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1 

behind Pablo This dis~ertution explores the meaning 

Picasso's de~of t~e'artist and his ~el. It surveys the 
. , 

principl~ manifestations of the theme from 1926-1962, then 

analyses representative paintings of the 1963 artist and model 

series. 
) 

The works studied are_related to Pir.~sso's documented 

statements, and friends' reminiscences. 

Picasso's treatment of the theme is characterized by: his 

fundamental paradoxical outlook; art historical allus ions; '~he 

superposition of signs and schematic configurations;' and the 
/ 

absorpt~on of primitive forms. 

Picasso uses the subject of the artist and his model to 

express his oonception of the process inherent ta the making of. 

art. The paintings ultimately reveal: (l) a simultaneous 
~ 

representation of the process and the product of art-making; (2) 

~ a c~ncentration on the intricacies of the pracess itself; -(3) 

establishment of the anal ogy, between art-making and love-making; 

(4) presentation of the parado~ of the creative and destructive 

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

the artist's power as he enacts his ~vocation. 
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LE THEME DU 'PEINTRE ET SON MODELE" 

DANS L'OEUVRE DE PICASSO ENTRE 1926 ET 1963 

Ce mémoire explore les significations, cachées du thème de 

Picasso: \"Le -Peintre et son modèle". Il examine et analyse les 

principales" manifestations du thème dans la' série des 

représentations des 1926 à 1963. Les beuvres recherchées sont 

-
documentées par les témoignages de Picasso et les souvenirs de 

ses am1S. 

Picasso a traité le thème de la facon suivante: une 

conception fondamentale du paradoxe; des allusions historiques 

aux arts; la superposition des signes èt des configurations 

schématiques. et l ~ absorption des formes primitives . 
. 

Picasso se sert du thème: "Le Peintre et son modèle" pour 

exprimer ses conceptions 'personnelles du prOCeSSl.lS inhérent à la 
Q 

création d'oeuvre d'art. Finalement, les tableaux dévoilent: la 

représentation simultanée du procédé et du produit de son oeuvre 

créatrice; une concentration des complexitées du processus même; 

l'analogie entre "faire de l'art" et faire l'amour; le paradoxe 

entre les forces créatrices et destructrices dans l'effort 

créateur, et la puissance de l'artiste 

l'interprétation de son art. 
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PRD'ACB 

This study began in a boqkstore. While browsing through a· ,. 

(Ne~ York: 1965) 1 l was introduced to 

Picasso's late work and 
, , 

paintings on,the theme of 

in particular to his 

1/ 
the tlIrtist and model. , 

1963 series of 

One reproduction 

taken in Picasso's studio caught my interest. It showed a 

plaster. female head placed on the floor facing a canvas °that 

showed an
r 
artist painting another sculpted bust (pl. 79 in'thrs 

dissertation) . The suggestion of images-w~thin-images was 

intrig..ting. 

The extensive literature on Picasso invariably mentions the 

pervasive character of the artist and model in Picasso's Qeuy~~, 
<;l 

and usually draws attention to a group of works on this subject 

from one period or another. A few writers have surveyed the 

artist and model theme in Picasso's last thirty years: Michel 
t. 

l.eiris, "The Artist and His Model" and Jean Sutherland Boggs 

"The Last Thirty Years" in ~iç~§.§.Q· in John 
fi" 

Richardson "Picasso's Ateliers" in Ih~ !2.!d!:liMton M~g2~.i!}~; Gert 

In addition, numerous 

investigations of other themes and individual works have proven 

most helpful,. as have the writings of Leo~Steinberg and William 

Rubin. 

xix 
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To the best of my knowledge there have been no pr~v~ous 

analyses, in detail or as a who~e, of the artist and model 

paintings made in 1963. It is the aim of this dissertation to 

examine the 1963 peries in the context of previous works of the 
1 

artist'and model theme in Picasso's Q~uvre. This thesis seeks to 

explore the relationship between the content of Picasso's 

paintings and his id~as and geliefs on th~ subject of(~he making 

of art. This 

understanding 

study 
\ 

a1>.tempts to contribute to a 

of the the character of such beliefs. 
\ 

clearer 

and a 

sharper realization of the manner in which these convictions 

are rendered into visual form. The conclusions reached are based 

on an examination of Picasso's works. bis own documented 

statements. and reminiscences of tnose who knew him. Given the 

prolific nature of hi.s work, a repre~entative selection of 

individual works by Pi.cas,so on the artist and model theme are 

considered. The emphasis is on paintings, but where appropriate 

Picasso's drawings. prints, sculptures, and fictional writings 
" 

the st~ of_the 1963 paintings l 

are explored. 

