhand-mouth sidgns, the chair as torso, and finally, the
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The artist is ;héracterized ?y rouged cheeks, cosmetic hues:
of his face, aéd red hair.’22 This gives his. face the appearance
of a mask.23 In this connection André Malreaux’s chroni¢le of

Picasso’s objective is noteworthy: "I must absolutely find the
’ 24 ¢ .
Mask. ™ Picasso was vying with the sacred to show “"effigies, ”

that is, what Malreaux identifies as “"a more complex totality,

but one of the same nature: +the emphasis that a gdreat style
25

confers upon the Human face." These mask-like figurations are,

26

as he observes, signs of the upknown. > It was what Picasso

22

This cosmetic application alludes to the theatre. As
demonstrated 1in Cooper, Picasso Theatre, passim,’ it was a
subject Picasso explored throughout his life. See Chapter Five,
note 24. Costello, Picasso’s ‘Vollard Suite’, pp. 135-144,
considers Picasso’s use of the mask, in which he suspends
rationality, observing a common confounding of states-of-being
in Picasso’s motif and productions of Jean Cocteau, and to a
lesser extent, Igor Stravinsky. One noteworthy example cited by
Costello, p. 141, may be equally applied to the 1963 artist and
model series. This the connection between Picasso Vollard Suite
and Jean Cocteau’s film, Blood of a Poet which is a "commentary
on the mystery of poetic creation, [showing art] as a demonic
power which inspires, obsesses and finally destroys the artist.”

23 - . °

Costello, p. 132, points out the role of the mask in
plate 42 of The Vollard Suite, 1in exploring +the “problematic
relationships between art, illusion, and reality."” The motif of
the mask ‘is also explored in Theodore Reff, “"Picasso’s Three
Musicians—-Maskers, Artists, -and Friends,” Art in America,
LXVIIT (December 1980), pp. 124-142. Later, Picasso again
integrated the mask in his Verve Suite. See Chapter Two and,
Picasso’s ink drawing of masks reproduced in Zervos XVI; 222.

v 24

Malreaux, Picasso’s Mask, pp. 68 and 97.
25 .
Ibid., pp. 33 and 69.
26 - )
Malreaux, Picasso’s Mask, pp. 96-97, further makes the
analogy with the collective artists of all the great relidious
styles who created the religious forms. "The icons [and] the
statues in cathedrals conveyed to Catholigs the unknown within
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continually stresseﬁj “naming, that’s the point! In painting one
27 . - .
can never managde ‘to name objects!” In a typically obscure

hY

aphorism Picasso explains:

o

. "The cat eats the bird; Picasso eats the cat;
painting eats Picasso....It’s always painting |
that wins in the end.™ 28 C -

o

0

Malreaux interprets this parable as a demonstration of Picasso’s

belief that painting had captured beauty ‘just as it had captured.

relidion, and in prehistory "whatever it was, we don’t know." He

perceives Picasso as “satisfied by the certainty that, like the
29

cave painters, he had captured something.” The mask possesses

a circus-like aspect that links the artist with a subject that .

30
is also close to Picasso. It shows the painter to be a clown

*y
A

°

themselves...they bhad discovered a language that would express
those elements in Christianity that art alone could express. Art
had first to discover that language before it was capable of
speaking....in harmony with what the [Romanesque and] black
sculptors feared, loved, and had no knowledge of in the spirits
they depicted.”

27
Malreaux, Picasso’s Mask, p. 68. See also Chapter
Eight.
28
ibid., p. 97. )
29 .
Ibid.
30 o
Theodore Reff, “Harlequins, Saltimbanques,.  Clowns, and

Fools, " Artforum, X (October 1971), p. 31, has noted Picasso’s
interest in clowns is "a form of concealment that is alsp a form

of revelation, the familiar aspects of things disappearing while -~

their normally hidden ones emerde.” .
Clowns _had early served as alter egos for the artist. Reff,

“Harlequins, Saltimbanques,"” p. 36, cites two paintings in which

Picasso depicts a clown with his own features: At the Lapin

Agile and Family of Saltimbangues. This contention is supported
by Carl Jungd, “Picasso,"” in The Spirit in Man, Art, and
Literature, trans. by R.F.C. Hull, (The Collected Works of C.QG.
Jung, vol. 15), Bollingen Series XX, (New York and London:

=1
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with» his mask, his antics revealing his character through +the

unusual manner in which his forms interact with the process he

L

The focus of the artist’s divertissement is manifést in the

treatment of his mouth shown with the brush emanating from 1it,
) 31
\Fo that he is physically linked with his canvas (pl. 83). The

spermatozoon—-like shape placed at the Jjunction of arm and mouth

3

is presented as intersecting elliptical red lines which project
. 32
from the open mouth (see figure 6-2). ., This configuration is

enhanced by the éhape of the artist’é tri-coloured palette which

rises from the b;étom eddge of .Picasso’s canvas, repeating the

o

1966), p. 139.° Juhg also comments aon the origins of the

Harlequin as a chthonic deity.

Ellen H. Bransten, "The Significance of the Clown in the
Paintings by Daumier, Picasso and Rouault,” Pacific Art Review,
ITI (1944), p. 27, views the clown in Picasso’s work as symbolic
of +the artist’s isolation, and social alienation: “the alter
egdo, the objectified essence of Picasso’s own predicdment as an
artist.” Blunt and Pool, Picasso: The Formative Years, p. 22,
contend that the clown in Picasso’s work is removed "from the
world of reality...[and 1linked] with a more mysterious qu
generalized order of being having its own mystique and ritual.”
Later, Gilot, Life with Picasso, p. 349, observed , "the clown,
too, with his ill-fitting cqstume, was for [Picasso] one of the

tragic and heroic figures. ™ -
On the connection between clowns and masks, see: Theodore
Reff, “Picasso’s Three Musicians——Maskers, Artists, and

Friends, " Art in America, LX (December 1980}, pp. 124-142.

31

In a drawing of July 2, 1970, illustrated in Zervos

XXXII; 180, and Tinterow, Picasso’s Master Drawings, pl. 98, the

motif of the pointing combined hand and paint brush is repeated.

As previously discussed, regarding a similar configuration in

the drawings of The February Sketchbook (pl. 58), the size and

location of "his painting limb convey +the character of the

artist’s interaction with his work (also applicable to pls. 59-
61). ‘

32

This motif was first seen in the second painting of
February 22, 1963 reproducetli in Zervos XXIII; 153.

-
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phallic shapes previously evident in The Artist in the Studig of

February 22-(p1. 79). Todether the sexual imagery displays the
potency of the painter’s forces and discldses the procreative

character of his work.

The appearance of this sign as a wagding ‘tongue’ suggests'
the verbal connections of the artistic enterpf?se. This is
g%iterated by the shape of the painter’s hand, v%bwed. together
with the brush that runs through it, aqﬁ resembling tﬁg nib of a
pen. Could Picasso be sugdgesting an analogy between the written
and visual arts? Alternately, might it be a Vvisualization of
the ‘language of art’ referred to by Malreaux and often repeated
by Picasso: "[I] paint as I write, as fast as thought, in rhythm
with the imagination."33 Picasso viewed his paintings,” like his
poems, as expréésions of thought, commynicating through the
force intrinsic to the imagination.34

The extent of the arti;t’s power is demonstrated by the '

35
folding of the edge of the cqﬁvas iﬂfo opposing diadgonals.

33

Quoted in Gjon Mili, Picasso’s Third Dimension, (New
York: 1970), p. 184.0

34 \
Steinberg, Other Criteria, p». 110, comments on +the
internal sources of Picasso’s imagery, observing from
descriptions of his working process that they "flow

unpredictably from intercommunicating levels of personality"
involving both conscious and subliminal capacities.

The correspondence between Picasso’s visualizations ahd his
poetry is expounded in Clive Bell, "Picasso’s Poetry,"” in
Picasso in Perspective, pp. 86-87.

35

This dynanic motif of the bent canvas is also evident in
Picasso’s 'March 10 (II) The Painter with the red background,

(see pl. 82), and in his Rembrandt and Saskia (pl. 87).
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36 .
This motif can be described as the ‘bent canvas’ form. In it

the vigour of the artist’s brush forces the normally rigid

canvas to coilapse under the impact of his touch.

The complex ”imagery of The Painter also discloses the

diverse, and often contrary traits which Picasso recognizes are

combined when the artist begins to work on his canvas:

"0f course, when one paints, one must .
utilize, along with his own inspiration, all
the conscious deductions one might make. But
' between using a conscious and relatively
dialectical thought and having a rational
" thought, there’s an enormous difference. It
- 1s Dbecause 1 am antirationalist that I have
° decided I have no reason to be the judge of
my own work. 1 leave.that to time and to -
others."” 37

Picasso presents the painter as a head with only a three
buttoned vest for a torso. The plaster coloured hue of his face
and the arrangement of his head slung over the back of his chair

converts lhim into a sculpted bust. Artist and his seat are

completely unified and the figuration of one completes the

38 ,
other. This symbiosis of dissimilar forms allows  the
visualization of multiple identities of the artist. As Picasso
admitted: . -

36 -

The potency of the artist’s +touch will be further
explored in Chapter Nine. OSee also Chapter Four, notes 29, 30

and 32; and Chapter Five, note 34. \
37

Gilot, Life with Picasso, p. 124.

38
: For further discussions on the merging forms of artist
and chair see: Chapter Two, Chapter Four, note 7, and Chapter
Five, note 17.
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4_.

“"In painting everything is sign. Therefore,
there is a great difference between-the sign
.. and the work. The word ‘chair’ doesn’t
signify anything, but a painted ‘chair’ 1is
already a 'sign. Its interpretation goes ad
infinitum.” 39 :

£

The painter’s conception is a blend of intellectual and
viécerai, merging person with thing. He is-released from‘ his
physical corpus to engage the innef self. ~Tbis is reiterateﬁ in
Phe treatment eof his Boots who§e orﬁcial role in the creative

endeavour ié redlized by its contact with the asel support

, .
which rests upon it. The significance of the connecbion between

"footware ’and the painter may be clarified by a closer

investidgation of the origins and character of this imagery"
A

The dark attire of the painter in The Artist continues: into

< o

what appears ‘as a single black boot with tapered toes and raised

heels (pl. 83). Separated from the rest of his body the boot is .

united with +the palette and easel. This is characteristic of
this geries where thé usual depiction of.the artist emphasizes
his feet, even when other aspects of the body are summarily
treated. The mass of the boots are often like a base on which
the forms of the .artist rest. The oridins of the enlarged foot-—
boot were evident in Picasso’s variations on Maget’s Qgigggg;

sur 1l’herbe. As Picasso transformed Manet’s Causeur into the
\

39
~ Ashton, Picasso on Art, p. 98, gquoting Sir John

Rothenstein, "A Letter on Paris,” Cornhill Magazine (London:
1964), pp. 288-295. The letter is dated April 1945.
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' 40
o~ artist, the boot imagery began to-develop. / ‘-

i S ,
“™N The b/oot“figured largely in Picasso’s i{r:agination for mnear
lthe end of +the 1963 artist and his model paintings he drew
anothex" series thich conventrated on the lower extremities of
the painter, presentind a monumental image of these leds with

) 41 -
their +thick heeled boots. An examination of two drawings,

dated May 18 (III) and (IV), reveals a ﬁaturalis’cic treatmént
showing tile artist wearing a traditional vested suit and holding
a palette anq brushes (pl. 84). T/he left limb is slung ove'r the
right. :I'he body is twisted to show the crossed legs from the-
front, the torso with hand clutching tl;e\i‘ palette -in three-
quarte:: vit__aw, 'and the painting arm exténding ho‘rizc‘mtally‘across
the top of the drawing. Afow view point is téken so that the
observer’s eye, "1eve1 with the floor, looks up at the underside
of the boot dandling from the crossed leg. These drawings
confirm what has already been observed in other depictions of
the artist: ‘that the enlarged thick heel\ed boots are a part of
what has become a standardized representation of th_e artist, Jand
are as intrinsic to his identity as the palette and brushes.

An association of the motif of the crossed legs with an

~artist occurs very early in Picasso’s life. It is found in a

sketchbook Picasso filled at Cor(ina, Spain in 1894 when he was

4

-40 .
The evolution of the artist from Picasso’s paraphrase

of Manet’s Déjeuner sur l’herbe is explored in Chapter Three.
41

ﬂ These drawings are dated May 1963, and are reproduced
R —  in Zervos XXIII; 265-272. )

-
V4

Q
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42 o . :
thirteen years old. It contains-several portraits of Picasso’s
&

father, the painter Don José Ruiz Blasco, one of which shows a
paiﬁ%er seated with palette and brushes.43 De Lasarte, who wqote
the introduction +to the facsimile carnet, sugdests that this
figure might represent Picasso’s f%ther, an opinion supported by
a comparison with known portraits of Don José. On another p;ge,
Don José& is shown with his legs crossed.44 The suit and heavy
shoes are similar to those found in “the 1963 drawings,e even
though they were made about sixty-nine years eaflier.45

+~ ' The imagery of the foot originates with men of authority,
substance, and artistic achievement. This was repeated in a
group of dra;ings Picasso made in tﬁ% 1920s of his early
mentors, such as Ambrqise Vollard, André Derain and Igor

. 46 :
§tf$vinsky. They wear beards, vests, suits and heavy shoes,

¢ 42
Juan Ainaud de Lasarte, {(Barcelona: 1971).

43
Ibid., folio 111.508. L
44 -

+ Ibid., folio 111.509. .
45 - ~ ’
Pycasso’s late life recocllections of his early chiléhood
are discussed in Beryl Barr-Sharrar, "Some Aspects of Early
Autobiographical Imagery in Picasso’s ‘Suite 347’,° Art
Bulletin, LIV (December 1972), %¥p. 516-533. Barr-Scharrar, p.
516, repeats Picasso’s 1943 conversation recorded in Brassai,
Conversations avec Picasso, Paris, 1964, p. 71, translated as
Picasso apnd Company, op cit.: when Brassai pointed out to
Picasso that all 'of the men in this series (of drawings) are

bearéed;-like Zeus the Father, Picasso answered:

-

s

“Yes. They all have beards...And do you know

why? Everytime = I draw a man 1 think

involuntarily of my father...For me the man

i Don Jos&, and +that will be so all my

~ life...He wore a beard...All the men I draw
more or less with his festures...”

46 .
. Picasso’s Portrait of Ambroise Vollard is reproduced in

I3
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like the attire seen in hoth the earlier portralts of Don José

;oo

as well as the later works of 1963.
The authoritative association of these heavy boots is

develbped in Picasso’s writings. In his play, Le Désir attrapé

K4

par la queue (written January 14-17, 1941 during the occupation

of Pafis) reality gradually disintegrates in +the face of
experience. Within the spirit of animism that permeates _the
script, the drama is dominated by BIG FOOT, passionate hero,
po;t and author. Rage and irony, probably dominant emotions

during that bleak winter, are expressed in violent metaphors and
47
bizarre paradox. Big Foot epitomizes the process in which

thoughts and abstract ideas +take shape and become live

\
personalities,: as this passage may suggest:

“
4

’“The gallowing pace of hié [Big Foot’s] love,' N
_ the canvas born each morning in the fresh egg -
of his nakedness, crystallized into thougdht,
jumps the barrier and falls on the bed.” 48
B _
The big feet become those of poet and painter, c¢ruel lover and

L

desperate men, as The Tart, Big Foot’s lover in Picasso’s play,

Zervos I1I; 922 also Tinterow, Master Drawings by Picasso, plate
52.

47

Picasso’s close friend, the poet, Paul Eluard, sees in
this play the fragile key to the problem of rea#ity. Describing
it he writes “"...to see what he [Picassol sees, to 1liberate
v181on, to attain voyance. Realism is attained by looking
"behind the behind of the story Quoted from Desire Caught by
—ggg Tail, trans. and intro. by Roland Penrose, (London: 1970),
p. 13. See also Chapter Nine for additional influences of Elua:ﬂ

on Picasso.

48

Ibid., p. 32. .
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explains:

( - . “You know, I have found love. He:has all the

- skin worn off his knees and goes bedging from

door to door. He hasn’t got a farthing, and

, is looking for a- Jjob as a suburban bus

conductor. It is sad, but d&o to his

help...he’ll turn on you and sting you. Big

- N - Foot wanted to have me and it is he who is
caught in the trap." 49

, The boot is part of Picasso’s conception of “a Real

R Paiqper" whom he identifies with beard, shoes and creased

- trousers. '"Why not” Picasso responded when questioned about the
presentation of footware on one of his artists. "He’s a real
50 U ,

painter, with his heavy shoes. "

The Afﬁist’s~Perfo;mance In The Studio

‘The artists -alone at work in their studios "demonstrate _
emotive qualities which are reportedly experienced by Picasso.

‘As Héléne Parmelin vouched:

9

"{Picasso’s] daily task [had] so austere and

‘ sometimes tragic a meaning. Nothing is ever

: y easy to the\painter to whom everything is
easy.” 51 =\ g

»

N\
I Some of these complex\impulses are shown in The Artist, of
L

March 16 (Zervos XXIII; 180). The painter is placed close to the

49 :
Picasso, Desire Caught by the Tail, p. 61.
50 ' / - .
( Parmelin, Picasso: Women, p. 19.
' . 51 .
S Parmelin, Picasso Plain, p. 34. -
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”
picture plane (pl. 85). His hand is squeezed into the lowver
corner between his face and the edde of his canvas. A double
profi%e placed at different angles emanates from a single
forehead SO thpt his face appears to be:simultaneously Eilting
forward and backward. ‘This movement, coupled with a mouth that

is open wider in the profile the nearly touches the canvas,

. causes him to app%ar to be vibrating.ﬂ t

The external moti;p thatvoriginates within the artist is
gréphically ;rrdhged. The facial contortion rgvealé a conflict,
a pﬁliing in oppgéigf directions. Mobile forms radiate from a
ceqtral axis on the side of the artist’s faée: the‘ hair 1is
pointed upward; the beard and hand pull down; the jadged profile
Juts to 4he "right; and a ziglzag pattern behind the hezd
animates that usually passive space. The artisé is painted witg
broad, energetic strokes i& earth tones which spill beyond his
forms to the surrounding area. Théée motive and emotive elements
create an intense and expressive iyage of the artist.

The agitation conveyed by these works reflects Picasso’s

conviction that art emanates from sadness and pain, as Parmelin

states: . o

“There is not one'particle of [Picasso] which
is not devoted day and night to painting, or
is not suffering day and night because’' of
it. " 52 .

\ ’ .- .
Thiz insight was shared by those close.to Picasso such as his

1

52 .
Ibid., p. 115. This assessment may be compared with‘:the

statement quoted in Chapter Two, note 59.

- ¢
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confident and secretary, Jaime Sabartés, wvho  documented
\ -
‘[: Picasso’s belief that “grieiiis at the well springs of life"” and

"life itself with all its torments constitutes the vqr§
53

foundation of [Picasso’s] theory of art.” .
The emotive responses represented in these arti§t’s‘ heads
is further explored in The Artist in His Studio,: of on March 14,

; 54 ,
15 and June 4, 1963 (Zervos XXIII; 172). The painting centers

on the artist’s enlarged, red claw-like painting hand (pl.,

55
-86).. . This paw is startling in itsA§ssertion of the strength

) contained within the painter’s touch and his implicit domination
: . 56 '
over matter.

ad

53 . ’
Sabartés, Intimate Portrait, p. 65. Ashton, Picasso on
Art, P. x%x, comments on the "indisputable” accuracy of both
Sabartés and Madame Parmelin recollectionss of Picasso.

. Parmelin, Picasso: HWomen, p. 19, describes the agony of
gpirit that the act of creativity entailed for Picasso and his
persistent refusal to give it up. This resulted in \frequent
fits of misery and self-criticism, that sometimes immdbilized
Picasso. Fortunately his mood would only last a few days or "its
sheer violence would destroy him."” -

The painters represent archetypal fidures who may reflect
aspects of Picasso. Penrose, Picasso: His Life and Work, p. 444,
quoting Zervos, describes one such fit that occurred in April

1964, while a delegation waited several days for Picasso’s
> decision regarding the creation of the sculpture: which
ultimately became known as the Chicago Monument. ;
54

The early state of The Artist in his Studio was
published in Parmelin, The Artist and His Model, p. 42. The
definitive version is reproduced in Zervos XXIII; 172. In the
first version the painter’s hand is surrounded by an . area of
red, which in the final work (pl. 86) is concentrated onto the
hand itself.

55

Additional instances of Picasso’s ‘symbolic’ use of the
red hue are discussed in Chapters Eight and Nine, particularly
in connection with Zervos XXIII; 195 and 197 (pls. 96 and 106}).

56 . ;
( The act of creation implies "a feeling of power and
domination over matter analogous teo those which religion
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The artist’s facial movement, with its open, protruding
mouth reflects what wmay be viewed as a similar restlessness,
heightened awareness, oOr apprehension discussed in relation +to

The Painter of March 16, (III) (pl. 85). The face of The Artist

P

in The Studio is segmented into two facets (pl. 86). The main

portion is a white profile encased between a green oﬁtline in

¥

front and a black form in back. The second view 1s a variation

of the white triangle found in Thq Painter of March 10\(1) and

(II) (pls. 81 and 82).

However, in The Artist in ng Studioc, the normally hidden

gide of +the profile is brought forward and encased in yellow
(pl. 86). The hand and head of the artist are baséd on the

colours of his palette, sugdesting an intended reiationship

_between the colours on the palette and the body of the artist.

Tﬂe vivid red colour of his hand corresponds to one of the dabs
of paint on the palette. In'addition, fhe vellow hue of the
distant portion of his face extends downward pagt the shoulders
éo his chest and finally touches the corresponding yellow paint
on his palette. Paint being the medium of the artistls
dvocétion, is also the heart of his being. -

The turmoil conveyed by the artist is reflected in the

i
o

frenzy of brushstrokes surrounding the area of his painting. A

possible source of this uneasiness may be the figure represented
\ }

attributed to God." See also Chapters Four, note 29; Chapter
Five, note 68; and Chapter Nine. Also, Etienne Gilson,
“"Creation—-—Artistic, ‘Natural, And Divine” in Tomas, Creativity
in the Arts, pp. 55-66. ’
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against the left edge of The Artist in His Studio. This is a
silhouette showing the back of a head, an ear, and either the
collar of a coat or the base of a sculpture. The form terminates
abruptly and summaril; so that only the upper portionl of thé
figure 1is represented. The sensation that the artist is being

" observed implied in The Painter of March 10 (I) is sharpened in

/
this work. Two possible interpretations of the form on the left
would identify 1t either as a spectator standing behind the
artist or as the sculpted head frequently encountered in Ibé

February Sketchbook, The Artist of February 22nd, and in

paintings of The Artist and His Model (see pls. 50-562, 54-55,

57-58; 65-67; 72-74; and 76-B0).

Emphasis on the observer is ensured by its plécemenﬁ on the
left side of +the canvas. The attention within this work is
directed from silhouette to artist, from canvas to easel. The
vagueness of the form on the left allows for easy identification

7

with the wviewer of the painting. Is he the source of the

artist’s anxiety or, is he a projection of somet;ing within the
painter? The resemblance of the silhouette to the sculpted head
aéain presents it as another aspect of the artist. The head is
outside of his person, yet 1s part of him.S? It couples the

mania iwplied by the red-claw-hand, “with a heightenhed awareness

57

An idinquiry 1into, Picasso’s subjective perception of
reality which may apply to the multiple views of the artist is
given by Victor Carrabino, Pirandello and Picasso: a pragmatic
view of reality, (Tallahassee, Florida: n.d.), p. 7, obseryes
"Both Pirandello and Picasso depict man in his multiple
aspects: 1) as he is (objective reality), 2) as he sees himself
(subjective reality), and 3) as he appears to others (shifting

subjective reality}.
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and critical control fundamental to art-making. As Picasso

claimed: . : )

[

"Some {works] are nearer our sensations and
produce emotions that touch our affective
faculties; others appeal more directly to the
intellect. They all should be allowed a ‘place
because I find my spirit has quite as wmuch
need of emotion as my senses."” 58

These paintings of the artist alone in his studio probe the

59
nature of artistic practice inherent in this series. Although
Picasso, /as he repeatedly stated, abhorred formulae attempting

to theorize art, he tries to show that the ‘mystery of art’ is

60
plain. Its fountainhead 1is simple, sprouting from the
58 / -
Ashtoni, Picasso on Art, p. 16. Quoted from, Christian-
Zervos, “Conversations. avec Picasso,” Cahier d’Art, X (1935),
pp. 173-178.
59

Schiff, Picasso: The Last Years, p. 18, aptly notes this
applied to the first drawings of the February Sketchbook and the
February 22 paintings.of the artist in the studio.

60 This is repeatedly emphasized throughout the many books
written by those who knew Picasso. See for example, Sabartes,
Intimate Portrait, pp. 206 ff. Ashton, Picasso on Art, pp. 121-
123, recounts several of Picasso’s objections to art theory and
criticism. One of the most concise recounts, p. 122, that: "When
a young painter wants to explain his theories, [Picasso] stops
Eim: ‘But say it with brushes and paint’.” _

Nevertheless, as recalled in Gilot, Life With Picasso, pp.
66-67, Pilcasso in his paradoxical manner, expressed regret that
there is no standard or “cannon where by all artistic production
is submitted to rules.” Because of this Picasso believes:

. “Painters no longer live within a tradition
‘- and so each one of us must recreate an
entire language....In a certain sense, that’s
a liberation but at the same +time 1its an
enormous limitation, because when the
individuality of the artist begins to express
itself, what the artist gains in the way
liberty, he 1loses in the way of order..gix
(emphasis added)
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successive states of the artist.

“[The creating of] art does througl étates of
fullness and emptiness, and that is all there
is of the mystery of art.” 61 .

61 ,
Ashton, Picasso on Art, p. 43. Statement made by Pablo
Picasso published in, Hort und Bekenntnis. Die gesammelten

Dichtunden und Zeugnisse, (Zurich: 1954).
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CHAPTER SEVEN

PICASSO’S REMBRANDT AND SASKIA:
PAINTING AS THE SUBJECT OF ART

Picasso has long been able to extend the meanings in his

paintings by incorporating aspects of past works by other
1
artists into his own. He discovers and restates the content and

forms embedded iﬂ established art. Picasso absorbs them so that
they enhance and broaden the significance of his unique imades:
"Don’t expect me to repeat myself. My past
doesn’t interest me any more. I would rather
copy others than repeat myself. At least I

would inject something new into them. I like
discovering tooc much.” 2

Picasso frankly explores art as the subject of art. Without

the guise of another ‘thege’, Picasso is free to probe the
_relationship between artist and model: his own as well as those
1

See Chapter Three for earlier examples of ‘copies’ 1in
Picasso’s work. Later instances of the special relationship
between Picasso and Rembrandt are surveyed in Janie L. Cohen,
"Picasso’s Exploration of Rembrandt’s Art, 1967-1972," Arts,
LVIII (QOctober 1983), pp. 119-126.

- 2
Ashton, Picasso on Art, p. 52. Quote taken from Michel
Georges-Michel De Renoir & Picasso, (Paris: 1954). English ed.,
(Cambridde, Mass.: 1957.)
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used by past)‘masters’. This exchange between past and present

/6, -
is embraced in an important work, Picasso’s Rembrandt and

Saskia, of March-13, 1963 (Zervés XXIII;171). A study of this
complex ‘variation’ provides the opportunity to investigate the
ways Picasso is able to "inject somethindg new” by blending art
. historical allusions to enhance the meanings already inherent in

his study of the creative process (pl. 87).

Picasso and Rembrandt’s Self-Portrait with Saskia on His Lap

LY

Picasso’s Rembrandt and Saskila reflects many of the forms
3

and ideas found throughout his artist and model series. Its

complex 1magery matches that of its name-sake, Rembrandt wvan
b ' 4

Rijn’s 1635 Self-Portrait with Saskia on His Lap (pl. 88).
: - ¥
Although the seventeenth—century work contains no specific

allusibns to Rembrandt the painter, it is clearly a portrait of
the ;rtist with his model. Rembrandt’s wife, Saskia, nwas his
favourite model from the time of their betrothal wuntil " her
death.: Rembrandt himself is easily identified through his well-
known likeness reproduced in the numerous self-portraits painted

throughout his lifetime.

3 ’ .
Schiff, Picasso: The Last Years, p. 23, identifies
Picasso’s 1963 painting, Rembrandt and Saskia, with the artist
and model series of the same year.

4

Gem#dldegalerie, Dresden. Hereafter, this painting is
also referred to as Rembrandt’s Self-Portrait or his Double-

Portrait.
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In bhis Self-Portrait with Saskig, Rembrandt does not
present himself in his professional role as an artist. There are
no canvases, no palettes or easels——all accoutrements
traditionally a;sociated with a subject Remérandt frequently

5
represented under the +title of The Artist in his Studio.

Instead, Rembrandt depicts himself as a luxuriously dressed
cavalier sporting a sword at his side: With one hand he holds
Saskia on his lap, and with the other he raises a drinking ™

vessel, toasting the spectator.

What is readily apparent in Rembrandt’s Self—Portra&t with

Saskia on his Lap are the multiple and often contrary levels of
6
interpretation. One of these sees the artist and his model

deliberately masquerading as the Prodigal Son with hfs female
companion in order to warn the spectator against the perils of

7
such a corrupt life. Another reading understands the Dresden

5
An exawmple is,” Rembrandt’s Artist in His Studio, in the
Boston Museum of Fine Art, Boston. ’
6
These are surveyed in: Ingvar Bergstrim, "Rembrandt’s
Double—-Portrait of Himself and Saskia at the Dresden Gallery: A
Tradition Transformed,” Nederlands Kusthistorisch Jaarboek, XVII
(1966), pp. 147-50.
7

- " Bergstrbdm, "Rembrandt’s Double-Portrait,” p. 147, cites
Karl Neumann, Rembrandt, (Berlin and Stuttgart: 1902), pp. 206

ff., as the source of this interpretation. Bergstrtm’s scholarly

‘analysils supports the explanation of Rembrandt’s Self-Portrait

with Saskia as an illustration of the biblical story of The
Frodigal Son, in part, due to the presence of food, drink, and
the suiggestion of love-making.

For the connection of this painting with other biblical
texts, Bergstrtm, "Rembrandt’s Double-Portrait,” p. 149, refers
to J. A. Emmens, Rembrandt en de regels van de kunst, Diss.
Utrecht, (Utrecht, 1964), p. 165.
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painting as a direct reflection of Rembrandt’s private life: a

)
happy depiction .of his newly married state, as well as a

demonstration of "the libertine manners of bohemian artist
9
life."”

On a perSAhal level, Rembrandt role-plays in oiéer to state
his social

an opinigd ahout his actual manner of living and

new bride is being toasted és the “ideal of

ambitions. His
10

womanhood. ™ e reveals his ambitions by wearing a sword,

11 i

although he is not entitled to do so. Through his person 6nd

.
his art, Rembrandt displays the pre-eminence of his
12

profession. This self-aggrandizement would account for

8
The role of Rembrandt’s Double-Portrait within the Dutch
tradition of the double Marriage Portrait is examined in David
R. Smith, "Rembrandt’s Early Double Portraits and the Dutch
Conversation Piece," The Art Bulletin, LXIV (June 1982), pp.
281-282. ’
9

Bergstrom, “Rembrandt’s Double-Portrait,” p. 150. An
interpretation which 1links the moralizing and the personal
themes has its basis 1in the confessional character in
Rembrandt’s "Self-Portrait” which 1is consistent with the —way
Rembrandt is known to have projected his feelings into biblical
subjects, combining the personal and subjective elements. See
also Bergstrdm, "Rembrandt’s Double-Portrait,” p. 166.

10
ve Jacob Rosenberd, Rembrandt, Znd rev. ed. (1948;
Cambridge, Mass.: 1964), p. 23, discussed also in Bergstrtm,.
"Rembrandt’s Double-Portrait,” p. 149.
11 !

This observation was made by Thomas L. Glen in a lecture
given on October 20, 1976 at McGill University. Glen supplies a
further example of a seventeenth—-century artist attempting to
enhance his sbtatus by presenting himself wearing a sword he is
not entitled to, in Rubens’ Marriage Portrait of 1610. This
latter work bears a close relationship to Rembrandt’s Self-
Portrait with Saskia and may bave been the inspiration for it.

12 '

For a further example of Rembrandt’s demonstration of
his elevated profegsional status in his Self-Portraits of the
1630s, see Ed. de Jongh, "The Spur of Wit: Rembrandt’s- Response
to an Italian Challenge,” Delta, XII (Summer 1969), p. 49. This
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Rembrandt’s pompous manner and apparently forced laughter +that
13
have also beeén commented upon, Picasso certainly might have

responded to the important question which Rembrandt’s painting
raises concerning the relationship betweeh an artist’s personal
14 .

and professional life. .

Such diverdent interpretations are not surprising given the

complegity 'of Rembrandt’s Self-Portrait and his acknowledged

method of +transforming traditional symbols and iconographical
15
conventions into personal inventions _-- procedures inherent in
’ 16

' Picassoig work as wel&. Along with others Picasso would likely

desire +to display the artist’s status is similar to Velazquez’
presenting himself wearing his prestigious insignia of Santiago
thereby. clearly flaunting his knighthood as discussed in Chapter
Three. ’ - :

13 .
Jacob Rosenberg, Seymour Slive, and E.H. ter Kuile,
Dutch Art and Architecture, 160Q51800, The Pelican History of
Art, rev. ed. (1966; Harmondsworth, Middlesex: 1972), p. 90.
Also Bergstrtm, “"Rembrandt’s.Double-Portrait,"” p. 147, repeats
the observation made in Karl Neumann, Rembrandt, :that the
appearance of Rembrandt’s laughter in this painting is
"unnatural."” ) B
14

John Richardson, "Picasso’s Last Years: Notre-Dame-de-
in Pablo Picasso: Meeting in Montreal, pp. 94-95, points

Vie, "
out Picasso’s desire to emulate Rembrandt’s success in his old
age. See also, ‘Jean Sutherland Boggs, “"The Last Thirty Years,"

in Picasso in Retrospect, p. 235.

15 .
Jan Bialostocki, "Rembrandt’s ‘Terminus’,"” Wallraf-
Richartz Jahrbuch, XXVIII (1966), p. 49.
16

Examples 1n Picasso’s art of +the transformation of
traditional symwbols into personal inventions are legion. Most of
the .iterature which examines this process is centered around
individual works and themes. As examples see: Ronald Alley,
Picassc’s Three Dancers, The 48th Charlton Lecture, (London:
1967); Martin Ries, "Picasso and the Myth of the Minotaur,” Art
Journal, XXXII (Winter 1972-1973), pp. 142- 145; and Willard E.
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bhave wunderstood that Rembrandt depicted both reality and
arfifice, a presentation of the artist both as he is and as he
. 17
aspires to become. similarily, Picasso alternated between

showing things as they are, and as he knew them to be: _

“"Reality is ™more than“the thing itself. I
always look for * its superreality. Reality

g lies in how you see things....A painter who
copies a tree blinds himself to the' real
tree. I see things otherwise. A palm tree ‘

can become a horse."” 18. -

The ambiguity between reality and art with which Picasso

?

associates the Dutch Master in Rembrandt and Saskia is evident

much earlier in a print showing Rembrandt with a Standing Nude
19 '

(rl. 89). Rembrandt appears as a portrait with the frame

extending on the lower edge bf the etching, while the upper

portion surrounding Rembrandt ambiguously doubles as a® window.

The wide-eyed 0ld Master takes the hand of the classically drawn

Misfeldt, "The Theme of the Cock in Picasso’s Oeuvre,” Art
Journal, XXVITI (Winter 1968-1969), pp. 146-154, 165.
17
S Rembrandt attempted to "stress reality by
internalization, ” which explains what has been called the
apparent contradiction between realism and idealism in his work.
See Leo Balet, Rembrandt and Spinoza, (New York: 1962), p. 169.

18

Quote made by Picasso when speaking of his
transformations of Las Meninas. See Penrose, Picasso: His Life
and Work, p. 374.

The full title of this print as given 1in Picasso’s
Vollard Suite, intro. by Hans Bollinger, trans. N. Guterman (New
York: 1977), plate 36, is Standing Nude with Flowering Headress
and Portrait of Rembrandt with Palette. It is dated 1in

B Bollinger, p. xvi: Pgris, 31 January 1934. - 4

Jean Sutherlan Bogds, Picasso and the Vollard Suite,
exhibition catalogue, (Ottawa: 1971), p. 15, -considers the
distinction between the "classical serenity” of the nude and the
"figure of Rembrandt himself, who 1is drawn with complex,
animated and broken lines which sudgdgest his creative force.”
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' young woman. The powerful light ghich both reveals and conceals,
(which Picasso associated with Rembrandt’é works), }s sugdgested
by radi;ting lines. Thpse extend upward from the lower left and
are echoed in the distant sun behind Rembrandt’s head. The O0ld
Master emerges from the past into the present. In a deliberate
ambiguity betwéen reality and art, the portrait of Rembrandt
comes to life as the young woman takes his hand-to lead the/Old
Master out of his picture frame. I

Like Picasso, Rembrandt has long been criticized forﬁ his
preference for the ugly and feaIistic over the beautiful and
ideal.zo Picasso’s depictions qf‘ Rembrandt form a witty
interplay between the idealism of art and the cruder aspéct of
reality. Pica§so’s understanding\of this 1s disclosed in-a print
in which Rembrandt is placed between a grotesque sculpted head
and an elegant classical feminine profile (pl.- 90).21 The O0l1d

Master holds his palette and brushes with one hand and in the

other a brush with which he points to the sculpture. Could this

-

20 .
For an exploration of Picasso’s use of the ugly see
Steinberdg, "Who knows the Meaning of Ugliness,” in Picasso in
Perspective, pp. 137-139. Further on the critical attitude
directed +toward Picasso’s art see: Eunice Lipton, Picasso
Criticism 1901-1939: The Making of an Artist Hero, Doctoral
disseration New York University, 1976 (New York: 1977); John
Berger, The Success and Failure of Picasso, (New York, 1965%);

and Clement Greenberg, "Picasso at Seventy-Five,"” in Art and

: Cq}ture: Critical Essays, (Boston: 1961), pp. 59-69.

For a consideration of the anti-classical elements in
Rembrandt’s art, which his contemporaries considered ‘ugly’,

see the chapter on "“"The Anti-Classical Rembrandt,” in Kenneth
Clark, Rembrandt and The Italian Renaissance, (London: 1966),
Pp. 1-40. ’

21

Bollinger, Picasso’s, Vollard Suite, Plate 34, made in
Paris, oqlthe 27 January 1934.
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be a reference to Rembrandt’s preference for naturalistic over

idealized types?
22

Picasso had long identified himself with Rembrandt. He
admitted this’whq; showing an etching of a young man classically
represented in_ a Phrygian cap drinking with - an older

23 " °
Rembnandtesque figure. As Picasso explained:

“Every painter takes himself for Rembrandt. -
Even this one, and you can tell from the cap

“"he flourished at least 3,000 years before .

- Rembrandt came along. Everybody has the same
delusions.™ 24

A

~ d.

Vishial qualities of Rembrandt’s Self-Portrait may have’

especially excited Picasso’s interest. Foremost is the energy-"

v

d «
with which Rembrandt simultaneously holds Saskia while twisting

“

22 ; .
Picasso’s coupling of his representations of Rembrandt

and the artist and model theme began in 1933 when he made five'
etchings of the 0ld Master, four of which were included in The
Vollard Suite. For the etchings of Rembrandt of 1933 see: Block,
207-8, 214-5, 278. Later in the Suite 180 of .- 1953-1854,
discussed in Chapter Two, +the ubiquitous association with
Rembrandt is repeated in a drawing of November 28, 1953. As
considered in Emil Kieser, "Picasso——wie einst Rembrandt,
Pantheon, XXXIX (April-June 1981), p. 119, this is similar to a
1649 drawing by Rembrandt presently in the British Museum which
alsep shows a model raising her clothes over her head. Common to
both "is the strong chiaroscuro, and the artist seated in the
corner. Kieser, p. 119, interprets Picasso’s variation on
Rembrandt’ drawing as an "academic imitation” in which the
"conception and perception remaln -hopelessly behlnd the demands

of the motif.

23
\ Bollinger Picasso’s Vollard Suite, Plate 12, c¢. May

1933."' Rembrandt 1is displayed as a caricature. He 1is facing
cutward with a ruffled collar, a round puffy. face, wild circular
eves, fat 1lips, and unruly curls pushed out from beneath an
ostentatious cap. ' /
24 ° : .
Gilot,. Life with Picasso, p. 51. This passage is also
quoted in Cohen, “Picasso’s Exploration of Rembrandt’s Art," p

126, " R -
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to hail —the spectator (pl. 88). The artist’s wvitality and
exhuberance dominate the painting and _chafacteriZQ the
e*trover@ed manner with which Rembrandt projects himself into
the world.?ix This quality 1is extended beyond the person
Rembrandt shows himself to be, to his art. Indeed, his works
were préised for their “affectum vivacitas” by Constantin
Huygens, the conteipor;ry connoisseur, diarist, and intellectual

. 26
who visited Rembrandt between 1629 and 1631.

appealed to ficasso not only for the complexity of -its imadery,
but for the bravura of its execution. Picasso’s Rembrandt and

Saskia equals the Dutch work in both respects.

Picasso’s art is generally chgracterized by its vigorous

-gualities. This 1s particularly evident in his Rembrandt and

Saskia where Picasso’s treatment of the figures oechoes

Rembrandt’s dynamic conception (pl. 87). Rembrandt’s Saskia is

‘stiff and static, a figure enclosed.in itself,” and the figure

of Rembrandt is "active, a figure in movement, space demandirg
27

and open."” In Picasso’s Rembrandt and Saskia, the mnodel’s

stiffly contained figure and durvilinear formg contrast with the
/

e e e e e et e e e e e 4 e e i e

Balet, Rembrandt .agld Spinoza, p. 179.
26 . ‘ . )
Quoted from Balet, Rembrandt and Spipoza, p. 1789, Sce
John Gage, “A Note on Rembrandt’s ‘Meeste Ende die Naetuoreelsto
Bewecechgelickheijt’, " Burlington Magazine, CXI (1969), p. 381,
for a verification of Rembrandt’s distinction betwoon motion and
emotion in his art. ' D '

- 27 o,

Bergstirtm, “Rembrandt’s Double-Portrait,” p. 144,

.
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artist’s angular and open pin-wheel configuration. PicaSS(; also
shared with Rembrandt the characteristic of distorting  reality
in order to better visualize the invisible. This is also a
quality for which both artists were criticized. ‘
By...relocating the scene in a studio and by includipg the

artist’s paraphernalia, Picasso’s Rembrandt and Saskia restates

Rembrandt’s painting in terms that reflect Picasso’s concern

with the process of ar’b—making) and the complex identity of the '

ari:r{; and the work he creates.

= Painting as the Subject of Art
in Picasso’s Rembranpdt and_Saskia |

Having reviewed the meanings of Reinbranbit’s Self-Poptrait

and the souree of its appeal to Picasso, 1t is appropriate to

examine Picasso’s Rembrandt ar;d Saskia more closely (pl. 87).

The multiple roles assumed by Rembrandt’s la;}ghing ‘artist

are recapitulated by Picasso who superimfoses two simultaneous
personae onto the single form of the artist. The first is seen
.in the angular profile facing the canvas. It is characteriezed
by a pointed nose, yellow skin, a flushed cheek, and an intense

expression. Thick, wavy brown halr increases his stature and

presence. ‘

The second artist’s identity is found on the other half of
his /[face which looks outward toward the viewer. This face has

the same characteristics as the profile: identical l;ushy

’

eyebrows, flushed cheeks, mustache, and beard. However, unlike

199
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ﬁhe profile;{ the face looking outward is pale, the skin 1is
white, +the cheeks and outlines of the head are light, and the
hair is now thinly ‘outlined and faded yellow. This full-face
artist does not carry the same presence or level of reality as
his dynamic profiled counterpart. The distinction between the
two identities of the artist has been sugdested by Jean
Sutherland ﬁoggs who identified the frontal view as "Rembrandt’s
bearded Fove-like head,” and the profiled painter as the

28
"mesmerized [artist who] can only concentrate on his easel.”

“

-

A brief examination of the relative positions and
respective styiistic treatment of the three figures in the work
(profile artist, en face painter, and model) will distinguish

and possibly disentangle their_multiple relationships:

The Outward Facing Artist: The frontal paintér wité the
blond hair,’(t seems to be somewhat behind the profiled one due-.to
ﬁhe faintness of colour and contou:hvith which he is described.
An equally indistinct line connects his neck and shoulders to
the dominant artist’s painting hands.‘Thps both artists share in
the' same act of painting. The body of\the fair painter 14
Qaguely suggested by fhe rale white pafh which eftends downward

into the darkly clad figure. This 1 particularly ovident on theo

28
Boggs, "The Last Thirty Years, " p. 235. For a study of
the Zeus-like character of the artist in The Vollard Suito seo:
Costello, Picasso’s Vollard Suitke, pp. 47 ff.

2
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side containing the booted kicking foot and the painting arm
which also emanate from it. In this way, the blond artist

simuitanecusly is overlapped by and merges with the dark haired

v

profiled painter. -

“

The artist with the blond hair is also linked\ to the Saskia
figure in two ways. First, the arm with the pointil

g hand may be
read as belonging to both the model and the fair artist. It
could be Saskia’s left arm and hand which extends behind the
dual artists’ head to point to the unfinished canvas on the
‘easel.’ However, the arm of phe pointing hand is also associated
with the _pale artist wheré it continues the outlines of his
cheek and jaw so that her hand ‘grows’ out of his head. 1In this
way (within the realm of Picasso—-like distortions) the arm and
pointing hand relate to the faintly outlined, blond artist.
Second, both the plond painter and the Saskia-figure 1look
outward. This 1is in contrast to the profiled artist who
concentrates on the canvas. The two outwardly 190king figures

acknowledge the presence of the spectator. In thiétmanner, the

L4

Saskia—-figure and the artist en fac are éﬁélogoﬁs “with

§

Rembrandt and Saskia in the seventeenth-century Dresden +vork.
The characters in both paintings confront the viewerﬁ’ '
Due to these similarities, the artist with the blond.hair
andu the stiffly posed model may be identified as Rembrandt, ana
Saskia. However, as shall be seen, they are not the ‘real’

figures, but are a painted representation of the couple in

Rembrandt’s Self-Portrait with Saskia on his Lap.