As l undertook realized 

that many of their iconographieal elements are derived from 

Picasso's earlier depictions of the artist and ,model. The forro 
1 

this thesis taKes results from this observation. 

The text.of this dissertation is divided into two sections. 

The first three ehapters survey the principlé manifestations of 

the artist and model theme in Picasso's art from 1926 to 1962. 

The 'advantag'e of this approach is that it provides a , , 
1 

perspective, and a solid foundation on which to base the second 

section. Motifs. 
~ 

imagery, interpretations. and concepts may be 

- xx 
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(\ 

traced to th~ir inception, permitting the Iater works to be 

interpreted in thé light of the whoie. 

The six chapters comprising the second part generally 
( a 

follow the chronologieal order in whieh they were produeed, and 
.. 
are concerned with those works characteristic of the over one 

hundred paintings assoeiated with the 1963 artist and model 

. series. A decision ta restrict this portion of the study to , 
paintings was necessary-given not only their quantity, but also 

~~ , . 
. ' 

the even greater number of graphies on the theme. Although the 

subject of the artist and model continued to be represented in 
, 

Picasso's art aft~r 1963, these final works are'not considered, 

but are referred te in passing threughout this dissertation. 

The plates illustrating the text are located in a separate 

volume te facilitate reading. It, is hoped that this dissertation 

will meet Leo Steinberg in his 

introduction 

the challenge issued by 
\ 

te Qtb~~ Crit~~i~ (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. l am 
eonvinced that aIl of Picasso's work needs 
rethinking in the light of the whale; that 
the prevailin~ trend to deprecate work done 
after the thirties is misconeeived; thRt the 
significant unit y of Picasso's cr.eation will 
beeome ever clearer." 

- xxi 

PHYI.LIS COHEN YAFFE 
MCGILL UNIVERSITY 
MONTREAL, CANADA 



c 

\. 

, , 

nrrBOOOCl'IOH 

• 

Pablo Ruiz y 
_. '\ Il 

Picasso (1881-1~73) viewed himself as the 

archetypal creative being. He believed that posterity would 

arrive at a greater understanding of 
~ 

mind -1 in 

general through a study of the development of 'his own ideas: 

"Why do you think l date everything l do? 
Because it~s not· sufficient to know an 
artist~s works--it is necessary to know when 
he did them, why, how, under what 
circumstances.... 'Someday 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. l often think about such a 
science and l want to leave to'posterity a 
documentation that will be as complete as 
possible. That's why l put a date on 
everyth ing l do." 1 

This practice of clearly indicating the exact sequence of 

bis warks, makes it possible to follow the direction of 
, • 0 

Picassa's thaught, particularly on those deys when several were 

made. Brassai, co~menting on Picasso~s procedure und~rstood that 

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

1 
Gyula Balasz Brassai, Picasso mlg ~ompanY, trans. F. 

rice (New York: 1966), p. 100. The conversation from which this 
uote is excerpted occurred on December 6, 1943. 

1 
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INTRODUCTION 

warka, the proper place in bis persbnal history of creative man; 
2 

to insert tbem bimself--before others undertake the task." 
, 

WhenoPicasso undertook the 1963 artist and model series. he 

worked in a frenzy that has been dO,cumented by Héléne Parmelin . 
who was staying in the Picasso household: 

\ 

"In February 1963 Picasso broke loose. Be 
painted 'The painter and his model'. And from 
that moment he painted like a madman. Perhaps 
h~ will never paint again with such 
frenzy .... When he painted ,,'The painter and 
bis model', Pidasso was alone in front of his 
canvas, in his studio with its phenomenal 
variety and infinite number of canvases and 
everything else piled. there ... Tbere ' -are 
stacks of projectors and easels, the palettes 
are' tables .... But the'painter's studio on 
Picasso' s _ canvases i.s a painter' s studio, . a 
'proper' one' as people imagine it when it 
doesn't really exista A chest of drawers and 
sometimes a stand for the bust. A divan for 
the model ta lie on naked ... Il 3 

The artist and model paintings are repetitious in tbeir 

'conception, aIl follow a similar format showing the artist on 

the left, easel in the middle, and model on tbe right. 

Nevertheless, each work is distinct from the others, as Parmelin 

continues: 

2 

3 

. . 