@

\

The Profiled Artist: The centrally placed profiled artist
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reflects aspects of both Rembrandt the painter, and Rembrandt

the cavalier. He is attired in a black morning suit complete

with ‘“tails’. As such, he may be interpreted as a twentieth-

century equivalent to Rembrandt’s lﬁxuriously dressed cavalier.
The forms of the painter wiﬁh the dark hair visualizes his
complex interaction with the work created. His configuration is
that of a pin-wheel. With his right arm he reaches to embrace
‘Saskia’, while trying to hold on to his brush and palette. He
cannot do both. This arm does not encircle her but only extends

in a horizontal direction parallel to the picture plane. At the

‘same time, this profiled artist faces the opposite direction and
Paints on the canvas with his other hand. His leds also extend

~in contrary directions. On the left they form a black angular

lap on which the model sits. On the right,, possibly a third leg
extends out of his shoulders and vigorously kicks toward the
canvas.

f;o spatial realms are represented in Picasso’s Rembrandt
and Saskia. Foremost is the studio space which is ' clearly

demarcated by +the floor boards and the edge of thy wall. The

other space is thét of the painting within Lhé painting --the

o)

variation of Rembrandt and Saskia which is behind the profiled
artist and paréllel .to the picturea plane., The darkly o©lad
profiled figure repfesents the artist seated in front of, and
interacting witﬁ, the painted forms of '‘Rembrandt’” and ‘Saskia’
behind him. He links the studio in which he operates with the
painting of Rembrandt and Saskia on which he work:s.

The reading of this backdround plane 1o aidéﬁ by the

x
treatment of the light. A yellow hue with faint lines emanating
7
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from within indicates a glowing illumination which permeates the

twentieth-century variation of Rembrandt’s Self-Portrait.

Picasso assoclates +the radiant yellow hue with Rembrandt’s

1

unique golden light. In a 1971 drawing and collage of Rembrandt

and his Model, Picasso required a particular yellow flower %o
29

"tint in a éolden light around the head of Rembrandt.”

Picasso’s Rembrandt and Saskia refers to two types of

illusion. It 1s a painting within a painting. The profiled
artist 1is the painter 'in the studio struggling to create the

variation of Rembrandt and Saskialon the canvas behind him —-

repeated in profile on the right side of Picasso’s painting.
This double image of the canvas has two meanings. First it
depicts thedsurface on which the artist works, representing the
process he enacts. Secondly, it becomes the finished product7~
the Rembrandt and Saskia painting turned parallel to the picture
plane. The pointing hand attempts +to clarify +this double
representation, fluctuating as an equal sign indicating that the
figures of Rembrandt and Saskia on the left are the painted

images the artist creates on the right.

-~

The Model: Just as Saskia in Rembrandt’s Self-Portrait

prlays "the multiple roles of model, wife, and companion cum

LN

N\
29
Brassai, "Picasso’s Great Age Seems only to Stir up
Demons Within, " New York Times Magazine, (24 October 1971}, op.
104. Quoted in Cohen, "Picasso’s Exploration of Rembrandt’s

Art,"” pp. 120 and 126, note 26. The drawing Picasso was making
was for the fly leaf of Brassai’s own copy of his Conversations
avec Picasso (the French edition of Picasso and Company).
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lover, so does the blue nude in Picasso’s variation. This is
further supported by the similarity in appearance which hgs been
observed between the Saskia figure and Picasso’s own wife and
model, Jacqueline.30 —

The -forms of the Saskia-model derive from Rembrandt’s

painting and reveal her meaning. Picasso first points out

“similarities between Rembrandt’s conception and his own formal

inventions. The Dutch master’s treatment of Saskia contains
distortions of form which are startling in their anticipation of
Picasso’s twentieth—century style. The seventeenth-century

Saskia i1s +twisted with her back to the viewer and her head

rotated 180 degrees to stare at the imagined spectator Iin a way

31
that has been described as “"anatomically impossible™ (pl. 88).
Picasso characteristically restates Saskia’sg twist.ed

position‘by combining front view, that 1s face and breusts, with
a rear glimpse of her seated buttocks (pl. 87). In’ this way the
obser;er is at once confronted by her, yet is also clearly made
to understand her position seated on the artist’s lap. However,
Picasso’s Saskia does not quite come into contact with the
artist, fop her forms are squared off in the manncr of 5 pastoed -
on collage. She appears to be seateé on his knee, but does not

actually do so. This ambiguity adds significantly to the

iconographical complexity of her role.

30
Bougs, "The Last Thirty Years,” p. 235. See anlso
Aprendix I of this dissertation: Picasso and His Models.
31
This observation was made in 1902, before Picasso began
his experiments in form. Bergstrtm, "Rembrandt’s  Double-
Portrait,” p. 143, quoting Neumann, Rembrandt, ' p. 212.
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Picasso’s *Saskia’ is given the drinking-vessel with which
Rembrandt’s artist gdaily toasts the spectator. -Another gdlass,
less clear, 1is suggested behind the artist’s painting hand. This
glass is vague.in shape, created not by specific forms, but by
an analogy of shapes.32 It is perceptible in the red cup-like
form attached to a white vertical line which indicates the stem
of the* goblet. This appears to be held by the Rembrandt-figure
in keeping with the faintness of his facial forms and the
obscurity of his body.

While Picasso’s ‘Rembrandt’ and ‘Saskia’ both hold drinking

vessels, the dominant actioa is performed by the woman. She

communicates with the spectator by extending the drink forward

-

from her imaeginary picture plsne toward the actual picture
plane. Her gesture is matched \by her direct outward gdaze and

echoed by the ‘glass-within-the-hand’ of the blond Rembrandt

>

figure. «

' 32

This analogy of shapes is typical of Picasso’s reforming
of visual metaphors, as examined in Albert Elsen, “Surprise,
Invention, Economy in the Sculpture of Picasso, ™ Artforum, VI
{November 1967), p. 22, "Picasso has a dgreat eye for analogdies,
or "metaphors,” as he puts 1t. He has an exceptional faculty for
making associlations between the structures of things."” Elsen, p.
20, acertains Picasso’s belief that "Hardening of the catedories
produces art disease.” Elsen repeats Picasso’s statement in
Gilot, Life with Picasso, p. 298: .

“I am out to fool the mind rather than the
eye...I take the old metaphor, make it work
in the opposite direction and give 1t a new
lease on life...the form of the metaphor may
be worn out or broken, but I take it and use
it in such an unexpected way that it arouses
new emotlon in the pind of the viewer,
because it momentarily disturbs his customary
way of identifying and defining what he

sees.
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This offering carries additional significance. The
spectator is invited to drink in the potency of the images. At
the same time, A4s ‘Saskia’ stretches forward, she entangles
herself with the artist--reaching beneath and crossing under his
out-stretched arm. In doing so she projects herself into the
space of the profiled artist and 1is +transformed into the
artist’s model. In this wa& the nude in Picasso’s painting
assumes a double role éé *Saskia’ cougled with the Rembrandt-

figure, and as ‘The model’ linked with the grofiled artist.

Picasso, Ingres, and Rembrandt

The sugdestion of the artist-lover and the model-mistress

has resulted in the association of Picasso’s Rembrandt ‘ggg

Saskia with another 'old master’ work: J.A.D. Ingres’ 1840
33

painting " Raphael and La Fornmarina (pl. . 91). Picasso thus

broadens his links with the past embracing not only Rembrandt,

but also Indres and Raphael. While his lonfg-standing interaction
34
with the art of Ingres has been clearly documented, Picasso

33
Ingres wmade several versions of this painting,
extending from 1814 +to the 1860s. The 1840 interpretation
located in the Columbus Gallery of Fine Arts, Ohio which shows
two canvases situated _both beside and behind the artist and
model, carries the strongest affinity to Picasso’s Rembrandt and
Saskia. For a survey of Indres’ numerous renderings ofa Raphael

and La Fornarina and of their significance see: Eldon N. Van
Liere, "Ingres’ ‘Raphael and The Fornarina’: Reverence and
Testimony,” Arts Magazine, LVI (December 1981), pp. 108-115.

34

The engagement of Ingres’ art early in Picasso’s ogeuvre
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also felt a correspondence between his own ‘genius’ and

Raphael’s, as Gertrude Stein recalls:

"Picasso said to me once with a good deal of
bitterness, they say I can draw as well as
. Raphael and probably they are right, perhaps
I do draw better but 1if I can draw. as well as
Raphael I have at least the right to choose
my way and they should recognize it...." 35

Ingres’ painting _ shares certaln elements with Picasso’s
36
Rembrandt and Saskia (pl. 87). These are the model seated on

)}

an artist’s lap, +the painter placed between the model on one
side and an easel holding a canvas on the other, and the
placenment of a completed painting behind artist and model. The

- !
multiple divisions of +the artist in Picasso’s work is

1

is documented in Michael Marrinan, "Picasso as an ‘Indres’ Young
Cubist,” Burlington Magazine, CXIX (November 1977), pp. 756-763.
Robert Rosenblum, Jean-Auguste—-Dominique Ingres, (New York:
1967), p. 48, also identifies Picasso’s translation of Ingres’
"extravagant anatomical distortions 1into vehicles of an
expressive drama.. .

See Chapter One, note 4, for references to the literature
on the influence of Ingres om Picasso’s ‘classical’ style.
However, the contradictatory nature of Ingres’ art that also
embraces hieratic and conceptual traditions would have furthered
Picasso’s interest.. For this aspect of Ingres’ see: Michael Paul

Driskel, "Icon and Narrative in the Art of Indgres,” Arts
Magazine, LVI (December 1981), pp. 100-107.

35 ) . .

Gertrude Stein, Picasso, (1938, rpt. Boston: 1953} p.

16. Further examples of Picassoc’s comparison with Raphael are
"given 1in Leo Steinberd, "A Working Equation or--Picasso in the
Homestretch," Print Collector’s Newsletter, - III (November-
December 1972), p. 105, note 4.

36

The connection between Picasso’s Rembrandt and Saskia
and Ingres’ Raphael and La Fornarina is suggestéd by Jean
Sutherland Boggs, "The Last Thirty Years, " p. 271, note 148,
and repeated 1in Cohen, “"Picasso’s Exploration of Rembrandt’s

Art,"” p. 120. It is further stated by Anita Coles Costello, )

Picasso’s Vollard Suite, pp. 91 f£f.
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)
anticipated by Ingres’ 1lighting which divides the artist’s
three-quarter face into a profile directed at the canvas, and a
one—quarter view submerged in shadow.

A double source for Picasso’s Rembrandt and Saskia is not

unlikely considering the fact that he again borrowed from this
37 )

work five years later. However, both Rembrandt’s and Indres’

paintings feature elements in common with each other which are

also consistent with Picasso’s artist and model series.

The intimate relationship between artist and model 1in

Ingres’ Raphael and La Fornarina forms the basis of an

interpretation of Picasso’s Rembrandt and Saskia by Anita Coles
38 _
Costello. She reads Picasso’s Rembrandt and Saskia as a

representation of the artist’s conflict between "the demands of
. 39
love and the demands of art.” Citing the division of the

artist’s body into divergent parts and directions, and the

placenent of the model on one side of the canvas and the artjork

LN
on the opposite, Costello sees the image as that of a "sexudlly

37
Ingres’ Raphael and La Fornarina is likely the impetus
for 'a group of: twenty-two etchings, nos. 296-317, in Picasso’s
Suite 347, created between August 29 and September 8, 1968. See
Schiff "Suite 347: Painting as an Act of Love,” p. 167, ° links
these etchings to Picasso’s "gratification in paintind” and +to
‘Ingres’ canvas. This opinion is accepted as a "suggestive lead”
by Leb Steinberg, "Picasso in the Homestretch,” p. 102.
ohen, "Picassao’s Exploration of Rembrandt’s Art,” p. 120,
contends that Picasso again reworked Rembrandt’s Self-Portrait
with Fggig in two paintings of 1867, transforming it into the
imagﬁ of a musketeer with a woman on his lap.
38 . N
f Costello, Picasso’s Vollard Suite, pp. 91 ff.
-39
JIbid., p. 93.
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alluring model. competing with a work of art for an artist’s

40
attention——and losing...." The gesture of the model’s left
hand ' is interpreted as pointing "accusingly at the offending
41
canvas,” - and the glass she holds in her other hand is seen as

42
a symbol of sensual pleasures.

Costello may be correct in viewing Plcasso’s painting as a
representation 9f a conflict, but only as the dictionary
definition of the term stresses the process and uncertainty of

the outcome of a given situation. Picasso’s Rembrandt ‘and

Saskia does no*l; represent canf_licting demands of love and art.
Rather, one supports the other--but not in the manner sugdested
by Costello. Recent study discloses that Ingres’ interpretation
of Raphael and La Formarina’s relationship does not reflect a
choice between life and art, but “that the pleasSures<of reality

43
are a means to the creative end with its stamp of the divine."”

Picasso’s Hembrandt and Saskila does not depict love-making.
The artist tries unsuccessfully to grasp the model. Her reponse

is +two-fold. She -redirects him back to work with her firm

gesture while presentiqg him with a refreshment. Instead of
40
Costello, Picasso’s Vollard Suite,, p. 95.
41 -
Ibid .
42 ;
Ibid., p. 94. The drinking vessel in Rembrandt’s Self-—

Portrait with Saskia is interpreted according to Netherlandish
tradition recounted in Bergstrdm, “Rembrandt’s Double-Portrait, ”
p. 163, as a symbol of gula, or intemperance. :

43 i

Eldon N. Yan Liere, “Ingres’ ‘Raphael and The
Fornarina’ : Reverence and Testimony, " Arts Magazine, LVI
(December 1981), p. 109.

? o>
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luring the artist away from his creative activities, the model

induces him towardnit;fﬂef pointing finéer indicates that she is

the stimulus to the process of art-making. The model’s role

urging the artist to work is reiterated by the beverage she

offers.' I%S potent effects are evident in the painter’s flushed
’ ot

cheeks, and in the force which his dabs cause the canvas to
44 . -

" bend. Might the prominence of the drink also state an analogy

betwegn the vessel the wmodel hands the artist and her
45

inspirational fun?tion as a vessel of creativity?

Traditionally, the frenzied state which stimulated. the
creative imagination was induced by the ingestion of an
intoxicant—-usually‘wine, due to its Dionysian associations. The
inspirational potential of this drink is made explicit by the
point of contact between the artist’s mouth and the lips of the

Rembrandt-figure. The profiled artist’s lips are slightly pParted

“and” coincide with those of the full-faced artist. However, the

sign—-like shape at this Jjuncture does not appear to be lips but

instead repeats the spermatozoon sign already associated with

44 .
) The bent canvas motif iszalso considered in Chapter Six.
45

" Van Liere, "Ingres’ ‘Raphael and The -Fornarins’:
Reverence and Testimony,"” p. 114, acertains that it was this
aspect of Raphael’s relationship with La Fornarina which was
most significant to Ingres. The “artist-creator (Raphael) was
inspired by women as essential to the creative impulse on his
level as she was to that of procreation....Thus, she was the

vessel of creativity for earthly man....and 1t was the artist—

who transformed [his mistress] into the divine image of Mary who
became +the vessel for God’s plan to create the means of man’s
salvation achieving immortality.” ’
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the artist (seé figure 6-2). Picasso uses this sperm sidn to

‘ state that for this artist, the .presfence of' woman was equally

* . 7 , ,
indispénsiblg: to the . process ‘of art-making as she is to
. M ’ 47 - . - £ -

procreation.

>

/ \ " " The relationship between the living artist and the golden

haired Rembrandt-figure is made clear. A unidn has occurred

o

between them. The past impregnates +the present, hence the .
-— 4 ’ S
g . . . . . .
sfm/llarlty of +their appearance, and their joined forms. The
o, D . 4 ‘ .
dynamic pfocdess of creativity is given visual expression. The

g artistL rabsorbs ‘influences ‘'which: (as the word is defined)

o 4

‘literél]wy flow in. Picasso’s artist does not laugh or smile like

& .

. either . Rembrandt’s -or Indres’ painters, indicating - ®he
s #

seriousness of his taskK. . , -

, . )

The resolute chtaracter of Picasso’s Rembrandt and Saskia is

. A e

d{ze ‘. fé " ah dwareness of the _spectator, whose presence 1is ’
suggested by the outward gaze of the blond artist and the overt (

B

stare of the mistress-model. An interest in the viewer is

. characteristic of; both Saskia in Rembrandt’s Self-Portrait, and

of La Fornarina in Ingres’ painting. ‘Picasso also directs the

2

model’s ga‘ze outward establishing her commection with a line of

.

45
See the discussion of this sperm—shape in Chapter Six.

o R 47 . A ' - Y

This may also have been apparent to Ingres. Van Liere,
“Ingres’ ‘Raphael. and The Fornarina’,” p. 111, sees in Indres’
painting, an inextricable mix of "Raphael, creativity, divinity,
, woman, inspiration, and the  profane.” de repeats that “"for
c Ingres, the female was an essential part of the artistic process

of creativity Just as she is for man an essential part in the

pProcess o:f procreation.’
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. : 48
sexually dominant women.  This confrontation also acknowleddes

a cognizancevwith the beholder on the other side of the picture
5 . - ) 49 .
plane identified with this series.’ This consciousness

v - \..
significantly represerits an appeal to the observer to partake

]

in the ohgoing process depicted.

Picasso’s Rembrandt and Saskia restates the :wmultiple

identities and levels of reality inherent in the Dutch

seventeenth-century painting. Superimposed on . Rembrandt’s

conceit is Picasso’s own. The conception of Picasso’s canvas is
\ /

’ . . f

directed at the confrontation between his own painting, works of .
50 .

art, and the subject of art. .

Picasso thus introduces an ancient consideration into the

artistic act,. This is the idea of aemulatio -- a competing with,
51
and ultimately surpassing an admired model. It is a rivalry
48 )

Ibid., p. 115, note 5, obscrvs a similarity between La
Fornarina and the nude in Manet’s Déjeuner sur 1’herbe, both of
which place their interest in the spectator while their
companions seen disinterested.

49

On the rapport with the beholder in the artist and model

paintings, see Chapters Five and Six.
50
Rosalind Krauss, "Re-Presenting Picasso,"” Art in

égggigé, LXVIII (December 1980), pp. 92-93, raises the paradox

of Picasso’s career: Picasso, the inventor of a style displaced
by Picasso, the consumer of many styles.

51
Ed. de Jongh, "The Spur of Wit,"” pp. 5H4-58. The ancient
history of aemulatio, is traced Lo the Roman historian, Velleis
Paterculus. In the Italian Renaissance, the influential

hgmanlst, Leon Battista Alberti, cncouraged artists to practice
free competition. See Anthony Blunt, Artistic Theory in Itialy,
1450-1600, (1940; rpt. Oxford, London, and New York: 1973), pp.
15-22. '
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with the pagff in order to assert his own place in history.
Picasso rerpetuates a long-standing tradition, enmulating
Rembrandt 'and Ingres—-just as both had previously done to

52
Raphael.

|
Fur%hermore, Pic;sso resta%es the ancient injunction that’
is also the basis of his art: that of recalling history while
establishing new solutions. The English poet, John Dryden
paraphrases the Roman historian, Paterculus, with a desc;iption

that reiterates the basis of Picasso’s creative interpretations

of the past:

"Emulation is the spur of wit; and <ometimes
envy, sometimes admiration, quickens our _
endeavors.” b3

]

52 .- -
o De Jongh, “The Spur of Wit, " p. 54.
53
Quoted in De Jongh, “The Spur of Wit," p. b8.
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THE IMAGERY OF ARTISTIC CREATION:
" FERTILITY, PROCREATION, AND DESTRUCTION

The confrontation between art and reality, and the artist
-

and his image is intensified by the positioning of the figures
on opposite sides of the canvas. This results in the ‘'balanced
rhyming’ of male painter and female nude.1 Picasso probably
retained this antithetical format because it <contained the
polarity necessary for the erotic gdames between Sppearanoes and
reqlity.z ' ' /
The opposition of the artist and model is the basis of the
composition. This is enhanced by :tﬁd amorous interplay
transmitted through the schematic and erotic double ent.endres in

S T 3
which separate parts of their bodies are configured. These

1
William Darr, “Images of Eros and Thanatos in Picasso’s:
‘Guernica, " Art Journal, XXV (Summer 1966), p. 342, contends that
Picasso’s application of the classical device of balanced
rhyming 1is not used to picture single and simple oppositions
with fixed wmeanings, but to enlarge the ambiguities of Picasso’s
antitheses.
2
See Michel Leiris, "The Artist and His Model,” in Pigagso
rospect, pp. 255 and 258.

As considered throughout this disserat.ion, the

connection between art-making and love-making is fundamental to
the artist and model theme. The latter erotic element in
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-

sexual images stress process rather than completion, signaling
4

the internal motion fundamentalﬁto the making of a;t. Like any
other change, this metamorphosis produces what Dore Ashton

claims 1is “"the precarious moment of equilibrium in which the
g

mobile life of forms and the changing world meet for a moment in
5

a ‘stop’.’
Penrose has identified the artist and model +theme ia

Picasso’s art as “primarily the theme of love, the love of the

\

artist for his model, and by transference the love of his own

Picasso’s art is summarized in Murielle Gagnebin, "Erotique de
Picasso,” Esprit N.S. I (January 1982), pp. 71-75. The union of
art and love continues throughout Picasso’s oeuvre to his last
years, evident in the Suite 347 of 1368, discussed in Schiff,
"Painting as an Act of Love,” rpt. in Picasso in Perspective,
PP. 163-167; and Leo Steinberg, "A Working equation or-—-Picasso
in the Homestretch, ™ Print Collector’s Newsletter, IIT
{November—December 1972}, pp. 102-105. Steinberg considers, p.
104, that in Picasso’s 1968 etchings of the Suike 347 art

lovemaking and making art as metaphoric equivalents” in these

late etchings that “love and creation were twin phases of a
single cycle, perpetually generating each other and most
accurately defined when telescoped into one.”

4

The relevance of the principle of metamorphosis to the
artist and model +theme has been considered throughout this
dissertation. See fér example Chapter One, note 54, and Chapter
Five, note 34. A survey of the application of metamorphosis to
Picasso’s scultpure is provided in Roland Penrose, Introduction
to Pilicasso Sculpture, Ceramics, Graphic Works, exhibition
catalogue (London: 1967), p. 13 explains that Picasso implies
reality can only be satisfactorily stated by paradox which in
Picasso’s view 1s conscious of the contradictions and the
dialectical oppositions in life. Penrose quotes Picasso’s
contention that these +tensions interest him rather than the
search for a harmonious equillibrium:

"I want to draw the spirit in a direction to
which it 1s not accustomed and to awaken it."
5.
Dore Ashton, “*A 1Mobile Life in a Changing World’:
Metamorphosis as an Artistic Principle,” in A Reading of Modern
Art, (Cleveland, Ohio: 1969), p. 78.

5
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6
creation, the painting.”™ In the 1963 artist and model

paintings, sexual imagery assumes three principle forms: fertile

. 4
allusions, symboliec copulation, and signs. This chapter will
examine the significance promoted by the sexual imagery,

particularly in relation to the implicatidns manifest in the act

of art-making.

3

The Artist and Model as Nature, Art, and Fertility Image -

a

The nude in this artist\and model series embraces art,
nature, and myth. ©She 1is a complex figure with an equally
complex relationship with the other glements in the studio. In
most works she 1s devoid of faclial expression, revealing a
detatchement, and often, an abandon. Her tones are either green
or plasfér white, her torso presented in Picasso’s usual twisted
multi-angled view. /

The female anatomy is described with the most elemental
means. Each of her nipples is a dot. Her breasts are rough
circular formations, her navel is another point, buttocks are
revealed by a chasm, and her genitals are denoted by a dark v-
shape. Picasso was content with an image of reality that did

nothing more that name the parts: .

"What is necessary, 15 to name things. They
must be called by their name. I name the eye.
1 nawme the foot. I name my dog’s head on
someone’s knees. I name the knees...To name.

6
Penrose, Picasso: His Life and Work, p. 387.
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That’s =211. That’s enough....I don’t know
whether I am making myself understood when I
say ‘name’. Give a name to. Do you remember
Eluard’s poem, Liberté? ‘Pour te nommer,

Liberte.’ *....I am born to know you/ To name
you/ Liberty....’ He named it. That’s what
one must do.” 7

Through the process of identifying each salient element, Picasso
felt he could bring the reality of the woman closer -to the
viewer’s experience, enhancing the partigipation of thé
spectator 1in the creative process so that the experignce of her

may be recreated each time the completed canvas was 1later

\
//7

observed.

“"What 1is necessary is that the fellow who .
looks at +the canvas should have at hand
everything he may neéda,you must be sure it’s
all there for him. Then he’ll put everything

in place with his own eyes." 8

. The model’s representation as naturé or reality ;ay seem
puzzling considering her small head and her swollen and
distorted +torso. Yet she contains a vitalistic principle that
was recognized by the author Rebecca West who observed that
Picasso’s nudes not on1§ symbolize sexual love "but she stands
for much more besides....The truth is that she symbolizes

Nature: the living, visible and tangible world which we will

7
Parmelin, Picasso: Women, p. 45.

8 f
Ibid. p. 120. Compare this statement with other

assertions made by Pilcasso, as quoted in Chapteg Five, notes 27
and 45.

”
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9

hate to leave behind wus when we die.” Placed in a studio
opposite an artist working, +the model represents the real,
living woman posing before the artist, as Picasso repeated:

"a picture that would incorporate itself into

reality....The opposite of a photograph....A

painting that contained everything of [a

particular] woman and yet woulfl not look like
anything known about her.” 10

On another level the model doubles as a painted 1imade

11 !
within Picasso’s painting. This union of reality and illusion
creates evocative 1mages that have the potential for a

synergistic effect. Kach compounds the meaning of the other;

their cumulative effect is dreater than ohe alone.

Probing more deeply, the mythical significance of- the image
of the recliningd nude was evident to Picasso who had a
fascination with fertility figures. The model’s schematic
treatment is similar to these prehistoric goddesses. Both are

often characterized by a diminished and featurcless hoead,

g . ﬁ «
Quoted in Penrose, Picasso: IHis : and Work, p. 453.

The original statement was published in yﬁ é, VIII, No. 29-30.
10 .

\"B t—t
i

Schiff, Picasso: The Last Years, p. 25, quoting Héléne
Parmelin, Voyage en Picasso, (Paris: 1980), p. 82.
11
: Robert Rosenblum, The Unity of Picasso,” Partisan
Review, XXIV (Fall 1957), pp. 592-596. Rosenblum considers, p.
595, Picasso’s varied pictorial languages, not. ing that
“pictorial means are as real as pictorial ends” and that
Picasso’s post—cubist geuvre “asserts the fundamentally
artificial nature of a work of art as opposed to the external
reality it describes.” See Chapters Four, Five, and Seven for

further instances of this blurring of the distinction between
real and painted images.
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12 )
enlarged hips, abdomen, and breasts. Picasso had long admired
« 13
these archetypal forms. He even acquired a cast of one of
14
them, the Venus of Lespugue which Brassal described as a:

"primordial fecundity doddess, quintessence
of feminine forms, whose flesh as if created
by man’s desire seems to proliferate from
around an inner kernel.” 15

Picasso seems to acknowledge.the magic assoclated with these
fecund images. An essential part of this primitive belief are

the schematic forms which, 1like most prehistoric artifacts, are

n

endowed with &a symbolic permanence. The features of their

swelling bodies are given a summary treatment 1in order to
16

sugdest human, animal, and vegetal productivity.

(

12
Lydia Gasman, Mystery, Magic and Love in Picasso p. 296

notes that other such figures are also squat and pyknic. See
also Erich Neumann, The Great Mother: An Analysis of the
Archetype, (Princeton: 1972), pp. 95-97.

Gasman, Mystery, Magic and Love in Picasso, p. 295.

14
Ibid. Also, Brassai, Picasso and Company, p. 73; and
Malreaux, Picasso’s Mask, p. 124. The Venus of Lespugne was

acquired by the Musée Trocadéro in 1922. It was published in
L’Art Vivant, XXXIII, (May 1, 1926}, p. 327. According to
" Gasman, Mystery, Magic and Love in Picasso, .p. 295, several
issues of +this magazine dating from the 1920s and 1930s were
found in Picasso’s estate.

15 .
Quoted in Brassai, Picasso and Company, p. 73.
18
o2 Robert Goldwater, “"Intellectual Primitivism,"” in
Gert Schiff ed.. Picasso in Perspective, (Englewood Cliffs, New
Jersey: 1976), D, 42-43. (rpt. from Robert Goldwater,

Primitivism 1in Modern Art, 1938, rev. ed. New York: 1967).
Robert Goldwater’s observations of African sculpture are egually
applicable to these fertility impges which "assert an existence
to the world in general rather +than +to the particular

spectator.” -
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The! attribution of a fértiliti figure to the model 1is

consistent with Picasso’s equation of love, desire, and
17 2 18
creativity. The archetype does not exist in space or time.

-

It is not concrete, but "an inward image at work in the human

psyche,” doing beyond the productive aspect +to embrace the
19

primordial idea of the absolute and the unknown. In this

respect, the model represents perceptual reality, that which the
20
artist strives after but cannot attain. . She is living woman,

painted image, and symbol of the fertile character of art. Hers

is a pivotal role in the silent ritual emacted in the isolatian

of the studio.

’

The fertile aspect of the studio activity is relterated

and His Mcdel in a Landscape of A%rii 28 and May 4 (II) (Zervos

¥

XX1III; 223). The interior studio with its wood floor, furniture,

sculpted head, and barred window have been replased by an open

-

17

See Chapter One. Also, Robert Rosenblum, "Picasso and
the Anatomy of Eroticism,” in Theodore Bowie and Cornelia V.
Christenson, eds., Studies in Erotic Art, (New York and London:
1970}, pp. 337-350.

18 .

The concept of the archetype is not far removed from the
Surrealist philosophy. See Anna Balakian, ."Surrecalism and
Painting,"” in André Breton, Magus of.Surrealism, (New York:
1971), especially Chapter X, pp. 148-159.

19

Gasman, My§§é§1L Magic and Love in Picasso, p. 294, fn.
1, 4guoting Neumann, Great Mother, pp. 3 and 12. See also E.O.
James, The Cult of the Mother Goddess 4in the History of
Religion, (London and New York: 1959).
20 ;
Parmelin, Picasso: Women, p. 19.
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landscape (pl. 92).

The scenery is a vista which includes clusters of small
huts symmetrically enclosing the scene—on either side. ?hese
structures feature arched openings, and pointed rodfs. In this
respect they are like the beach cabanas which dot Picaséo’s

B 21

erotic seaside works of the mid-1920s and later 1930s. The
complex symbolism of thesé>cabins has been analyzed by Gasman
who concludes that . they embody "the \‘mystery’ of "Picasso’s

unconscious...his sense of alienation™ and his “confrontation
with ‘desﬁiny’."22

The contrast between the naturalistically rendered
structures on the side of the model and the schematic huts
behind the artist is noteworthy. An indicator of this ‘symbolic’
association 1is furthered by the Jjagged marking on the horizon
above these buiidings which forms a sign poinmting directly to
the painter. Is it possible that the huts représent‘the artist
Just as the beach cabanas symbolized Picasso about thirty years
earlier?23 ’ ’

21
These are described in Rosenblum, "Picasso and the

Anatomy of REroticism,” pp. 341-346; and the section on the
Cabana OSeries in Gasman, Mystery, Magic and Love in Picasso,
pPp. 7-448. y

‘ 22

(Gasman, Mystery, Magic and Love in Picasso, p. 2686,
states that when a female is presented in donjunction with the
hut, the image may be interpreted "as the abode of its female
guardian which, on a mythical level, embodies Picasso’s concept
of ‘the woman’ as fate.”

23

Ibid., pp. 273-277, provides a clear example of
Picasso’s self-identity with these structures. Gasman cites
Picasso’s 1927 HWHoman Screaming and Cabin, showlng Picasso’s
wife, Olga, projecting her anger toward the cabin by shouting at

221
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Opposite the black figure of the artist, the model 1lies
supine beneath a fruit tree. The shape of her breasts is
analogous with the round fruit in the tree. Picasso invites
comparison between her forms and nature’s own. Such a pairing
has a long +tradition equating the fertile and erotic
associations of both.24 As well, the apparition of a nude
reclining before a fertile psanoramic landscape merges the
feminine forms with suggéstions of fertility.25 She appears to
be of the samexgssence to the sceneé as the tree or huts:}lndeed,
the nude’s alternatingd red and dreen contours join her with the

/

verdant fields and red buildings.

The tree plays a further role as a metaphor of artistic

it, in the same way she behaved with the artist. This scene of
the bitter disintedration of Picasso and Olga’s marriage 1is
confirmed by the accounts of Olga’s compulsive screaming at
Picasso as in Gilot, Life with Picasso, pp. 196-199, and 221.
Numerous studies on Picasso symbolism and imagery reveal
his predilection to use alter—-egos for his own identity. See for

example Chapter Two, notes 68, 69f See also, for example,
Costello, Picasso’s ‘Vollard Suite’; pp. 14 ff., and pausim; and
Beryl: Barr—-Sharrar, "Early Butobiographical Iwagery,” pp. 516-

533. However, much work remains to be done in charting these
patterns of Picasso’s imagery.

24

This is surveyed in Linda Nochlin, "Eroticism and Female

Imagery in Nineteenth-Century Art,” in Thomas B. Hess and Linda
Nochlin, eds., Woman as Sex Object: Studies in Erotic Artf[;ZQQ:
1970, (New York and London: 1972}).

25

The tradition of the reclining nude was revived in the
Renaissance but reaches back to antigquity. The nineteenth-
century revival of this subject 1s traced in Beatrice Farwell,
Manet and the Nude: A Study of the lconography of the Second

Empire, published Doctoral dissertation, The University of
California, 1973 (New York: 1981).
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26 ~
creativity. It extends its branches above the nude in a

protective desture that is enhanced by the nest-like shelter of
the long grass around her (pl. 92). The trunk of the tree, like

2

the‘two—toned artists in the artist and model serieé, is Dblack

‘'on one side and white on fhe other. The tree is an image of the

painter. It encloses the model and partakes of her fertile
27,
imagery 1in its round ‘pods’ and upright trunk. The union of

shaft and circle may be considered an equivalent to the arm and
28

palette that together form the penis-shaped sign. -_ The
generative aspect of thié process 1s visualized in the way) the
tree nurtures the model, as the artist does his paintings. This
procreative quality results in what Picasso referred to as the
children which some canvases bear, and which in turn, produce

of f-spring to propagate others:

"With some canvases, we have children; with
others it’s impossible. Afterward the good
ones become our guides. Canes for our old
- age! They keep coming and coming! Like
pigeons out of a hat. I know, 1in some vague
way, what I want, 1like when I'm about to
start on a canvas. Then what happens is very
interesting. It’s like a bullfight: you know
and you don’t know. Actually, it’s 1like all
ganes. I could say: I’m painting my complete
works. That’s for Zervos’ catalogue. But for
me....When I look at my hand, I know it’s

26
Langston, Disguised Double Portraits in Picasso’s Work,

p. 118.

27 -
The treatment of the trees recall the palwm trees outside
the window in Picasso’s Atelier paintings of 1955 and 1956,

discussed in Chapter Two. J

28
Additional consideration of this phallic imagery is

‘ given in Chapters Four and Six.
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fate; it changes as life goes on, Tight? I
want +to0 see my branches grow. That’s wvhy 1
started to paint trees; yet I never paint
them from nature. My +trees are myself.”
(Emphasis added) 29 -

‘The Artist and His Model in a Landgégpg of April 28 and May 4

(I1) is a reflection of the very process Picasso was describing.
Nature, like +the artist’s works, multiplies rupon itself.
Paintings, as he put it: "keep coming and coming!"” as his .own

“"branches grow.’

G
- Art-Making: Creation and Procreation ,

For Picasso the act of creation is an act of love: "love

itself is blind above all in the act of creation, with its
unpredictable consequences."3o This analogy 1is graphically
demonstrated in the paintings of March 2 (Zervos ,XXIII;‘ 154-
157)}. The second canvas af that date establishes tﬁe connection
between the fertile imagery inherent in the model’s forms and
-* the artist as creator (Zervos-XXIII; 155).

The artist’s limbs emerge from a common point on a vertical

line that runs separately and parallel to his upper trunk (pi.

93). His buttocks assume a hesticular shape that refers to male

genitalia, stating his. unequivocal masculine character. One arm

o

29

Halreaux; Picasso’s Mask, p. 137, quoteh also in
Langston, Disguised Double Portraits in Picasso’s Work, p. 118.
30 .

Penrose, Picasso: His Life and ﬁork, p. 89.

o«
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3

reaches up to the canvas. The other assigilates the arm and
?alette into a sihéle form which extends from his torso toward
ﬁhe qodelf This arﬁ—palette is phallic in shape, transforming
the passive 1imb into the image of the a;tist’s power that

asserts the grocreative character of his avocation.

The ’two participants are Jjoined in a sindgle bilateral

[

scheme. The nude lies on her side, head propped up by her left
arm. Her legs stretch forward, overlapping the easel supports to

rest on either .side of the artist’s arm—palet:::sﬁﬁié,

positioned sigrificantly adjacent to her genitalia. Arftidt and

model, appear to be engéged in a symbolic act of intercourse.

~ The symmetrical confrbqtation asserts love as the +tension

31
of opposites, The sexual posturing reclaims an ancient credo:
» . J 32-

the union of man énd woman is a crective act. Leo Steinbergd
has identified' the scheme of two figures of the opposite sex
,placed' side by side with the leg of one bridging the thigh of
the otherf_ as the slung—Lég mctif.33 This gesture is a received

convention . of sexual union that fuses themes of 1love, death,

~

31 ’

A Dictionary of the History of Ideas, vol. II1I, pp. 94-95,°
traces love’s “tension of opposites” +to the 6th century
philosopher, Heraclitus. ’ i -

32

Dictionary ofvthe History of Ideas, vol. III, (New York:
1962), q.v. "Love,” pp. 94 ff. P

Leo Steinberg,  “The Metaphors of Love and Birth in
Michelandelo’s Pietas,” 1in -Theodore Bowié and Cornelia V.
Christenson, eds., Studies in Erotic Art, (New York and London:
1970), pp. 231-285. Steinberg, p. 241, points out that -although
4this motif may be mistaken as from ‘something from nature’ it is
a "common and unmistakable symbol of sexual uniom.”

4
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34 .
and communion. ’

Picasso' creates an image that merges the process of art
with that of love (pl. 93)..The Jjunction ofvt;ighs and knees of
both partners is the easel. Its intertwining and juxtaposition
with the point of union mark the creatlons on the easel as their
progeny.35 The¥artlst’s canvas, a blue vertical, effectively
div%ﬁes the ﬁicture plane into realms 6f painter and painting.
Behind the nude is the white uhderqoat of “the actual canvas,
furtﬁéé:indicating her status as work of art. The model douéles
as thé source of the image and the %mage itself. As a painting
she is the off-spring of the artist’s fertile endeavour. As
nature her role is of'muse, fecund vessel of thg artist’s
imagination. )

The model’s fertile character is expressed by her gdrecen
hue and leaf—like limbs.36 The equation of the female form-: with
derminating floral forms has been evident in the many canvases

of Picasso’s Sleeping Eude of 1931-1932. As Robert Roscmblpm has

reflected,. the relaxation of c¢onsciousness induced by slcep

34
Ibid., pp. 244-245, locates the origins of this motif in
ancient depictions of the marriage of Bacchus and Ariadne. The

latter, killed by the love of the gcd was rendered immortal. He .

states, p. 246, that Michelangeloafuses this motif to signify
a spiritual marriade. ‘
35 |
Ibid., p. 260, postulates

the \"thighs, knees, and feet of the mothd

slung- leg’ motif’
are, or becone,

outward tokens of the maternal womb; the child’s place with -

respeect to these members indicates flllatlon
30 .
. See also Zervos XXIII; 156, and 158-164, for other

instances of similar ‘leaf-arms’.

»
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37 .
transforms the figure into a human still life. The image of a

c slumbering woman is Joined with the artist and model theme in

K The Painter of 1934 (pl. 102). The 1living body of the nude is

mutated into an amalgamation of fruit and foliage. Her limbso

resemble. plant stems and stocks, her finders have become

proliferating buds.

ist and his Model of March 2 the arms of

In the third

the model sprout .from her torso and unfold into three long,
- 38 - )

graceful leaves (Zervos XXIII; 156). Picasso thus augments the
’ 39

Y procreative imagefy with "generative metaphors” (pl. 94).
40
Human and vegetal fertility are confounded. The lushness of

. 37
. Rosenblum, 'Picasso and the Anatomy of Eroticism,” p.
347. The role of colour in the amalgamation of human and plant
forms is presented in Linda Nochlin, "Picasso’s Colour: Schemes
and Gambits,” Art in America, LXVIII (December 1980), pp. 118-

122.

38
This +transformation is also seen in Picasso’s 1946

Femme-Fleur, (Zervos X1IV; 167) illustrated in Rubin, Picasso: A
Retrospective, p. 394. The process of its creation is described
in Gilot, Life with Picasso, pp. 117-120; and analysed by
Steinberg, 1in Other Criteria, pp. 223-236, and in “"Meaning of
Ugliness,"” in Picasso in Perspective, p. 137.

- \

The term ‘“generative metaphor" is applied by Robert
Rosenblum in “"Picasso and the Anatomy of Eroticism," p. 347, to
denote +the correspondence of the burgeoning human anatomy with
-the notion of reproduction. Rosenblum, pp. 347-348, clarifies
thils term in his description of Pilcasso’s Sleeping Nude of 1932:

"a philodendron plant...virtually grows from
the loins of the nude sleeper, just as a
white flower blossoms from her fingers, and
her blond hair becomes a pun upon a seed that
appears to be fertilizing an ovarian breast.”

40
Vegetal forms are also applied to male figures. One of

the earliest examples is pointed out by Rubin, Primitivism in
( . 20th Century- Art, p. 284, who reproduces Picasso’s 1907 charcoal

portrait of his <friend, André Salmon, in which the arms
terminate in leaf—-like forms. Langston, Disguised Double
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A | :

her drowth is the resulf of the metaphoric love-making between
artist and model. Their consummation i1s an artistic type. The
miraculous off-spring are the artifacts produced. Common to both
are the passion and desire which initiate conception. Picasso
states the artistic impulses aré akin to primeval biological

forces generating from the same well-sprinds as sexual
43
impulses.

7
s

The 1inception of creative activity is visualized in The
’ ) 42 .
Artist and Model of March 27 (Zervos XXIII; 194). A youthful

artist concentrates, with drawn brow, on his work (p1.195). The

" white canvas before him is twisted to face outward showing the

as yet undecipherable faint outlines of his projected work. The

N

1

Eézp;gi&g in Picgssé’s Work, p. 117, describes The Sculptor of

1931, (Zervos VII; 346), in which the forms of the artist are
confounded . with the shapes of the philodendron: his shoulder
blades are leaves, his arms tendrils, his right hand a

Pphilodendron leaf, and another leaf represents his gdenitals
which Langston, p. 118, interprets as sugdesting. physical
desire. She further cites the analogy of male genitals and leaf
forms 1in Picasso’s The Bull (VIII and IX) of January 2 and 5,
19486.
41
See Rosenblum, “"Picasso and the Anatomy of Eroticism, ™
pPp. 347-348, discusses several canvases of the Sleeping Nude of
1931 and 1932 which are "metaphors of procreative magic and
energy.” Describing the denerative imagery of The Mirror of
1932, Rosenblum, p. 348, contends:
"the 1image reflected in the mirror is not
that of the sleeper’s head, but that of her
buttocks and Hgroin, from which curls forth,
along the reflection of the yellow scoedlike
hair, a green stem, as 1f from a fertilized
seed. ...a conception of woman as a virtually
headless bearer of pulsating biological
forces. "
42
See. Chapter Nine for a further inquiry into Picasso’s
Artist and His Model of March 27, 1963 (Zervos XXIII; 194).
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‘naturalistic’ appearance of the young man, and the ordinary
activity depicted, arecsharply)distinguished from the treatment
of the nude.

The model appears to be in a state of formation--like the
first marks appearing on ghe artist’s canvas. Her disposition
reveals a pre-conscious condition: eyes closed, mouth dumbly
gaping, - and half formed leaf-like hands which float toward her
face. Her incomplete transformation 1s revealed in the
distinction between the upper and lower portions of her body. A
greyish plaster colouring ;nd the substantial modelling of her .
legs convey a solid, sculptural substance. In contrast, the

green colour of her upper torso and her vegetative-shaped arms

suggest pliable, organic growth. The forms of the woman undergo

a gradual conversion from an inanimate state into 1living
43

flesh.

~ 43

The infusion of life into art is remmiscent of Balzac’s
Chef d’Oeuvre Inconnu discussed in Chapter One. It is also the
basis of the ancient myth of Pygmalion. Of interest to Picasso
was the version by Ovid (Metamorphoses, 10:243 ff.). As
recounted in Ovid, Metamorphoses, trans. R. Humphries,
(Bloomington, Indiana: 1969), pp. 242-243: '

“...and Pygmalion came.../Back where the

[statue of Galateal] 1lay, and lay beside

her/...and felt the ivory soften/ Under his

fingers, as wax grows soft in sunshine,/...It

is a body!/The veins throb under the

thumb....The lips he kisses/Are real indeed,

the 1ivory girl can feel them,/ And blushes

and responds, and the eyes open..."