"In tbis studio, as alweys in what one calls 
a studio, the painter is elways seated et the 
easel and we see bis canvas in profile. He 
holds the ~lassic palette and sheaf of 
brushes; and tries ta givJ;' them any other 
sort of ~ttitude but that of the painter 

Hèlène Parmelin, ~A~IiQ ~lU!§" trans. C. Trollope 
(London: 1969), pp. 85 and 87. , . 

2 

\ . , 
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seated at the easel painting a model who is 
posing. Be is the painter as such~ doing bis 
standard job .... He does not paint standing 
like Picasso~ but he is a serious, careful 
pa inter like him. His quest never' falters 
from one canvas to the next. Almost always~ 
as is proper, he has a pa inter ' s beard and 
long painter~s hair. Except when, 
occasionally and by chance, he begins to look 
like Picasso .... And i~s Picasso who is 
painting the model. Or at any-rate it is ~ 
Picasso who displays her. He can't really­
tell. It's like a dance. The ,painter is 
always painting; Picasso is always painting 
him"8 model. .. " 4 

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

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

distinguishing featur~s (Pl. 1). The massive dark pa,inter . .is the 

counterpoint to the disproportionate1y small green nude. She 

reclines on a red couch, forming a calourful contrast to him. 

Characteristic also is the artist's large right boat which 

occ~pies the center third of the canvas. The studio is a clearly 
"f-

I 

defined space. On the wall behind the painter are curiously 
1 

shaped marks. The easel in front of him carries a canvas which 

is visible, but whose subject is indistinguishable. On the chest 
\. i-

of drawers ta thé right is the outline of a plaster head. A 

final ~Boint of no~e is the spatial arrangement. The position 

and size of the model suggest she is at the back of the studio. 

Paradoxically, her lower torso inexpiicably intertwines with the 

, eas~l in the foregroùnd plane.~ 
\ 

\ i \ 

A number aÏ scholar~ have characterized the 19Q3 artist ~nd 

~--------------~-~---
4, 

Ibid.J,PP. 87-88. 

3 
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mMel series. Jean Sutherland Boggs describes "the artist as 

magician ... on the ve-rge of madness as if occupied bl' some alien 
5 

spirit. " Gert Schiff sees _Picas~o' s artist and model d as . "a 

metaphor for the conceptual nature of l1is art, for the 

transformation of the thing seen into a sign. for the 
6 

paradoxical relationship between e. :-tistic and pragmatic truth." 

Gallwitz points out the "four-way conversation between painter L 

model, the existing work of "'art~ and the one in process of 
7 

creation" , concluding at the end of the seri.es in ,lia classtc 
Î 

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

aspects the theme has ta offer ... 
, 

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 Sabort6s. Il As 

a result PGL:rose explains: 

"His work ber:ame more completely tho sole 
purpose of his life and at the sama time. the 
image of the outer world and of his inner 
self ... But to pretend- that it is possible to 

5 
Jean Sutherland Boggs. "'rhe Last Thirtl' Yetlrs, Il in Roland 

Penrose and Joh~ Golding. eds.. fiç!UH!Q in R~!a:2!œ!}tl, (New York 
and Washington: 1973) p. 235. 

6 
Gert Sch i ff, 

exhibition catalogue, 
7 

Klaus Gnllwitz, .,., 
'1971), pp. 163-164. 

a 
Ibj,g., p . 166 . 

9 

~iÇl1§§Q":' Tb.Q l~!J~.r, X!_HJr~.L 
(New York: 1993), p. 17. 

R{>land Penrose, riQ1Ui~.!.. Uill L.i!~ .anQ bât 3rd 00. 
(London and New York: 1981). p: 4~6. 

4 
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--~--deoipher fram his work the highly complex 
process of bis thougbt~ both logical and 
contradiotory and the rich variety in bis 
emotions and intellect would be presumptuous. 
The quotations of Eluard and Ribèmont 
Dessaignes with which 1 began this book: tI 
speak of that which helps me to live~ and 
'Nothing that can be said of Picasso is 
exact' still express the truth. Il 10 

Finally, Pierre Cabanne explains tbis series saying Picasso 

paints his memories~ so that wben ssked "what~ s Picasso doing 
). 11 

that' s new?" the answer is "Bis entire past." 
'-

,The Creative Process 

Throughout his life, Picasso befriended, sought cOUDcil 
_ 12 

from, and was influenced by poets. More th an fellow artists, 

Picasso was closest ta these literary -~igures, entertaining 

them, nrguing with them~ and illustrating their- books. Hè .aven 

emulated -them by composing his own poetry. The creative 

imagination found in bis speech~ writing, 

same mental processes: 