Picasso executed a series of etchings in 1830 on Ovid’s
Metamorphoses. . See Hirodish, Picasso as a Book Artist, pp. 39-
47; and Susan Mayer, "Greco—Roman Iconodraphy and Style 1in
Picasso’s Illustrations for Ovid’s ‘Metamorphoses’, ” Arts, XXIII
(June 1979), pp. 130-~-137. For a historical perspective on the
impact of the myth of Pygmalion see Kris and Kurz, Legend, Myth,
and Magic in the Imadge of the Artist, pp. 72 and passim.
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The process of creation enacted on the artist’s canvas is
transferred to the nude. The touch of his brush does not
actually come in contact with the white canvas. It reaches past
to a nebulous space between the twisted supports of the casel. A
parallel is stated between the irridescent green piémcnt that
drips from +the top of the easel onto her upper torso and the
same hue +that falls from the artist’s brush, animating the
sculpture-model. Both state the origin of her transformation.

The act of painting appears to be the instrument of her

o

creation, literally giving her life.

PIRY

The focal point of artistic activity in Picasso’s March 28
and May 7 Artist and Model, lies in the creation of the art work
(Zervos XXIII; 195). The junction of the artist’s fingertips,

o
brush, and canvas is a bright red ‘dot (pl. 96). Its intensity is

’ |

distinct from éﬁe subdued tonality of the rest of the work. The
appearance of a pure red on the painter’s brush is all the more
striking since his palette is entirely grey and no red colour
can be seen in the vicinity of the model.

The basic structure of the artist’s figure is affirmed by
the forms in his triangular torso. The middle leg of the three-
legged stool intersects with the painter’s round buttocks,

integrating into a phallic/testicular shaped sign that recalls

the arm-palette-penis double entendre.

The figuration of the model compliments the . fertile
allusions in the artist. Her body consists of voluptuous forms,

.'.\

- -
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(:; with thick ‘fingers’on her right side, that are a remmant of
the leaf-shaped arm of the previous work. Both artist and model
demonstrate dual natures, and with thc easel are an intrinsic
part of the same purpose——manifest in the energy¥ and power of

the shrill red mark at the point where creation commences.

ES

To summarize, the painting consists of a series of signs

v which wmay be read, 1left tp right. The image of the artist
sugdests the potency of his enterprise. His dynamic activity 1is

seized by the strategic positioning of the vivid red daub at the
precise point of actualization. Sexual imagery 1in art
constitutes an analogy to the cycle of procreqtion in nature:

44
desire, fertilization, and growth.

Art-Making: Creation and Destruction

' i »
In a number of canvases from this series the equation of -

[

intercourse and creativity also demonstrates a duality between

creation and destruction. This paradox is the founaation of

[

Picasso’s perception of art, +truth, and reality. In wmany

paintings it 1s revealed by the anchoring of the back support of
45
the easel in the model’s groin or belly. This is evident, for

44

As well, these principles are observed in Picasso’s Nude

n Black Couch of 1932, in Linda Nochlin, "Picasso’s Colour,”

a
1

0
p. 178.
(; 45
' See also Zervos XXITI: 195-197; 201-206; and 212. Ino

¢
. \
¢ .
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example, in The Artist and His Model (Zervos XXIII; 201) 1in

which the leg of the easel is likened to a spike, impaling the
416

model, and +transfixing her +to the couch (pl. 97). The

transformation of reality into art is graphically realized by

the immobilization of its subject. This was also present in

Picasso’s The Painter of 1934 in which the nude’s couch is an

altar slab on which she is stretched prone, 1like an offering to

be slaughte?ed (pl. 102). As William Golding observes:

"...the brutalized female form had been
presented as a threat to creativity...in a
sense 1t 1is she who has now become the

v

some cases, such as Zervos XXIII; 159 and 203, this phenomenon
is subtle, yet nevertheless quite discernible. '
46 '

The violence of this scene is not as unexpected as it
appears to be. Immediately preceeding and att times running
concurrently with the artist and model series, another scrics,
The Rape of the Sabine Women, based on Nicolas Poussin’s two
versions of the subject and Jacques Louis David’s representation
of +the same theme. Picasso connects the two themes through the
jconfrontation between male and female as in a lithograph after a
drawing of October 26, 1962 (Zervos XXIII; 33).

The subject of war 1s bound with the subject of .art, as 1in
a painting of November 4,5,8, 1962 (Zervos XXIII; 69). In the
center of the composition, a warrior resembles the artist-type.
He wears a red beret and is bearded with long hair. In fact, he
closely resembles the Causcur of Picasso’s Déjeuners SuUr
l1’herbe, which initiated +the artist and model series (sce
Chapter Three). Reiterating the connection with ‘art’, 1is a
fallen figure in the foreground who is analogous to the fallen
soldier-statue 1in Guernica. This fijgure is viewed in  cxlreme
foreshortening, as 1n Andrea Mantepgna’s Dead Christ (c. 1466)
and 1its descendent, Edouard Manet’s The Dead Torcador (1894).
The sacrificial death 1s appropriate to a battle scene. However,
its art historical associations also endow i1t with the
suggestion of another kind of battle, involving art, 1ts various
modes, and history. These themes coalesce In a later lithograph
(Block, 1137) in which all the characters are gatnered Logether:
a male and female nude, a warrior, a Zeus-fifure, and the seated
artist at work at his easel. See the cogent remarks in  Schiff,
Picasso: The Last Yeargs, pp. 13-17. .

i
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victim, in that her sexuality has so clearly
been laid out as a sacrifice to the artist’s
gifts. " 47

In one The Artist and His Model painting the downward

pressure is reinforced by an additional V-shape which descends
upon the nude (Zervos XXIII: 206). The erotic intention is

stated by the vulva-like configuration of the vertical pane of

“the window above her, superimposed and centered within the 'V’

48
(pl. 98). In another Artist and His Model painting (Zervos

XXIXII; 211), +the back supporting leg is made into Picasso’s
characteristic sign for deneration (pl. 99). This is a vertical

arrengenent of the sperm-like figuration previously associated
. 49
with the artist (see figure 6-2). Another sign also connected

~

with the artist’s endeavour floats in the

narrow space between the female’s reclining
50
form and her couch (see figure 8-1).

FIGQURE 8-1
47
John Golding, "Picasso and Surrealism,"” in Picasso in
Retrospect, p. 112-115.
48

The primitive origins of the V-shaped pictographic
sign for the vulva has many sources. See 5. Giedion, The Eternal
Present, wvol. I (New York: 1962), pp. 173 ff., and vol. II (New
York: 1959), pp. 85 and 190. A chart illustrating the abstract
signs for the wvulva is reproduced in Darr, "Images of Kros and
Thanatos in Picasso’s Guernicza,” p. 346.

49
For an examination of the significance of the sperm
sign, see the the discussion of the Atelier paintings presented
in Chapter Two, also Chapter Five.
50

The sign 1llustrated in Figure 8-1 1is repeated

the artist and model. Examples may be found in pls. 17, 18, and
115 in this thesis.

’{
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But Eros 1is never far removed from Thanatos in Picasso’s
art. As Rubin points out "in a Freudian sense, the shadow of
mortality would be implicit in any picture ‘that was a “sexual
meta,phor."51 Indeed, the reclining pose in its allusion to the
prototype, the Vatican’s §iggpigg Ariadne, contains in‘ its
"delirious orgy the first conclusion of +the principle of
death."52 -

The dualism of creation and desfruction is revealed in ﬁhe

treatment of the nude in the forceful Artist and His Model of

April 8 (II) (Zervos XXIII; 199). The focus is on the model who

.

reclines with her arms above her head and legs splayed in a
position suggestive of sexual intercourse or of traditional
o~

53
Western childbirth (pl. 100). The artist’s palette-penis 1is

directed toward her exposed genitals in a gest&re of his
generative power. .

The model is simulfaneously subjected to opbosing
constructive and destructive forces. As the painter embraces the
nude within the realm of his easel, he figurativefy destroys

her. The impact of the impaling easel leg appears devastating.

1

51

Rubin, Primitivism in 20th Century Art, p. 253.
52

Ries, "Picasso and the Myth of the Minotaur,” p. 143.
53

Similar positions are also found in Zearvos XXI111;, 201,
203, and 206-212. The ambiguity 1in distinguishing sexual
intercocurse and childbirth in visual representations extends to
prehistoric images as well. Rawson, "KEarly History of Sexual
Art,"” p. 16, reflects that this position in primitive fertility
images way equally present a birth or a1 suggestion of a ritual
rebirth, as well as a symbolic sexual wunion or ‘“wystic
coupling.”
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Nevertheless pargdoxically, the position of the model is also
suggestive of the creation which will ultimately result. The
easel, a vertical line seen from front and side, functions as a
barrier éxtending the height of the artist’s canvas, effectively
dividing +the picture plane in half. This separates the canvas
into the ieft side, containing the artist, and the right,‘
suggesting boéh the living model and a projection of her painted
image. The top of the cavaletto is viewed frontally so that it
is turned toward the viewer. This reiterates the presentation of
a painting within a painting. In addition,- the date scribbled in
the space above the model further subtly states the right side
as a work in of itself.54 The artist takes control over reality,
so that each canvas becomes the field of.a struggle with the
world of appearances:
"Without enslaving myself...to objective

reality... It 1s my will that takes form
outside of all extrinsic schemes.™ 55

The ~ composition possesses a powerful oppositional
rhyming. The artist’s paint;ng arm is countered by the
supporting easel leg on the side of the model. On the left of

the central barrier the artist 1s vertical, large, angular, and

powerful. Across from him, the model 1is horizontal, small,

54
A similar phenomenon 15 described in Chapter Two in
relation to Femme dans 1’ atelier, of April 6, 1956 (Zervos XVIL;
66), pl. 25 in this dissertation.
55 ; d :
Ashton, Picasso on Art, p. 60.

L
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56

rounded, and seemingly helpless. Both are emblematic. On ore
{

side is the creator; on the other, the unfinished painting to be
either dgenerated or annihilated. The artist is creator and

iconoclast. Creation in Picasso’s art is not far removed from

-~

its opposite, destructive impulses:

“"In the o0ld days a picture went forward

toward completion by stages. Every day

brought something new. A picture used to be a

sum of additions. In my case a picture is a-
sum of destructions. I do a picture then 1

destroy it.” (Emphasis added) 57 T

This subversive imagery takes on additional meanings in

The Artist and His Model of April 10 and 15 (Zerv95 XXIII; 207).
Here too,” the eaéei leg infringes on the model (pl. 101). On the

wall above the reclining nude a number of figurations . may be

56
The term ‘emblem’ is found in sixteenth and seventeoenih-
century literature where it expounded on love or sacred themes.
Its formulae were applied in the visual arts into the
eighteenth-century. See Harold Osborne, ed., The Oxford
Companion to Art, (Oxford: 1971), p. 370.

Robert Melville, "The Evolution of the Double Head in  the
Art of Picasso,” Horizon, VI (November 1942), pp. 343 and 349,
uses the adjective "emblematic” to describe the transformation
of a three-dimensional illusionistic treatment of the face into
multiple interlocking divisions. He further points out, p. 349,
that this effect may have been an attempt "to express movement
without recourse to the means so far at the disposal’ of
painting, but the result is an emblem of a state of mind rather
than an interpretation gﬁvmovement, -~ a visual equivalent of
the state of divided'attention.” \

Leo Steinberg, “The Philosophical Brothel, " part one, Art
News, LXXI (September 1872), p. 23, also applies .the term
"emblematic” 1in reference to the position of the profiled nude
on the right side of Picasso’s Les Demoiselles d’Avignon: "the
disconr ectedness of the hand that becomes emblematic of waximum
distance.”

57
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interpreted as part of the pattern on the wall paper; However
theée forms appé;r only on her sidé and not on that of the
artist. The shape of this sign 1s a verticai
topped by ap oval and flanked by two diagonal
‘arms’ (see figure 8-2).
‘ / FIGURE 8-2
The appearance of this confiéuration in other works by
Picasso endows it withra specific and repetifious meaning. It

was previously seen in L’Atelier drawings of ﬁovember 1955, also

superimposed on the studio walls (pls. 17 and 18). This is

similar in position to both Christ in Picasso’s Crucifixion’ of
. J2N f
1930, and the acknowledged crucifixion gesture of the central
’ 58 )
figure in The Three Dancers of 1925. In these works the arms

ére not placed horizontally but are élevated into a V-shape.

o

Picassto appreciated the historical and emotional power inherent

in this sign: ) ;

"There is not a ¢greater theme than the
crucifixion exactly because it’s been  done
for ~more than a thousand years mwillions of
times."” 59

-

The universally acknowledgéd image ‘of suffering and

J

sacrifice associated with the crucdifixion position is projected

{

58 g
This posture is described in Ronald Alley, Picasso’s
Three Dancers, pP. 14-16, and in. Ruth Kaufman "Picasso’s
Crucifixion of 1930, " Burlington Magazine, CXI (September 1969),
pp. 553 {ff. See also Chapter Two, and Figure.2-1 for Picasso’s
incorporation of +this sign ih his Atelier paintings of the
+1950s, - :
59

Ashtpnb Picasso on Art, p. 35
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60 ,

onto the creative process. This symbol of pain foretells of
61

resurrection and may be related to the Nietzschean notion of

creation phrough destruction, that is a movement toward "change

62 v
and becoming. ™ It signals the " ambivalent and profound
character = of +the artistic process. Viewed through the

perspective of a theme the ambivalent , and profound

character of the arti;tic ProCcess. Viewed through the
perspective of a theme on the making of art, and especially one
that absorbs art historical motifs, the crucifixion motif may
also be. interpreted as the artist’s aspiration for immortality—-—

ﬁhat js for his place in history.

e

The analogy of art-making with sexual imagery throws the

character of +the artistic process into sharp relief. It 1is
60
Theodore' Reff, "Themes of Love and Death in Plcasso’s .
Early Work,"” in R. Penrose and J. Golding, eds., Picasso 1in

Retrospect (New York and Washington: 1973), p. 68, observes
Picasgo’s has throughout his career chosen the Crucifixion as =a
means of expressing his own despair or loss.

61 i ‘

At wvarious periods in his oeuvre, Pilcasso drew on
images directly connected with the idea of death. Diverse
aspects of these are considered by Leo Steinberg, "The Skulls of
Picasso,”™ in  Other Criteria, pp. 115-124; Mark Rosenthal,
“"Picasso’s Night Fishing at Antibes: A Meditation on Death,” Art

‘Bulletin, LXV (December 1983), pp. 649-657; and Timothy Anglin

" Burgard, "Picasso’s Night Fishing at Antibes: Autobiography,

Apocalypse, and the Spanish Civil War,"-Art Bulletin, LXVIII
(December 1986), pp. 657-675.
62 ) Y
Ron Johnson, "Les Demoiselles d’Avignon and Dionysian
Destruction,” - Arts, LV (October 1980), p. 99, postulates a
common desire for destruction that is -a movement toward change
and becoming in both Nietzsche and Picasso. Johnson also views,
P. 100, Picasso’s analogy of artistic coreation and sexual
activity as Nietzschean, pointing out, p. 101, the explosive
and destructive character of Nietzsche’s concept of creativity.
Mark Rosenthal, "The Nietzschean Character of Picasso’s
Early Development,” Arts, LV (October 1980), p. 88, further
observes the fundamental basis of Picasso’s art as closely
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pictured as a multi-faceted continuum that carfies the seeds of

its own birth, death, and immortality. Picasso sought to

A o

reassert art as a force. Its making is equafed with sexual
passion. The attendant range of emotions and intensity of

feeling 1is +transmitted through the intercourse with reality

» : : ,

fundamental to,the creation of art. The process of art—makind is
. . ‘

akin to the motion of 1life itself. The generative imagery 1in

~
=z

which the creative aCt is envisaged yields an attendant cycle of

existence: cdnception, birthing, filiation, and finally death
' 63 .

which carries intimations of immortality. There is also a

-
double meaning to the death envisaged through the ‘eruecifixion’ .

sign.. This is what Picasso frequently referred to as the ‘death

of Art’ that he sought. He desired a rebirthing of painting

which would endow it with the potency to shake the soul of the

©

viewer. This is the power first held by art:and which successive
, ' . ’ ¢
traditions had diluted: -

. "The ' painter at his easel was fighting at ,
nce all the problems of reality revised and

corrected by men....This time, he says, we
must succeed in killing Art.’ .
Which means?....To rid painting of

everything which can ' impede its natural

., B3
During the years 1930-1933 Picasso concurrently painted

works on the subject of both the Crucifixion (as in Zervos VII;
287 and VIII; 49-56) and the Sleeping Nude (for instance, Zervos
VII; 332 and 377-378). The co-existence of these imades of death .
and fertility is significant. It intimates a serious underlying
connection 1in Picasso’s mind between these poles of existence.
For illustrations showing the Jjuxtaposition of these cyclic
themes, see Rubin, Picasso: A Retrospective, pp. 292-302.

 This fundamental and paradoxical affinity is examined in
Darr, “Imagdes of Eros and Thanatos in Picasso’s Guernica,” pp.

338-346. . ,

-
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CHAPTER -EIGHT

expression, everything +that is not the
violence of blood, +the growing tree, and the
source itself.... ’
He nmerely says "Enough of Art. It’s Art
that kills us. People no longer want to do
painting: they make Art. People want Art. And
they are given it. But the less Art there is
in painting the more painting there is.™ 64

64

- Parmelin, ‘Picasso: Women, pp. 28-30:

f

3
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CHAPTER NINE

THE POWER OF ART

) 1

"The point 1is, art is subversive, " Picasso repeatedly
K4 . 2 - «
claimed. WhiPe deliberating on the details of a .certain

composition, he explained:

"I’m not trying - to make this first
proposition wore coherent. Right now I’m
interested 1in . making 1t more disturbing.
After that 1’11 start to construct-but not to
harmonize; to make it more deeply disturbing,
more subversive....How can I make it unique-
not siwmply new, but stripped down and
lacerating?” 3

The 1last chapter of this study seeks +to explore Picasso’s
longheld beliefs on the essential character of art. After

examining many facets of the artist and model paintings, 1t

1
Gilot, Life with Picasso, p. 197.

2

Compare this with Picasso’s statement quoted in Barr,
Picasso: Fifty Years of His Art, p. 250; and Penrose, Picasso:
His Life and ?sz, p. 356:

“"Painting is not done to decofate apartments.
It 1is an instrument of war for attack and
defence against the enemy.”

3
Gilot, Life with Picasso, p. 59.

. :
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CHAPTER NINE

is appropriate to conclude with a search for their common
motivation, possibly to yieid a more penetrating realization of

their fundamental meanings.

. Primitivism, Magic, and Creativity ~

1

. Picasso associates the artisti¢ process with ancient powers

possessed " by his predecessors--the Shamen and sorcerers of
) , ’ 4
primitive cultures. The magical qualities of art making, and

itsw‘corollary, the powers of the artist, had long been of
5
interest to Picasso. This conception is bound with his early
5

contact rwith tribal artifacts. In a revealing account, Picasso

4 .
On Picasso and magic see: Laporte, Sunshine at
Midnight, p. 61; corroborated in Gilot, Life with Picasso, p.
177. Of interest also is Carlos RoJas, El mundo mitico ¥y magico
de Picasso, (Barcelona: 1984), which regretfully came to my
attention too late to be included in this study.

5

This became part of the myth which surrounded Picasso,
much of which was of his own making. In part, this attitude
accounts for the close fraternity Picasso felt with '0l1d
Masters’ of the past. Its application for Picasso is explored in
Gedo, Picasso: Art as Biography, pp. 17-18,] 230-235. The gradual
exaltation of Picasso in the critical literature is traced  in
Lipton, Picasso Criticism, 1901-1939: The Making of an Artist-
Hero. Rosenthal, "The Nietzschean Character of Picasso’s Early
Development,"” p. 90, further notes "Picasso achieves a kind of
self-glorification that rivals the Nietzchean superman.”

The attempt to herolze his position seems to be as old ~ as
art-making itself. It is reflected in the attempts of artists to
fabricate a mythology around their person and to endow it with
magical powers. for an 1lluminating discussion on this
phenomenon see: Ernst Kris and Otto Kurz, Legend, Myth, and

Magic in the Image of the Artist, especially pp. 26 ff., and 91
ff.

6
See Chapter One for earlier examples of the influence of

I

-]
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confesses the impact of the African fetishes he first
‘ 7

‘experienced at the Musée Trocadéro. Awed by the power of the

objects he found there, he interpreted their creators to be

intercessors between man and unknown spirits:

°

"When I went +to +the Trocadéro, it was
revolting. Like a flea-market. The smell. I
was all by myself. I wanted to get out. I
didn’t go. I stayed. I stayed. It came to me
that this was very important: something was
happening to me, right? Those masks were not
just pieces of sculpture like the rest. Not
in the least. They were magic thingds....These
Negroes were intercessors, that’s a word I’ve
known in French ever since then. They were

P

against everything; against unknown,
threatening spirits. I kept on staring at °
these fetishes. Then it came to me: I too,
was against everything. I too, felt that
everything was unknown, hostile! The
All!....The All!™ 8

The masks displayved at the Trocadéro were not aesthetic ‘pieces
like +the ‘Art’ Picasso scorned. He saw them as the means

("weapong”) toward independence, enabling their maker to reveal

his inner core ("the spirits,” "the wunconscious,” “the

primitive forms in Picasso’s work. On the impact of African and
particularly Bennin artifacts on a number of artists including
Picasso see, K. O. Odita "African Art: The Concept in
European Literature, " Journal of Black Studies, VII (1977}, pp.
189-204.

7

This experience 1s described by many who knew Picasso.
See, for example, Penrose, Picasso: His Life and Work, pp. 134-
135. Malreaux, Picasso’s Mask, p. 17, claimed that this was the
most "revealingly confidential"” comment on his art Picasso made.

8

Malreaux, Picasso’s Mask, p. 17. Gastman, p. 4861,
comments on +the English translation. According to her, the
French +tout should be translated as “the mystical or absolute
All! rather than an exclusive Everything."
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CHAPTER NINE

emotion”), and demonstrating to him the power a painter could

command :

“I'understood what their sculpture meant to
the Blacks, what it was really for....But all
these fetishes were for the same thing. They
were weapons. To help people not to be ruled
by spirits anymore, to be independent. Tools.
If you give spirits a shape you break free
from them. Spirits, the unconscious (in those
days we weren’t yet +talking about the
unconscious much), emotion, +they’re all the
same thing. I grasped why I was a painter.”
(Emphasis added) 9

This recollection was repeated on several occasions ove? the
years, with minor variations so that the conclusion was expanded
beyond  his own activity as a painter to include  his
understanding of the universal meaning of painting. As he told
his mistress, Frangoiée Gilot, and later, William Rubin: "At

10
that moment 1 realized what painting was all about.”

, .

)
Malreaux, Picasso’s Mask, p. 17.
10
Rubin, Primitivism and Twentieth-Century Art, p. 334,
note” 8. On the impact of this experience see William Rubin,
“"From Narrative to "Jconic” in Picasso: The Buried Allegory in
Bread and Fruitdish on a Table and the Role of Les Demoiselles
d’Avignon,” Art Bulletin, LXV (December 1983), pp. 630-633.
Also, Gilot, Life with Picasso, ©p. 266, who repeats her
own recollection of Picasso’s explanation of this important
experience:
"Men had made those masks and other objects
for a sacred purpose, a magic purpose, as a
kind of mediation between themselves and ~ the
unknown hostile forces that surrounded them,
in order to overcome their fear and horror by
giving it a form and an image. At that moment
I realized what painting was all about.
Painting isn’t an aesthetic operation; it’s a
form of magic designed as a mediator between
this strange, hostile world and us, a vay of ,
seizing the power by giving form to our
terrors as well as our desires. When I came
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)

Over fifty five years later, on the 27th of March 1963, at

the end of one of his sketchbooks, Picasso 1inscribed the

following statement:

“"Painting is stronger than I am, it makes me
do what it wants.”™ 11

The same day Picasso wrote this, hé painted an Artist and

Model (Zervos XXIII;194) that depictes the art-work’s conception
12 -

(pl. 95). The act of painting literally brings the model to

‘( '

life and serves as a demonstration of Picasso’s observation that
painting possesses powers independent of the artist.

In the preface +to +the catalogue of one of Picasso’s
exhibitions, Michel Leiris, poet .and friend of the artist,

responded to Picasso’s confession:

“Picasso...does what he wants with an art
which. . .compels him to yield to it. But is it
not as though painting, having become life
itself to him, wore than ever makes him its
. vassal? Caught at the game of which he is
. leader [Picasso] finds himself, somehow,
expelled from himself by an art which becomes -
his master at the very same time he masters
it. It is the ambiguity of such a
situation, difficult to tolerate, which the
brief and paradoxical confession of the 27
March 1963 seems to reflect, where that which
appears as a victory to the eyes of others is
presented as a defeat."” (Emphasis added) 13

1

to that realization, I knew I had found my
way. "

11
Quoted in Penrose, Picasso: His Life and Work, p. 448,
taken from Michel Leiris, Picasso, Peintures 1862-1963, (Galerie
Louise Leiris, Paris). ‘
12
See the discussion of Zervos XXIII;194 in Chapter Eight.

13

Penrose, Picasso: His Life and Work, p. 448, quoting
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CHAPTER NINE

Picasso’s admwission is revealing, showing the power he
ascribed to ‘Art’ as a thing unto itself. Many have referred to
Picasso’s magic powers.14 ,Some scholars, such as Robert
Goldwater, \viéws the influence of tribal art on Picasso to be

ssentially formalisticl5 others believe he genuinely supported
relationship between magic and art.L6
| In the scholarly literature, separate interpretations of
magic and Picasso’s conviction in it emerge. Langston relates
Picasso’s thinkiné to an early Symbolist influence. She

expresses the view Picasso felt that his paintings were, like

! * A
‘Michael Leiris Picasso, Peintures 1962-1963.
14 - -

L4

Picasso has been called "a Magician” and “a prophét" in’

Rubin, Dada and Surrealist Art, p. 280; "a seer"” by Jean
Leymarie, Picasso: The Artist of the Century, (London: 1872), p.
viii; "a sorcerer"” and "an excorcist” by Malreaux, pp. 121 and
128; the latter epithliet is also repeated by Jean Paul Crespelle,
Picassc and His Women, +trans. R. Baldick, (London: 1969), p.
129, -

15

Robert Goldwater, Primitivism in' Modern Art, pp. 144~
163. This opinion seems to be somewhat modified in his 1later
article “"Judgements of Primitive Art, 1905-1965," in ~ Tradition
and Creativity in Tribal Art, Daniel Biebuyck, ed., (Berkeley:
1969), opp. 24-41. He comments, p. 33, on the “"emotional
attraction” of the African masks and sculpture contending that
Picasso had absorbed from them what "was intended—--not as the
representation of what is around us everyday in the physical
world, but as the presentation of some power beyond or behind
that world.” e

See also Rubin, Primitivism and 20th Century Art, p. 335.
On the relationship of primitivism on Picasso’s early sculpture
refer to Ronald Johnson, “Primitivism in the Early Sculpture of
Picasso," Arts Magazine, XLIX (June 1975), pp. 64-68; and
Stephen C. Foster, "Picasso’s Sculpture of 1907-8: Some Remarks
on its Relation to Earlier and Later Work, " Art Journal, XXVIII
(Summer 1979), pp. 267-272.

i6

See Langston, Disguised Double Portraits i
Work, 1925-1962, passim; and Gedo, Picasso: Art as
pp. 150 and 200.

]

I
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CHAPTER NINE

the poet Arthur Rimbaud whom he admired,' in part the results of
17 P /
unknown powers. In support of this position she repeats such

statements by Picasso as:

"I consider a work of art as the product of
calculations...that are frequently unknown to
the author himself....we must suppose, as
Rimbaud said, +that it is +the other self
inside us who calculates. "(Emphasis added) 18

Both Langston and Gasman cite Surrealist conviction in +the
creative power of artistic forms. Langston relates - - Picasso’s

beliefs in magic to such influences aé Paul Xluard’s poetic
19

exclamation: "All transformations are possible.’

&

17 .
’ Langston, Disguised Double Portraits in Picasso’s Work,
1925-1962, p. 45, see also pp. 40 ff., on symbolist beliefs in
magic and their influence on Picasso’s imagery. Robert
Goldwater, Symbolism, p. 206, cites the work and thought of
Gauguin who was influential on Picasso concluding that
primitivism had its rogts in Symbolism. The relation of Picasso
and Symbolism is further discussed in the Introduction, note 26;
and Chapter Five, note 63, of this thesis.

18

Ashton, Picasso on Art, p. 30. This is excerpted from
Dor de la Souchére, Picasso in Antibes, trans. W.J. Strachan,

{(New York: 1960}, p. 3./
MceGully, A Picasso Anthology, p. 252, repeats Picasso’

admission made in 1955: "Rimbaud was right when he said "I is
someone else.” [sic.] Picasson’s continuing admiration of
Rimbaud is documented in Penrose, Picasso: Life and Work, pp. 73
and 141. Parmelin, Picasso Says, p. 70, quotes Picasso:

[

My inner self 1s bound to be in my canvas.
since I’m the one doing 1t. I don’t need to
worry about that. Whatever I do, it’1l1l be
there. In fact, there’ll be too much of it.
It’s all the rest that’s the problem."”

Compare +this statement with the quote in Chapter Six, note 9.
See also the Introduction, note 22; and Chapter Five, note 863.

19
Eluard’s poem continues as quoted from ‘L’ Invention’ in

Repetitions, 1922 in Krauss and Rowell, Magnetic Fields, p. 107:

4
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CHAPTER NINE

Gasman analyzes the sources of Picasso’s conception of art
as a form of magic, which dives rise to several distinct

meanings. IFirst, she maintains that Picasso eliminafed "the’

boundaries between art and 1life,” creating “an g%ggg@:

confusion” between them—— just as prehistoric man equated +the
- 20

imagde with the thing which he could then control. Secondly,

Gasman feels Picasso was "at +times"” aware that it was a

"projection of his own mind” and a “conversion of his fantasies

"...it is not far--by images-— from man to
what he sees, from the nature of real things
to the nature of imagined things. 'Think of

"yourself as flower, fruit and heart of a
tree, since they wear your colours, since
they are one of the necessary signs of your
presence. "

4

On the relationship between Paul Eluard and Picasso, see:
Roland Penrose, “"Paul Kluard and his Time,” Flash. Art
(International Edition) CXII (May 1983), pp. 30-35; Laporte,
Sunshine at Midnight, pp. 47, and 81-85; and Gilot, Life with

Picasso, pp. 299-304, and passim. See also Chapter One.

20

Parmelin, Picasso Says, p. 25, explains Picasso’s term
almost confusion” by incorporating his expression into a
description of Picasso’s figures: -

“[Picasso] sought to carry this image of man
to the stage nearest to life. And to create,

/ between the 1mage and the man, ‘an almost-

confusion’ '

Gasman, Mystery, Magic and Love in Plcasso, p. 449 holds
that Picasso truly “"felt that his works were inhabited by occult
agents and that they could therefore perform miracles. She
proposes, pp. 449-451, that this first level of interpretation
is supported by Breton and Legrand’s Surrealist conception of
the world: "If everything is analogically linked with everything
else, then it follows that pictorial image and the thing that it
represents are interconnected as well. Therefore, whatever the
artist does to the image that he has created 1s transmitted into
the reality that the image represents. In this way the artist
can ultimately dominate the ‘forces of nature’.”
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21
to rqalities.“ The third level combines the first two. This is

a primitivistic conception based on superstition that "his works
' 22

of magic could possibly, but not necessarily, control life. In
addition to these three levels, Gasman acknowledges his
agreeﬁeﬁt with Surrealist credo, holding that his images “have
the capacity to denerate thought," and like madic, ;gey also

.
pPOSSEess a volition independent from Picasso’s will. Gasman
«

sees Picasso’s statement on the superior strength of painting as
24
a kind of "deification” of art.

21
Gasman, Mystery, Magic and Love in Picasso, p. 452.

"Picasso’s confusion - of art and reality is “illustrated by an

experience Picasso recounted to Robert Desnos, and repeated in
Penrose, Picasso: His Life and Art, p. 349:

“I had lunched at the Catalan for months and
for months I looked at the sidebocard without

thinking more than ‘it’s a sideboard’. One
day I decide to make a picture of it. I do
* s0. The next day, when I arrived, the
sideboard had gone, its place was empty....I

must have taken it away without noticing
by painting it."
22 , .
. GQasman, Mystery, Magic and Love in Picasso, p. 452;
Picasso’s superstitious beliefs are documented in Gilot, Life

o

with Picasso, pp. 229-232. o
23 '

Gasman, Mystery, Magic and Love in Picasso, pp. 45060-

457.

24 ,
A Ibid., p. 457, points out the notion of the deification

of art is also found in the poetry of Picasso’s friend, Michel
Leiris. See J. H. Matthews, Surrealist Poetry in France,
(Syracuse: 1969), pp. 134-137. In support of this, Gasman,
Mystery, Magic and Love in Picasso , Pp. 86, also contends that
Picasso’s concept of making magic by his art is expressed in his
writings, especially those published by Mourlot, Picasso
Lithographs and in his play Four Little Girls.

Picasso’s beliefs have been linked with the HNietzchean
substitution of art for religion, 1in Johnson, '~ "Les Demoiselles
d’Avignon and Dionysian Destruction,” p. 100. Johnson bases
this conviction on the premise that “"the dodlike is primarily a
creative force or the will to power."” See tpe Introduction,
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M

William Rubin attempts +to mediate between the views of

Goldwater and Gasman, ascertaining Picasso’s feeling for tribal
25

objects was many-faceted. Rubin observes that while Picasso

searched for innovative forms and novel ideodgraphic modes of

figuration in the newly discovered treasures, “"he was not in any

way suspending his sense of the objecbg as a magical
intercessor. "
o @ &
This "magical” confrontation with the artist’s

primitivistic creation is shown in The Artist and His Model of

March 29 and April 1 (Zervos XXIII; 196). The summarily treated
torso of the model ig incongruously topped with a volumetric
grey-brown mask-like head (pl. 103). The frontal eye that
extends +the width of her face, her jarring tonality, and/ the

lock of dark hair reaching down her back resemble a reversed

) 4

note 24 of this dissertation, for further opn the Nietzschean
element in Pilcasso.

See also Dor de la Souchére, Picasso in Aptibes, p. 22, who
states that "In his claims, at any rate, Picasso i1s comparing
the painter’s creative genius with the creative power of God."

. 25

Rubin, Primitivism and 20th Century Art, p. 255, and p.
335, note 52. He also acknowledges, p. 76, note 55, that the
process of conceptualizind common to both primitive art and to

modern art makes the debt of twentieth- century to +tribal art

difficult to identify.
26 _
Rubin, Primitivism and 20th Century Art, p. 335, note

53. Rubin, p. 268, considers:

"[Picasso’s] sense of tribal obJjects as
charged with intense emotions, with a magical
force capable of deeply affecting us [which]
went hand in hand with his understanding of
the reductive conceptual principles that
underlie African representation.”
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2

image of +the left figure in Picasso’s most public foray into

primitivism, Les Demoiselles d’Avignon (pl. 104). Thelanalogy

between the power of art and the "indestructible claims of =sex”

which has been shown to be at the core of Les . Demoiselles, is

restated half a century later in the March 29, April 1 Artist
27
and His Model (pl. 103).

o

The model is a painting within a painting. The surrounding

area is distinguished from the rest of the work by its vivid red,

hue%28 This region is defined by the edge of the artist’s canvas
marked by its round tack heads.29 The duality of the model’s
position in the studio and on the lartist’s canvas 1is a
demonstr;tibn of .the magic 1ink between reality and its
transformation into art. ~The immediate’pomﬁunion with art is

revealed 1in the model’s exposure of her sex and the positioning

of her leds around the phallic—shaped stem of the easel with 1ts
30

testlcular—shaped cross bar. - Picasso reiterates the potency of.

L

27 . " - ,
See Chapter One. ' For a discussion on the absorption of
1conographlczd elements from primitive and ethnic art into
C.

Cubism, des Cars, "Les Ivories wvenus d’ailleurs
annonciateurs de 1’art moderne, " Oeil, CCXCI (October 1979), pp.
34-41. :

28

The same red hue represents the beginning of creation;
see 'the discussion of The Artist ‘and His Model, (Zervos XXIII;
195) in Chapter Eight. y
29

This division of the painting-within-the-painting ~and

the studio space by the vertical edge of a canvas demarcated .

with round tack heads was evident in The Artist and His Model of
1926, see Chapter One (pl. 6), and is additionally explored in

Chapter Flve

30 '
This type of  easel is a transformation of the one found

in Picasso’s own studio. -See Roland Penrose, Portrait of
Picasso, (1956; rev. and enl. New York: 1971), pl. 272.

o !
1
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Pl

art,. Like the makers of primitive images, Picasso approﬁriatgs

‘ 31

sexual allusions +to refer and finally to possess another
32

equally profound range of mysterious experiences and memories.

+

’
-

13

The “"other self inside":

¢

‘ The Plurality of Aspects in the Artist and Model

.

%

The realm of magic relates to the identity of the artist
and to the process of .art-making. The artist is the source of

creativity. He 1is depicted as a vessel with interconnecting

aspects, Qach delving further back into his psyche. Thesé hidden

. facets are revealed through the hermetic character of thé

pictographic “signé, which included multiple profiles, "double

heads, phallic imagery, and mask-like faces which reveal as much

“-/

31 " .

This desire to possess is intrinsic to much of
Picasso’s work. See Leo Steinberd, "Drawing as if to Possess,”
in Other Criteria, pp. 174-177. According to Steinberg, p. 411,
note 33, Picasso used the expression "que Je les possede” in
explaining his figure drawings during a conversation with
William S. Rubin. See also Penrose, Picasso: His Life and Work,
p. 349, repeats Robert De§nos’ assessment of Picasso:

“For Picasso what matters, when he paints,. is

to take possession and not provisonally like .
a thief or a buyer, Jjust for a lifetime, but

as himself the creator of the object or of

the being."”

This is illustrated by the anecdote recounted in note 20 above.
32
Philip Rawson, "Karly History of Sexual Art,"” 1in
Primitive Erotic Art, Philip Rawson, ed., (London, 1973), p. 5,
describes this same force as 1inherent in primitive sgxual
symbols.

3

‘@
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The plurality of asﬁects in a single figure had long been .
used in Picasso’s art to deliberately oppose contrary qualities.

Robert Melville has pointed out some characteristics " of +this
. 33 “ .
motif 1in Picasso’s early art. He distinguished its emblematie

t

qualities, recognizing that the division of the facial plane

into light and shadow “"has no fundamental connébtion“With
34 .

plastic effects.” This sign 1is .not a representation of

- 35 . . ’ . '

The psychological

movement, but is as he notes, an "emblem.’
dimension of the doﬁble head continued to be explored by Picasso
in many portraits o? the 1960s to his death in 1973.36

The doﬁbl@ heaa motif beéamé>increasing1y complex. In the

1963 artist and model series two major configurations can be

3

33

Robert Melville,” "The Evolution of the Double Head in
the Art of Picasso,” Horizon, VI (November 1942), p. 345,

identifies the split face and the double head in Picasso’s art

to the early thirties as complementary imagdes. The face splits
to create either a frontal view or one that caontains several
profiles superimposed on a frontal view; +the double head is a

frontal view whicn incorporates a profile. He also points out .
the c¢correspondance between the split face and the divided

personality.
34 * - ) -
Ibid., P. 343. Compare tpﬁs with the symbolist
aspiration -of “double and triple aspects...(images within
images)"” described in Chapter Five, note 63.
35

Ibid., p. 349.
36
Langston, Disguised Double Portraits in Picasso’s Work,
pp. 200-216 and 219, discerns autoblographical thémes behind
seeningly unrelated and impersohal subject matter. One of
Picasso’s techniqués is what she calls fusion, whereby Picasso
unites the right side of his own portrait with the left side of
Jacqueline’s face into a single countenance which plausibly
doubles as an image of Jacqueline alone.
For illustrations ot this motif in Picasso’s work see, for
example, Montreal Museum of Fine Arts, Picasso: Meeting in
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o

identified. One is an internal skeletal form which emerges from

the artist’s torso and is here identified as the .-‘black cranium’
m?tif. This motif 1is a variation df the ‘x—;ay’ penetrations
pfeviously used by Picasso37 which are a}so found painted on
th? rock walls of Paleolithic caves.38‘

The origin of this ‘black cranium’ within the 1963 series

is in the February Sketchbook where the artist’s spine’ rises
o . 39
independently of his head, emerging as a separate black form.

This somber internal structure was transformed into a phallic
e - 40
shape, then modified into the penis-palette motif. From the

beginning of this series, +the figure of the artist was allied
with a concrete and universally understood symbol of fertility

H
’

and power. b

The second figuraQion is a division of the head into

parallel profiles or superimposed aspects, as in the Artist and

Model of March 5 and September 11, (pl. 106}. In another

noteworthy canvas of The Artist and His Model (Zervos

XXIII; 163), the painter is portrayed FTrontally with an attached

37 .

Similar x-ray forms have been observed by William Rubin
who likens the circular womb inside the figure’s belly in
Picasso’s 1932 QGirl Before A Mirror to an X-ray in Picasso in
the Collection of the Museum of Modern Art, p. 138. See also
Chapter Four for further instances ofy this configuration,

especially Zervos XXIII; 147-149 (pls. H59-61).

38
" Rawson, "Rarly History of Sexual Art,” p. 8.
39~°
This is illustrated in pls. 53-62 of this thesis.
40

Another instance of the phallic form rising from the
interior of the artist is The Artist and His Model, Zervos

‘XXIII; 199, pl. 100.
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4]
profile (pl. 107). An early instance of this division .in the
}

1963 series 1is seen i the painting of March 3 and 4, where the

artist’s white face is an intrinsic part of his appearance that

conceals rafher than reveals (pl. 63). Its chalky featureless

character creates an eerie imade suggestive of tribal spirit
42

masks such as Picasso enjoyed collectingd. ,
The primitive "weapons” with which Picasso wanted to reveal
interior forces were now conveyed through these multiple heads

and double profiles combined with the ‘black cranium’. They may

be considered as manifestations of the mysterious . internal,
43 :

unpredictable force Picasso repeatedly and variously describes

. 41

A profile interacting with a frontal countenance is also
seen in Picasso’s Rembrandf, and Saskia (pl. 87).
42
Pipasso’s collections of Primitive Artifacts are
illustrated in Penrose, Portrait of Picasso, plate 327, and in
Rubin, ed., Primitivism in 20th Century Art, pp. 327, 330-333,

and passim. Also, Rubin, "From Narrative +to “Iconic” 1in
Picasso,” p. 646, Appendix 1IX: “"Masks Associdted -with the
Demoiselles. ”

Johnson, "Picasso’s Deémoiselles d’Avignon and the Theatre
of the Absurd, ™ p. 1056, postulates that the mask becomes all
povwerful precisely because they are faces “without the
sensibility of ...identifiably human expressions.” As Picasso

told Leo Stein, Appreciation: Painting, Poetry and Prose, (New
York: 1947), p. 177: )

"A head...was a mattér of eyes, nose, mouth

wvhich could be distributed any way you like——

“the head remains a head.”

This 1is similar to a statement Picasso wmade to Brassai in 1960,
quoted 1in Chapter Four, note 26. See also Parmelin, Picasso
Says, pp. 24-27, who, p. 25, quotes Picasso: }
"But sometimes there’s a head that’s so true o
that you can have a relationship with it just
as you can with a real one.”

43
This interior form also has its foundation in the

psychology of creativity. Silvano Arieti, Creativity: The Magic
Synthesis (New York: 1976), pp. 12-13, describes a ‘“primary
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x as the artist’s first vision emanating from the core of his
44
personality. As Picasso stated: "It’s not what the artist
45
does that counts, but what he is”; ... "everything depends on

oneself. It;s the sun in the belly with a million rays. The rest
46
is nothing”™; ...and “"The 1inner I 1is inevitably in my
47
painting.”

A revealing account of these plural aspects is found in The

"Artist and His Model of March 5 and September 20 (Zervos
48

XX1II1I; 161). A knob protrudes from the painter’s spine looking

like an emaciated head (pl. 105}, resembling sculptures by
49 e '

Picasso’s friend, Alberto Giracometfi. 2

process” which consists of ancient, obsolete and primitive
mental mechanisms” and pp. 53 ff., the "endocept,” a kind of
cognition that occurs* without images, words, thoughts, or
actions but is a vague, internal, private, and partial awareness
of past experiences, perceptions, and memory tracess Its
manifestation in modern art is considered on pp. 222 f£f.

44 Ashton, Picasso on Art, p. 41, repeats Picasso’s
observation:
. "But there is one very odd thing—-to notice
that basically a picture doesn’t change, that
the first ‘vision’ remains almost intact, in
spite of appearances.”

45
Ashton, Picasso on Art, p. 45H.
46.
oIbid.,
47

Ibid., p. 47, statement published in 1965 in Parmelin,
The Artist and His Model, p. 106. '

>~ There are two documented states of this Artist and His
Model: an incomplete work of March 5 and the final painting of
September 20, illustrated respectively in Parwmelin, The Artist

and His Hodel, p. 24 and Zervos XAIII5 161.

-~ 49 S ‘

Picasso’s respect for Alberto Gilacometti’s work 1is
described in Gilot, Life with Picasso, pp. 203-207, who exphains
.

i

-
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(a» A complex of forms froin which two profiles can be discerned
> rise from a mid-point on the artist’s painting arm. One is a
dark, partially obscured head consisting of a black cranium, a

white Jjet which shoots up from his torso, the suggeétion of a

circular blackened é&e, and a barely discernible open laughing

mouth. In fron@ of this physiognomy 1is another more prominent
profile of a more serious type with an 1intense expression.
" These dual countenances suggest a transformation in the artist
ﬁhat seems to follow a regression both along the evolutionary
scale and back into his psyche. The fa?ade presented to the
model and the world i1s serious and induStrious. Behind 1t, is a
1aughing specter whose mirth is shared by the sculpted head and
reflected iq the smile on the model’s éod—shaped face.so

The interaction between the artist’s multiple aspects
produces the painting. As it evolves,?the image take on its own

{ .
type of reality--considered like magic. It assumes a reality

4

that according to Picass&, Giacometti was always asking himself
fundamental questions to clarify the real point of what he was
doing: ’ .
. "Sculpture with Giacometti is the residual °
part, what remains when the mind has

forgotten all the details.”

A particular similqrity between Picasso’s sculptures .and
those of the Swiss artist “is seen in Giacometti’s 1947
sculpture,. Hand and painting, Three Plaster Heads; reproduced in
The Solomon R. Gugdenheim Museun, Alberto Giacometti: A
Retrospective Exhibition (New York: 1974), plates 21 and 50. The
works which Picasso’s knob-like motif most closely resemble are

those of the walking or standing figures, see plates 22-33. -

50

! The stem—1like torso, leaf arms, and pod head of the nude
‘;- clearly resembles Picassoc’s representations of his former

mistress Frangoise Gilot as a Femme-Fleur. For a description of
aits creation, see Gilot, Life with Picasso, pp. 115-119.

-
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t

different from, but equal to, nature. In this respect the artist

is a creator in the original sense.

-
- v

The distinction between inner character and external regard

o

is ¢given another treatment in the Artist and His Model of March
5 completed on September 11, 1963 (Zervos XXII1I; 163).51 The
artist again“carries a @ouble profile (pl. 106). Picasso adds a
white vertical zig—éag pattern to the blaci cranium, a muddy
yellow hue to the inner character, and finally superimposing
over thegé an enlarged visage and head. The foremost head has a
thick black eye with a protruding bushy brow, giving it a hairy
appearaqﬁe and a powerful animalistic aspect. The contrast
between ‘the small sallow internal profile and the large
susfended external face imparts to the grtist the appearance of.
an apparition within a potent creature.’ Therinclgéion of a
vellow inner aspect in a figure that is otherwise monochromatic

. 52
farthers its sense of the anagogical.

[y

©

@

?h underlying personality of, the artist takes on the
Y

51 .
A reproduction showing a possible earlier state of this
painting is included in Parmelin, The Artist and his Model, P.
28. ' ‘

52

A large form suspended over the smaller one, sudgests a -

mask of the type worn in certain ‘primitive’ rituals. For a
comparison of modern and ,ancient rituals in art-waking see Lucy
R. Lippard, QOverlay: Contemporary Art and The Art of Prehistory,
(New York: 13883}, especially the chapter on "Ritual,” pp. 159~
195. .

Masks that frighten but also endow +the wearer with
suparnatural powers were among those in Picasso’s collection.
See Rubin ed., Primitivism, pp. 300, 305, 315, and 327; and
Rubin, "From Narrative -to “"Iconic” 1in Picasso,"” p. 645:
Appendix VII, Picasso’s First Tribal Objects.
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concrete form of multiple profiles in The Artist and His Model
53 '

of March 28 and May 7 (Zervos XXIII; 195). The artist’s

painting hand and the tip of the brush which emerges from it
seem to emanate from the open mouth of a foreward darkened .
profile (ﬁl. 96). Thf& hand is enlarged and isolaied. Painted in
blue, it is shown in a closed position pinching the brush
between thumb and fingers. The horizontal shape‘from which the

-

hand grows represents the artist’s arm as well as the base on

which his head rests. ' v

The nude 1is given a different stylistic treatment.54
Whereas he 1is open an@fﬁliﬁear, she is volumetric = and
sculptural. Like the artist, she also possesses two facial

aspects. One portion is a white profile with pointed nosec,

rarted 1lips, ,and a blackened eye, whose shape is the inverted

form of the artist’s dark eye. Partially hidden behind this
profile the model is one guarter of a frontal countanence. It
ShOJS grey fe;tures, “with closed 1jds, and a mouth that is a
horizontal line fitted between the open 1lips of the white
profile, 1linking her two facial zones. She exhibits the same
dichotomy between head and torso found in,the figure of the

artist. ,

¢ N

53 . .
Different aspects of The Artist and His Modéel of March
28 and May 7, 1963 (Zervos XXII1; 195 and pl. 96 in this study),
are further explored in Chapter Eight.

54

Picasso’s use of polarities of style within a work +o
expand its meaning 1s demonstrated in Rubin, “From Narrative to
"Iconic"” in Picasso,” pp. 634— 636. See also Robert Rosenblum,

"The Unity of Picasso,” Partisian Review, XXIV (Fall 1957), pp. .

592-596.
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The model’s conf?guration‘is also bound with the supports
of easel and artist. The back leg of the caveletto rests on the
point of conjunction of her semi-formed fingers and knee.
Similarily, the artist’s black boot upholds the easel and
approaches the model’s feet. The nude along with the artist
sustains the c¢reation of the artifact. The image is of a cycle
of interdependence between artist, art work, and model. By
positioning the artist on one side and the product of his powers
?n the other, Picasso has again ppoduced an emblem visual&zing
the confrontation between the creator and his imagdes.

The artist’s head in this painﬁing is composed of
overlapping profiles (pl. 96). Joining this double visage 1S a
bald cranium and a peculfar cleft beard. The inner profile has
é; open eye, a whitish face, and a mouth indicated by a light
margéng within his whiskers. Another profile, placed closer to
the easel and outlined with a thick contour, is of the same blue
hue as the background. Im contrast with the naturalistically
depicted eye of the interior visage, the eye of this forward
face 1s entirely blackened.

The interaction of these two facets is centered around the
area of the mouth which characteristically lends itself to

alternate readings. The dark profile may be understood to share

the orifice of its lighter half. Also, when the black outline is

v

seen as a sil?ouette of a profile, +the right side of the cleft
beard can be interpreted as an opening. This gives a grotesque
gquality to the somber face, +the antithesis of the subdued white
profile. Together they impart tangible form to the distinct

¥
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55
vital qualities which comprise the a_rtist’s dual nature.

The motif of a painting hand contiguous with an open mouth
was previously and graphically presented in The Artist completed
about two weekﬁ earlier (pl. 83). There are several significant
similarities ©between this Artist and the painter in the Artist
and Model of March 28 gnd May,7 (pl. 963}. In both works the
artist’s head is a bust isolated from his torso. In the former
it rests on the back of his chair, in the latter it is supported
by the horizontal base of the painting arm. As well, in the two
works, the hand-mouth motif is associated with similar bizarre
profiles. The face in The ég&igt is a green mask enhancea.with
rouged cheeks _and a red spermatozoon-like sign at the 'mouth’s
openingd——the a counterpart to the coarse, earthy manngg of the

: laughing visage in the painting of March 28 and May 7.

8

55 .
Schiff, Picasso: The Last Years, p. 63, shows a similar
interaction between the divisions of a facial plane in Picasso’s
Crouching Nude of 1971 which he interprets the split halves of a
profile as kissing each other.

The phenomenon of multiple identities contained within one
head is studied in Langston, Disguised Double Profiles in
Picasso’s Work, pp. 13, and 180-218.

56

- See Chapter Six, notes 22 and 23, for further on the
mask. The application and significance of the motif of the mask
has been extensively examined in relation to Picasso’s early
work and in particular to the seminal Demoiselles 4’ Avignon.
For the relation between this painting, the the mask, and
Picasso’s primitivism, see Ron Johnson, "Picasso’s ‘Demoiselles
d’Avignon’ And The Theatre of The Absurd,” Arts, LV (October
1980), pp. 105-106; and S. BTl Goulli, "Picasso: Occident et
Afrique-Orient,"” L’Afrique Littéraire et Artistique, ALITII
-(1977Yy, ©pp. 71-756, vho considers Picasso’ s-absorption of the
"quaﬁi—-magical" forms and materials of African masks.

Picasso’s proclivity +to restate early themes in his later

“work has been noted, for instance in Barr-Scharrar, "Early
( Autobiographical Iwmagery in Picasso,” pp. 516 ff.; and Pierre
Daix, "‘For Picasso, +truth was art; and falsity, the death of
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.

: The enigma contained within the artist erupts in strikindly

expressive form in The Artist and his Model of March 30 gpd
September 3, 1963 (Zervos XXIII; 197). The artist’s forms are
startling in their primitive and aggressive quality (pi. 107%.
His head is a crude white profile with a bizarre dark grey shape
that rises out of his body. It meets his red cap-like hair in a )
zig—zadgd pattern. At the center of this dark countenance, a
single white wi&e—open eye confronts the beholder. This ominous
creature emerdes from within the artist, like the black skeleton

that became the cranial knob.

, - Each of +the artist’s two aspects partakes in social and

] .
personal regression. The white profile appears as prehistoric
[}
man: fish-like gaping mouth, chin that dissoclwves into neck, and

.

uncivilized appearance. The formless, single-eyed creature

resembles a personification of the unconscious, and an
57 .
augmentation of the personality. The ordinary facial features

withdraw from scrutibility. What emerges is savage. Violent in

4

6

art’, " Art News, LXXII (Summer 1973), p. 49, who states that
. Picasso held a "dialogue with his own experience [and] communed
with new approaches to painting,” explsining its reason "...is
not a matter of his longevity but of his basic fidelity to the

issues of his youth.”

57 \
This "augmentation of the personality” was also evident
in Picasso’s earlier works, see Melville, "The BEvolubtion of the
Double Head," p. 347. A similar barbaric profile 1is also

evident in _the forms and hue of the vivid red sculpted head
facing the painter 1in The Artist and His Model of March 6, 7
reproduced in Parwelin, The Artist and His Model, ©p.. 30,

r (compare this with pl. 76 in this study). B
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58 -

ité confrontation, it recalls a primitive place in the psyche.
Normai bifocal vision merges to a solitary all-seeing force that
does not represent the external senses but internal
b;utalization. The’ impact of +these +two heads is\ a moving
confesSﬁgg\“ of artistic origdins. = Lacking two ‘types of
civilization, the artist masters neither his internal nor his
9
social self. However as this work suggests, he paints from that
regressive point within himself that lacks both constraints.

A similar disjunction appears in the artist’s painting
hand. Whereas +the 1light hue on the upper portion of the arm
relates to the art}st’s white profile, its lower side is dark,
like +the grotesque head with the single eye. This severance of
aspects also occ&fs in a second work of +the same day, The
Painter (Zervos XXIII; 198). The artist’s visage 1s likewise
split into light and dark spheres (pl. 108). Grey, frontally
viewed features are fastened to a white profile witﬁ the same
uncivilized gapiﬁg mouth evident in the first work of that day.
Hand/ and brush approaﬁh\the canvas from two _directions: the

main portion emanates from the shoulder on the side of the light

profile, ‘and another darker arm extends from the base of the

grey frontal aspect. The Painter .(pl. 108) concentrates on the

/ .
58 (

In psychoanalytical terms this primitive place -within
the psyche would be identified as the Id, which may also be
compared with the ‘primary processes’ deseribed in note 44
above. Literary visualizations of the dark recesses of the Id
are explored, for example, in the novel by Joseph Conrad, Heart
of Darkness, which was published in French as Au coeur des

ténébres in 1926. Rubin, Primitivism in 20th Century Art, p.

336, note b9, also observes that Frepch- writers, including
Malreaux, cited Conrad’s novel. ‘
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dis jointed qualitieslof the artist depicted in the first canvas
of March 30 (pl. 107). Both assert the several compulsive
sources of artistic conception. This »1s further emphasized

thfough the plurality of the model’s forms.

Like +the artist, +the nude in the March 30 Artist and His
Model wundergoes a wmetamorphosis (pl. 107). The wmultiple
figurations contained wifhin her are manifest through the
appearance of three breasts. One has a green nipble,‘ another a
red center, and a third less distinct and smaller one emergés
from the +top of her left arm.59 The dynamic character of the

s
model’s conversion is accentuated by -the vigorous brushstrokes

radiating from the easel. The anatomy of the model’s legs is

restructured so that it curiously divides then rejoins at

unlikely angles. Her“traﬂsformation continues in the deformation
of her left arm and hand into a crude green interior armature.
This 1s covered with a skin with a red contour and drey
striations which together resemble animal or vegetative matter.
Her f&rms are 1in thgi process of mutating, to a primeveal
condiftion, the counte;part to the primitive state of the
‘barbafic’ head

,

The compounding of the nude’s figuration into multiple
AN .

wnt

forms 1s repeated 1in two drawings made later the ‘same year

59 .

Following the colour imagery found repeatedly in this

series, the dgdreen alludes to vegetative growth and the plant

forms associated with the model. See Chapter Six for analyses of
vegetative imagery.
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(Zervos XXIII; 296 and 298). One sﬁows a slender upright female
contained within a larger seated ;oman (pl. 109). The manner in

which the +two overlap carries an erotic suggestion for 1t is

. possible to discern the suggestion of male genitalia in her

rounded vbuttocks and upright torso. This confluence of both

genders within a single figure is repeated in the second drawing

o

'(pl. 110). A standlng female whose forms also transpose into

P 60
male sexual members is presented. The erotic character of

these drawings highlights a merging of the confronting forces in
the artist and model paintings. Could they also represent

Picasso’s attempt at creating authentic primitive fertility -
Is

images<?

i
The Sacred Character of Art

—,

Somethlng holy, that’s it, Picasso
says, ~It’s a word something like that we
should be able to use, but people would take
it in the wrong way. You ocught to be able to
say that a painting is as it is, with its
capacity to move us, because it is as though
it were touched by God. But people would
think it a sham. And yet that is what’s
nearest to the truth.” 61

The assertion of the sacred basis of art appears to oppose

60
" The union of male and female in a single figure is also
discussed in Chapters One, note 48; and Three, note 49,
61
Ashton, Picasso on Art, p. 25. This passage 1s excerpted

from Parmelin, Picasso: Women, p. 16.
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o

‘ﬁ %_ . Picasso’s continuous claim of its subversive charactér, as
4% - )
expressed at the beginning of this chapter. A closer

examination of the meaning of "something holy"” -may help to

o

consolidate these apparently contradictory opinions.

In his widely read analysis of the holy, Otto discovers
62
that fear and awe are the basis of prehistoric sacred beliefs.
~J
He explains +the “daemonic dread” which“ precedes "religious

dread” reveals a spectral “terror fraught with an inward

)
shuddering” that transforms a mundane encounter into something
63
menacing and oVverpowering. This profound veneration is
64

visualized in the primeval creations of primitive relidions.

‘ The knowledge of this awful dread cannot be revealed 1n

i

visuél fornms, but rather through a correspondence with such

profoundly felt experiences as erotic sensations or imaginabtive

65 .
compulsions. Picasso may have been aware of Otto’s influen%ial

book, particularly through his cortact with Surrealisw, and his
66
subsequent friendship with ‘surrealist’ poets.

24
62
Rudolph Otto, The Idea of the Holy, 'trans. J.W. Harvey,
(1923; 2nd ed., New York: 1850}, p. 15. , ™~
863 ’

Ibid., p. 14. .

64 -

Ibid., p. 19. ‘ \
65 ‘e

Ibid., pp. 30 and 47. These forms cannot be elFressed )

verbally, but only through "gestures, tones, and accents./ )

56 .

This concept of the holy has much in common with“.the

Surreélist notion of the ‘marvelous’, defined ' as the

~ transformalhbion of mundane daily events into something

" unpredictable and significant. See André Breton, Manifeshoes of

: Surrealism, +trans. R. Seaver and H. R: Lane, {Anne Arbour:

v 1874), pp. 14, and 16 £f.

3

¢
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- %
. The equation of the artist as Creator is suggested in an

early state of The Artist and His Model of March 8 (II) (Zervos
3 67 -
XXIII; 169). The- painter is characterized by his long beard

and dark deep set eyes (pl. 111). Close behind his head, and
clear&y identified with him, is a curious sign consisting of an
ocher cir?le within a pentadgon shape. This configuration 1is
accentuated +through +the anaiogqus form aqd hue scattered
throughout the studio: the artist’s canvas, Qhe base of the
sculpted head, the yellow seat of the chair, and _the round
palette above it+~—-also bearing gold daubings.

This artist is presented with a longd beard arranged in
horizontal tiers. In this respect he resemblqs the seated
deities with their outstretched arﬁsnas found on Mesopotamian
reliefs. Picasso admired these, seeind in them similar qualities
he admireg in primitive art:

“Primitive sculpture has never been
surpassed. Have wou noticed the precision of
the lines engraved in the caverns?...You have

seen reproductions...The Assyrilan bas-reliefs
. still keep a similar purity of expression.” 68

- »

The possible connection between Picasso’s convichlions, the
Surrealist ‘marvelous’, and the idea of the holy are explored in
Celia Rabinovitch, The Surreal and the Sacred: Archaic, Occult
and Daemonic Rlements, Doctoral Dissertation, McGill University,
1984. She éﬁ%tes, p. 66, "Surreallsm crosses the threshold of the
sacred, entering a magical world view so that ambivalent feelings
of fear and attraction are combined with a4 sense of awe before
the power of the object.” .

67 ‘

The early ‘state’ of the March 8 (II) The Artigt and [Hiu
Model 1is reproduced in Parmelin, The Artist and His Medel, p.
34. The definitive painting is illustrated in Zervos XXIII; ~169.
68
Sabartés, Picasso: An Intimate Portrait, p. 213.
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Picasso had awple opportunity to view such bas-reliefs

‘either in the Louvre or in the photographs published by his
69
friend Christian Zervos. Stelae, such as the one .showing a

- <

libation scene, are common to both the cvollection in the Louvre
70 !
and Zervos’ book (pl. 112).

Such reliefs show the profile of a seated figure with a

tiered, squared-off beard that -is viewed frontally—-like

Picasso’s artist. Either the sun symbol above the deity, or his
.unique headpiece may be analogous to the yellow orb perched both
above and on thﬁa pPiqter. Further, the encounter “between
supplicant and Creator presents a parallel arrangdement to the
confrontation of artist and model. In this particular stele, the
“plant—l’ibation’ form serves as intermédiar; touching both
parties, 1like the easel in Picasso’s composition. An additional
important point of similarity is the function of the arm in the
Mesopotamian relief and Picasso’s artist. The hand is the point

71
of creation of(both, its power is conveyed through the touch.

= Christian Zervos, 'L*Art De La Mésopotamie, (Paris:

1935).
70
Another similar example is the relief showing the

encounter of a worshipper and a deity seated befoxie a sun symbol
on the summit of a basalt Stele reproduced 1in |
Mésopotemie, pl. 239.

— i i

71 N
Could it be that the painter is also visualized as the
all-powerful creator, a primordial sun-god poised ready to ,bring
form perhaps to the reclining ‘Eve’, and the as-yet unformed
‘Adam’ svddested by the plaster head? Several further examples

wo Y
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In the final altered state of this rainting, complsted on

¢.9

May 186, the area around the model has been darkened and the
a

‘clarity of the eﬁflier state has been abandoned (pl. 1). The
forms are ambiguoué as they merge. There has been a significant

change in the type and meaning of the artist who is now the

coarser type with mouth agape. The sun-symbol in the first

- version 1is replaced in the definitive work by a crude white
\ 72
profifle-like shape and two hovering fertility configurations.

The image of the artist as Creator is replaced with an assertion

of his denerative potency. The awesome force of creativity is

L

~ finally conveyed through grotesque forms and ‘symbolic’ sifgns.

Picasso transfers the potency from the artist. to his cocreat.ion.
This is shown in the manner in which he connects with bthe model
through the positioning of the easel. The left led rests on tho

artist’s knee, the back support. intersects the nude. An

F+ PN

additional foﬁrth leg 1is (added on the right--twisting it

’
sideways, . intersecting the model’s genetalia and interweavingg

ALY

with her torso. This interaction locates the source of the

“something holy" he described: ! ¢

of the potency of the painter’s touch is sugdested™ in the
February Sketchbook drawings of February 20, Zervos XXIIIl; 145-
148 (pls. 57-60) and Zervos XXII1I; 190 (pl. 78), discussed in
- Chapters Four, note 29; Five, note 69; and Six, note 56:
72
This shape is an amalgamation of the ‘sperm’ and
*fertility’ signs considered in Chapters Six and Eight. See

‘_}@ Figures 6-2, and 8-1.
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"No explanation can be given in words. /Except
that by some liaison between the wman-creator
and what 1is highest in the bhuman spirit,
something happens wWhich gives this power to
the painted realityﬁi 73 Y

- A

The quality that is “highest in the human' spirit” ,is not
beatific as the first state sugdests, but ‘dreadful’ in the

original sense of the word.‘

The power intrinsic to the artistic entérprise is also
destructive, as re;ealed in The Artist and His Model of April 28
(Zervos XXIIL; 222). The artist is a demonic form in black, red,
and white (pl. 113). His block-like figure is united with the"
chair, so that at the base of his seat he appears as a creature

a

witn two chair supports in the back and two booted . feet in
/

front. The most distinctive feature is his head, a white jagged
form with pointed nose which contrasts with the dark backdround.

The red daubs previously evident_on the artist’s cheeks and lips

~

here are coarsely applied. The Jjarring hue gives a horrible and
blood-like effect, impling a sacrificial and ritualistic‘aspect
74

of art-making.

There i% no clear separation between the shapes of painter
and marky background. Behind the artist a red fire-like glow

penetrates or reflects onto the front of his torso and the top

73
Ashton, Picasso on Art, p. 45, quoting Parmelin,’
Picasso’s HWomen, p. 16. ‘
74
Recent literature has discussed the notion of ritual in

Picasso’s writinds see, in particular, the analyses of Picasso’s
play Four Little Girls in Gasman, Mystery., Magic and Love in
Picasso, pp. 570 ff. -
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75 -
Issuing from the dark

lateral aspect of his painting arm.
gloom surrounding the artist are two inexplicable basses. One
is a blue, lunar circle surrounded by pale petal-like radiating

lines. It is located in the dgap between painting hand, easel and

ralette., The other is a grey cloud hanging behind the casel and

above the model.76 These mysterious indistinct forwms link the
ritualistic potency of theéartist—creator~destroyer with the
power of ﬁature.77 {

The ordinary studio has been transformed into a uilpnb
black cave. A strong light emanating from the artist stretches
shadows from the easel support. toward the viewer. The lower undn
right side with the background’s dark band furthar disténu%u the

artist and the beholder allowing only a narrvow portion for the

spectator of the work to enter between the shadow cast by the

75 -
Kris and Kurz, Ledgend. Myth, and Magic in the¢ lmafge of
the Artist, p. 87, writes in the chapter on ‘The Artist as
Magician’, .

"...the ability to creat.e imafges was only one

element in the characterization of the
mythological artist... .1t appears to be
intimately linked with the symbolic
significance of fire, as a sign of creative
potency...."”

76
The origins of this cloud form are apparent in two other
canvases of The Artist and His Model in a ' Landsgape, Zervos
XXIII; 208 and 209, painted on April 12, a week previously.

77 - .

, According to Otto, The Idea of the Holy, p. 14, the holy
possesses both awfulness and madesty.

The thinking inherent in this representation also contains
tﬁp aspects of Nietzschean thought which has been linked with
Picasso. Johnson, "lLes Demoiselles d’ Avignon and Dionysian
Destruction,” pp. 99 and 101, points out Nietzsche’s "ideology
of creation through destruction” and the elevation of the artist
to the godly through his creativity.
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artist’s chair, the bottom bor&er, and the dense. black-red

atmosphere surrounding the artist.

The painter both embraces the nude within the realm of his
easel and destroys her by piercing her with the Jjavelin-like

form of the easel’s supporting leg. He 1is creator and
78
iconoclast. The potency of his immanent rite evokes a dread

that 1is part of his power. This is a painting that evokes awe.
Its power is contained in its grotesque spectral image of the

artist. He is projects the same fearsome and soiemn essence that

is intrinsic to the primitive objects Picasso first
79 ,
encountered.

The assertion of the power of artistic creation, and by

L]

extension of its product is recapitulated at the end of Jbe

series 1in an evocative Artist and Model in a Landscape of June
- 80
17 (Zervos XXIII; 291). A ghostly figure of +the artist

reflectes the eerie moonlight (pl. 114). This lunar form is a

;
s

78 . ,
: Ambivalent feeling for the model 1is repeated in Zervos
XXIII; 286, which shows the nude with a cleft foot. Is this an
indication of her satanic character? This possibility is
countered by the portrait-like character of the painter may
indicate that this unique figuration of a ‘cloven hoof’ has in
fact a private meaning. Co

79 : .
Zdenka Volavka, "Nkisi Figures of the Lower Congo,"
African Arts, V (Winter 1972), ©pp. 52-59 and 84, cogently
examines +the often ambiguous manifestation of malevolent and
benevolent symbolic meanings in certain African artifacts.

80

The landscape elements, lighting, and sense of mystery

found in this painting, are also discernible in certain works in
Picasso’s Déjeuner sur l’herbe series. See the discussion in
Chaptqr Three, and compare this Artist and His Model canvas with
Zervos XX; 111 (pl. 34). .
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half circle at the top of the canvas which is dntertwined with
the forest and conféunded with 1its branches. Its vibrant,
radiating 1lines extend downward t? touch and merge wjith the
forms of the recumbant nu@g and the sppport of the painter’s
easel. , N :

The enigma " of creati%}ty is given a celestial dimension

equated with the most forceful of all mysteries. Placed in the

y
midst of the natural world, which Picasso ~:)erper.ually

" confronted, +the painter’s enterprise is enlarged to include all

of creation. Like primitive man who viewed the universe with
<% B

awe, Picasso shows the artist to be the agent of unknown forces,
submitting to an act which, as he acknowledged, "...1i8s stronger

L]

than I am." b
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i

Between 1926 and 1963 Picasso e”;cpi‘essed his conception of

_the process inherent to the making of art through the subject of

the artist and model. Picasso’s presentation of the artist and
& .

model theme is coloured by certain characteristic approaches.
They are: Picasso’s fundamental paradoxical outlook; the
absorption of primitive forms; the superposition of signs and

schematic configurations; and the integration of the theme with

art historical references.

s

This dissertation has traced the meanings of works of the
artist and model <theme to several successive levels: (1) a
simultaneous representation of the process and the product of
art-making; (2) a concentration on the intricacies of the
process itself; (3) establi'shment of the analogy between art-
making and love-making; (4) presentation of the paradox of the
creative and destructive forces wif,hin the creative process; and
(5) a reoogni;:ion of the power of the artist as he engages in
l;is enterprise. Many of these concerns are expressed in the
early representations of the artist and model theme and extend

into the 1963 series. They will each be reviewed separately

below.
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The Proocess and The Produot: Throughout Picassa’s
representations on the tﬁeme, Picasso is concerned \;oi_th the
measure of ?eality and art. The image czf the artist painting his
n;odel highlights the oppositon between art and reality. Picasso
measures the relationship of the male and female and plays one
against the other. The focus of this confrontati('m lies in the
function of obser‘{ation: that of the artist for his subjeoct and
that of It.he spectator for the completed work of art. This gives
visual form to the artist’s encounter with natural appearances
and the ensuing transformation of nature into art. The mnodel
ambiguously doubles as living woman posingd in the studio and as

painted image projected onto the painter’s canvas.

The theme of the artist and model reflects Picasso’c
fundamental inclination to affirm the wvalidity of his
comprehension of reality through the weighing of contrary
aspects of sppearances. Thus Picasso links the creative process
with his convictions on the balancing of paradoxical qualities
of thinds and‘ ideas: This dialectical "outlook is likelyﬁ the

"motivation for the confrontation inherent in Picasso’s artistﬁ
-and model theme, as well as for the metamorphoses of his foorms,

1

and the ambiguities of his statements. Picasso seems to consider

that things that are most real and therefore "true mast

withstand the test of paradox: “If there were only one, truth,
1

you couldn’t paint a hundred canvases on the same theme. "

1
Ashton, Picasso on Art, p. 22.
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The later paintings and linoprints of Picasso’s Dé&jeuner
sur 1l’herbe repeat the projection of the model onto the
painter’s canvas first evident in the 1926 The Artist and His

Model (pl. /6). The pattern of opposites are clarified as the

2 1

bather is transposed into the realm of art. In addition, the
confiduration of the artist with its emphasis on his
outstretched hand and heavy boots are stablisﬁed. Thedﬁgb;gggy
Sketchbook opens with a certain p 5ection of the model
simultaneously in the lstudio and on the artist’s canvas.
Immediately followingd, the paintings of the 1963 series,
preseﬁt a counterbalanced composition-in which the artist is
positioned 'on_the left and the model on the right. This rigid
-

arrangement establishes an antipathy between the couple that

takes on the dimensions of confronting forces.

The Prooess: Of special interest to Picasso is the moment
the image begins to be formulated on the canvas. The drawings of
the Atelier Sketchbook, the paintinds showing'a close-up view of
the artist’s head, hand, and canvas, and several other works of
the 1963 series disclose diverse facets of the artist’s solitary
encounter with his canvas.

Another manifestation of Picasso’s paradoxical thinking is
the incorporation of céndensed imagdes that reflect a ‘poetic
imagination’. Picasso aligns parts of the artist’s body with
external objects, such as the union of the artist’s torso with
his chair and the amalgamation of the model with the easel.’

i

These establish functional associations that refer +to the
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trénsforming process intrinsic to art-making.

[}

The observer also partakes in the creative cycie. Pioas;q
locat;s the spectator within the canvas. By evoking an awareness
of the scrutiny the work will undergo, Picasso balances the
process he depic;ts with a further suggestion of the product of
the artist’s efforts. “ The connection with the viewer becones
overt in the Atelier paintings of 1955 in which. Picasso entices
the beholder to consider the levels of reality within the
illusion conveyed. The blank canvases facing outward in the
1956 Atelier series direct the viewer to identify with the
artist and to engnde in the creativé process. In the 1963 artist
and model series the sculpted head placed opposite the artist
links the spectator with the artist and serves as both a

stimulus to, and reflection of, the painter.

Picasso combines his motif of the artist and his model with
images culled from past art and ancient myth. The result is a

Junion of form and content which alludes to art historiéal

) archetypes. The thewe of the artist and model embraces art from

primitive artifacts to Etruscan sculpture, to include Giorgione,
Rembrandt, Velidzquez, and Manet. All are absorbed into Picasso’s
metier. Picasso implants reférences to their works sometimes so
subtly that they are barely discernible.

Works from earlier times and by ‘other artists ~are
considered by Picassoc as equally part ;;f the vworld as is nature.
More importantly, by appropriating their imades Picasso states
his own 1lineage and vindicates his place‘ in history. The

-

confrontation with the past and its incorﬁoration into the
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)

subject of the artist and model firmly secures the theme of the

‘Artist and His Model’ in Picasso’s work as art about art.

r

L]

Art-makir;g and Love-making: Picasso equates a_rt~making and
love-making. Both represent a driving force, motivated
internally. "This is \!/isualized through stated associat{ons that
would otherwise be difficult to demonstrate visually. This
‘imagery uses phallic forms that are affiliated with the painter:
the palette-penis, the sperm-like form superimposed on his
torso, and his position relative to the n@iel.

' Similarly, the model carries intimations of her procreative
function which by analogy extend to art-making. In the 1950s a
statue of the Pregnant Woman is aligned with the images present
in the artist’s studio. In artist and model paintings of the
'1930s and in the 1963 series, the nude is presented with plant-
like 1limbs. Her forms establpish "generative mgtaphofs" which
convey tht; idea of prqg,uctivity~—a'1beit human and vegetal.

The painter’s interaction with art is demonstrated by ’ his
‘love-making’ with the model-painting. His ‘penis paleitte’ is
positioned contiguous with‘ her genitalia. This image may be
interpreted as a recapitulation of Picasso’s oft-repeated
analogy between art-making and love-making. | The nude is also an
image of woman as inspirational vessel who reéresents living

’ 2
reality and ‘creative’ fertility. In her role as an image

Y

2
A clear indication of Picasso’s understanding that his
canvases “"have children” in the sense that one work yields
others is given in Malreaux, Picasso’s Mask, p. 137, repeated in
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'\5 . —_
projected on the artist’s canvas she also designates the

‘artistic product, the ultimate culminati.or; of the artist’s

exertions.

The Diochotomy of Creation and. Destruotion: Paradoxically
the -artist seems to attempt to destroy the very image he
strugdles to capture--by piercing her-torso with the supporting
1_eg of +the easel. Thus a procreative-destructive paradox is
established. As Picasso confessed "In my case a picture is a sum
of!destructions. I do a picture--then I destroy “it. "3 Paintings
of 1934 and ‘1863 show the model splayed before the artist as a
sacrificial offering. In addition, signs in \a ‘cruciform
pattern’ are evident in both works of the i9508 and in the 1963

artist $nd model series, evoking an image qf suffering and

sacrifice——as well as rebirth. Thus the f)rofoundly ambivalent

. character of the artistic process carries seeds of - conception,

birth, death, and 1mmorta11ty

The motivation for the artist’s destruction of the mode¢l 1is

4
located in Picasso’s subversive attiiiuda toward art itself. He
contends that his subject should \ be revealed without the

impediment of artifice. Although his life and work were devoted

Chapter Eight, note 29, of this dissertation.
3 -
Ashton, Picasso on Art, p. 38. A fuller portion of this
statement by Picasso is quoted in Chapter Eight, note 57.
4 .
Picasso’s assertion of the subversive charact:e. of art is
given in Gilot, Life with Picasso, p. 197, and Penrose, Picassg:
His Life and Work, p. 356.
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c to art, Picasso wished to “kill art"” because he beliequ it

opposed ‘truth’: “Enough of Art. It’s art that kills us....But
1 5

the less art there is in painting the more painting there is.”
The dilemm? of this contrary dualism lies in Picasso’s
attempt to penetrate the essence of things without letting go of

their reality. This is his desire to name—-1L0 evoke the mental
B

imagde so that the viewer can recreate the experience. Picasso

r

rejected the assthetic gloss that he felt isolated art from
life, wishing instead: "to rid painting...of the accumulation of

art and science that comes between the painter and his canvas
7

and which must disappear....”

., The Power of Art: Picasso’s conviction in the strong impact
of art is explored in artist and model paintings which refer to
the power and magical quality of the making and the scéutiny of
art. It is that quality of art-making which, as Picasso claimed,

Tt is "sbmething stronger than I am” and whic@ "makes me do what it
- wants."B

Picasso responded intensely to the awesome quality he

i

experienced in his first exposure to African artifacts. He was

-

5
Parmelin, Picasso: Women, p. 28. -

6
Statements reflecting Picasso’s wish ‘to uame’ the
subjects projected in his works are found in Penrose, Picasso:
His Life and Work, p. 453; Parmelin, Picasso: Women, pp. 45 and

> - 120; Ashton, Picasso on Art, p. 101; and Parmelin, The Artist
and His Model, pp. 64 and 15-16.
7
(’ Rarmelin, Picasso: Women, p. 30.
8

Penrose, Picasso: His Life and Work, p. 448.
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both repulsed by and drawn toward these objects. He understood
that they were not aesthetic forms but powerful “magio
things...spirits, the unconscious".9 By draspingd the power of
such objects to expose interior forces, Picasso sought to
instill the same potency in his own art. ‘
Picasso absorbs the language -of prigitive thinking into his
representations by adapting the tribal‘use of ‘signs’. Thus the
genital and fertility imagery found throughout the artist and
model representations are used because they are concrete and
univefég}ly comprehended ‘symbols’ of potency. Like the image of
£he artist’s enduring, heavy black boots, these sidns vind}oato _
the efficacy of the artist as generator of powerful images.
Picasso inve;ts his figures with multiple aspects to
convey what he calls "éhe inner 1 thai is always in my
paintingf"lo The configuration of the artist reveals this inner
essence which is imparted to his enterprise. He is often
characterized by an emphasis dn an intefior skeletal structure.
Such schematic figurations are also characteristic of primitive

11
sculpture. The head is given a distinctive shape not normally

9
Malreaux, Picasso’s Mask, p. 17. This account is

‘repeated in Gilot, Life with Picasso, p. 2686.

10
. Ashton, Picasso on Art, p«< 30, quoting Dor de 1la
Souchére, Picasso in Antibes, catalogue of the Musée d’Antibes
(New York: 1960), p. 3. A similar statement 1is found 1in
Parmelin, Picasso Says, p. 70.
11
The unigue patternings applied to tribal artifacts are
used to visualize symbolic meanings. See Paul §S. Hingert,
Primitive Art: its Traditions and Styles, (New York: 1962) pp.
32 £ff. and 79 ff.; and Herschel H. Chipp, "Formal and Symbolic
Factors in the Art Styles of Primitive Cultures,” in Carol F.
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seen except with the aid of X-rays. A black cfanium within the
painter’s head extends déwn the neck joining the rest of his
body which is an open configuration. Opposing the insubstantial
to;so is the powerful head and enlarged black b&gts. The artist
is a complex apparition of substance and void. He reveals his
authority and receptivity to surroundings. As he projects his
~pwultiple profiles forward he also contains internal forces. The
viewer simultaneously looks at and through the painter—-just as
the artist does with the subjects of his works.

Pioasso adapts 'the menacing and overpowering forces
inherent in sancient art that conveys deeply held relidious
beliefs to affirm the connection between the . man—creator and
that which is highest in the human spirit.12 Thus Picasso seeks
to invest his art with a sacred character analogous. to that
which he perceived as emanating from the holy: “Somethingd
holy....a painting 1is as it is with its capacity to move us,
because it is as though it were touched by God."13 The emphasis
and isolation of the painter’s hand displays the power of his

ttouch and claims the wmysterious origins of the artist’s

creations.

Jopling ed., Art and Aesthetics in Priwitive Societies: A
Critical Anthology, (New York: 1971), pp. 146-170. An account of
the role of tradition and change in a singular instance of the
crafting of African artifacts is recounted in Zdenka Volavka,
"Voania Muba: Contributions to the History of Central African
Pottery,” African Arts, X (January 1977), pp. 59-66 and 92.
12
Ashton, Picasso on Art, p. 45, excerpted from Parmelin,

QEigaﬂsgg Women, p. 16.
1

Ashton, Picasso on Art, p. 25, quoted from Parmelin,
Bicasso: Women, p. 16.
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From the material covered by this dissertation saveral

unchdrted areas are open to future study. The drawings and
paintings of the Agg;iq; series of the 1950s include many
canvases, each with subtle variations tﬁat have not been
adequately addressed. 1In addition, while Picasso’s 'Suite 180 is
often illustrated in the literature, wmuch work remains to be

done to examine the Suite as a whole and the relationship of the

dravingds to each other. Another larger field for research wouid
be an inquiry into the ‘sidns’ Picasso intergjects into his
paintings, defining the configurations uépd and ascertaining
whether there are any patterns to their association with
particular themes. Finally, the artist and model theme in the
last ten years of Picasso’s life may be charted, particularly
with reference to the allusions to earlier works by Picasso and
their connection with the theme of the musketeer.

In light of Picasso’s own steadfast confrontation with art-
making, another inquiry may clarify the dimensions of Picasso’s
rich intellectual .life. A étudy that would question the
connection between Picasso’s readings (including monodraphs on
art, fiction, and poetry) and his late paintings, might also
consider whether Picasso draws on imagery culled from bhis
literary knowledge to reflect his strong convictions on the

process and meaning of art.
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> PICASSO AND HIS MODKLS

From Fernande Qlivier in 1904, to Jacqueline Roque in the
1950s8,- and to his own death in 1973, Picasso incorporated the
images of his women into his painting. Eor_example, he projects
his anger toward his first wife Olga on the wildly distorted
women of the 1920s, and captures the sleepy Marie Therése Walter
in the 1930s and the sharply intellectual Dora Marr in the late
1930s and 1840s. Frequent representations oflthese models are
finally sugerseded by Fran?oise Gilot in the late 1940s apd

early 1950s. While Picasso’s wives, mistresses, and models are

easily identifiable, it is useful to consider some documentation .

that surveys the manner in which Picasso actyally worked from

his models.

Picasso’s artistic ~ relationship\ with his models is

paradox{cal. Picasso did not always use a model and indeed in

1
Picasso’s women figure largely in his life and art. See,

for examplg Jean Paul Crespelle Picasso and His Woman, trans. R.
Baldick, gLondon: 1969); O’Brian, Picasso: A Biography; and
Penrose, Picasso: His Life and Art.
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\

\
\

2 .
his later work he certainly did not. Picasso’s extraordinary

powers of observation often eliminated the need for a modél.
Nevertheless, as tgis review of the model’s role in Picasso’s
art sugdests, he paradoxically‘benefited from and often required
thelir presence. »

When Picasso began to‘ﬁaint the portrait of Gertrude Stein
he required her t¢ pose for him (Zervos I; 352). This is
surprising to Penrose since even then chasso found the actual

presence of a model to be unnecessary. At the end of eighty

sittings Picasso painted'out the whole head in +the portrait,
' q

exclaiming "I can’t seé you Sny longer 'when 1 look.” Gertrude .

Stein recalls the experience of posing for Picasso, describing

how:

o

[

"Picasso sat very tight on his chair and very
close to his canvas, and on a very small
palette which was of uniform brown grey
colour, mixed some more brown grey and the
painting began.” 5

In early 1910 in the midst of Cubist formations, Picasso made
a painting Qsing the model Fanny Tellier (Zervos II; 235). Work

on the canvas ‘came to an abrupt end when Fanny, tired of the

2
Leiris, "The Artist and His Model,” in Picasso in
Retrospect, p. 79.

3 :

Penrose, Picasso: His Life and Art, pp. 117-118.
4 .

Ibid., p. 118, quoting Alice B. Toklas.
5 y

Gertrude Stein, The Autobiodraphy of Alice B. Toklas,
(New York: 1933), p. b51. \ -

\
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numerous sittings demanded of her, refused to pose any longer.
Although the pailnting was well advanced, Picasso could not

continue without her image before him. However it is 1likely

'

that the nearly abstract Cubist idiom required the presence of a
6

model to anchor Picasso in visual reality.

Sabartés and Brassai note Picasso only occasionally worked
\ 7
from life "to exercise his fingders"”. As Brassai contends:

\ )

"What Picasso has seen once he retains
forever. But he himself does not know when
and how it may take form again. So when he
places the point of a pen or a pencil on the
paper, he never knows what will appear.” 8

Insight into this transformative process is . provided by

Fran?oise Gilot who describes the inception of Picasso’s 1945-

1946 1lithograph Two Eggg Women (Zervos XIV; 137, 142-146).
According to her, Picasso only became aware of the identity of

the women as the print progressed through various states:

"...by the time it reached its definitive
state-—-its character had changed radically
. from highly representational to
unrecognizably abstract. But in losing her
pictorial identity, the sleeping woman had

-

6
Rubin, Picasso in the Collection of The Museum of Modernm
art, p. 205, note 2, mentions the suggestion of Jatrdot, Picasso,
no. - 22, that Woman with Mandolin was originally intended as a
portrait. The origin of this suggestion is traced to Kahnweiler,
Picasso’s dealer at the time.
7
- Sabartés,  Picasso: An Intimate Portrait, p. 150.
8
- Brassai, Picasso and Company, p. 112.
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regained her actual one. Pablo had come +to
realize that she was, after all, Dora Marr,
he told me. And as though to prove it he
pointed, ,in the margins of the paper, to a
number of remarques: there were little birds
of various kinds and two insects drawn in
minute detail.” 9

Gilot continues to elucidate Picasso’s identification of his

women with other living creatures:

!

“Th:\\rtet that he had been let to make...a
‘comment’ in the mardins of the stone made
him realize ' that +the sleeping woman was,
indeed, Dora. The birds in the wupper and
lower margins were for me, he said.™ 10

Steinberd interprets this passade as a demonstration of the

,assumption that recognizable or not, the figures must represoent,

11 ‘

definite persons.

Picasso’s 1946 portrait of Fran?oise Gilot. that came to be

called La Femms Fleur (Zervos XIV; 167) bedan with a series of

drawings from \Picasso’s memnory, as @Gilot recalls Picasso

stating: "I almost never work from the model, but since you’re
12

here, maybe I ought to try." After expressing displeasure at

the successive drawings, Picasso exclaimed “no good, it Jjust
doesn’t work”. Whereupon he asked Ffan?oise to undress and he
{ .

studied her for over an hour from a distance of three or four

5 ‘
Gilot, Life with Picasso, p. 85.
10
Ibid.
11
Steinberdg, Qther Criteria, p. 110.
12

Gilot, Life with Picasso, pp. 115-118.
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yards. As recounted by Gilot, Picasso was

“looking tense and remote. His eyes
didn’t leave me for a second. He didn’t touch
his drawing pad; he wasn’t even holding a
pencil."” 13 )

Then he produced a series of drawings and eleven '1lithographs

from memory. Picasso explained that

"There must be darkness everywhere except on
the canvas, so that the painter becomes
hypnotized by his own work and paints almost
as though he were in a trance. He must stay
as. close as possible to his own inner world
if he wants to transcend the limitations his
reason is always trying to impose on him."” 14 &

{
Many of the later nudes resemble Picasso’s second wife

Jacqueline Roque. Parmelin observes that the red couch on which
15

the model reclines is similar to one belonging to Jacqueline.

It has been noted that she is omnipresent in the artist and

16
model series.

Although Picasso did not supposedly ‘use’ his models, he
nevertheless benefited from their presence. Even when Picaseo

did not actually have a modbl‘present before him he possessed

the ability to recall identifiable images from his memory.

13 . '
Gilot, Life with Picasso, p. 115-116.

14
Ibid., pp. 116-117.
15

Parmelin, Pjicasso: Homen, pp. 34-35.
16
Schiff, Picasso: The Last Years, p. '25.
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d ’
Thus certain forms recalling people from an earlier period in
Picasso’s life would apparently spontanecusly reappear in his
“works. Steinberg sees this phenomenon as proof of the internal
_ sources of Picasso’s imagery that flows “unpredictébly f;om

\

intercommunicating levels of personality.™

<y

17
Steinberg, Qther Criteria, p. }10.
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