10 

11 
Ibid., pp. 448-449. 

and art reflects the 

Pierre Cabanne, L~,Siècle De Picasso: L~ gloire et !D 
sQlitYde, vol. 4 (Paris: 1975), p. 138. 
~ 12 

First it was Max Jacob in the early 1900s~ then Andrè 
Breton in the late 1920s and 1930s; this was followed by 
associations with Jean Cocteau, Paul Eluard, Michel Leiris, 
Louis Aragon~ and Pierre Reverdy. Geneviève Laporte, fu!nsbi~ 
A1t lü!lnii{bt, trans, Douglas Cooper, (New York: 1973), p. 5, who 
quotes a letter fram Cocteau: "1 always thought of Picasso as a 
Poet ... n, See Chapter One for more on thel;le relationsbips. 

'- - 5 
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" ..• if l'OU take IllY sayings and explœe tbem 
in the air~ they remain only sayings. But if 
l'OU fi t them together in tbeir oorreot 
places, l'OU will have tbe whole story. Il 13 

In aIl forms of bis communication, 'picasso conveys bis moanings -

tbrough "glances, expressions, gestures, ambigui ties and 
14 

. paradoxes. " He interpre1ïs his stylistic manner as 

reflection of bis thougnt and emotion: 

"If on artist varies bis mode of expression 
,this only meSDS tbat he has changed his 
~. manner of tbinking." 15 

direot 

PiCasso's delivery. whether verbal or visuel, conteins 

paradoxes of form and content. as tbose close to the ertist 

8Xl?lain: "It is always. tbrough paradoxes that [PiC8SS0] !Dakes 
16 

his most profound and astonishing remarks ... These 

13 
Dore Ashton ed., fi.QU1iO gD An.:. A full.agjtÎJm S2! YimtCf, 

(New York: 1972), p. xix. This quote is taken fram Dor de la 
Souchère, ~§§Q A Antib§§. (Paris: 1960), p. 13. This aooount 
includes daily nates basad on ,Pioasso's conversation takon 
during the oreation of Picasso' s own DlUsoum in Ant i bos. 

14 
1 Ashton. ~lUiJi.Q QI) Art. p. xix. furlher 

Peqrose's characterization of,Picasso's oonvorsation 8S 
"above aIl on the reaotions of his listeners 
to 8lDbiguities and paradoxes which can becolDo 
the threshold of new ideas. The pleasure 
Picasso takes in preson'ling tho reverse sidn 
of a problem can rerluce the over-serious 

15 
questioner to dospnir." 1 

repel'lts 
rolying 

Ibig., p. 5. This is takon from a stotement by Pi080RO 
made in Spanish to Marius de Zoyas and trBDslotod into Kng1 ish 
and yublished under the title "Picasso Spoalcs," D:i!2 Acte. iN."., 
York: }otay 1923) nnd rpt. in Alfred H~ Barr, ~iQJni(lQ':" li!u luta 
Qf Bill An. (New York: 1946), pp. 270-271.' 

made 
1969 . 

16 
Ashton E.i!;:1Ui.6.Q Qg An. p xv i i i . Th i s statftltênt "'GU 

by Roland Penroso in a lutter ta Ashton dated February 7, 
Sucb reaarks are corroborated bl' t.hoR8 who bad knmm 
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l 
contradictory patterns of thougbt pervade Picas BOl s imagery, and 

u 

are manifest in the union of opposites that characterizes his 
17 

art "frôm.-an early period. 
, 

Picasso's speech patterns are analogous to the sign-like 

f cbaraoter in bis works. The schematic artist and model stresses 
.~ \ 

the ideas they represent. Picasso believed that such reduced 

• abstract forms contained the distiIIed essence of reality: 

The 

,. Art is a language of symbols ... Two holes­
that's the symbol for a face. enough to evoke 
it without rep'resenting it .... Two holes, 
that's abstract enough if you consider the 
complexity or man ... whatever is most abstract 
may perhaps be the summit of reality. " 18 

internaI source of much of Picasso' s imagery 

unpredictably from 
1.9 

intercommunicating levels of bis 

personality. 

flows 

own 

Picasso at various stages in his l ife. See comments in Ashton 
by Maurice Raynal, Mich~1 Leiris, and Jean Leymarie and others. 

17 
An early example of this ingrained opposition L~ 

IQile~t~ (Zervos 1: 325).' where two women confront each other. 
One is nude, one clothed; one with arms raised. the other with 
arms lowered; one a frontal view, the other a profile. Each 
aspect is echoed by its contrary. The result is a point and 
counterpoint choreQgraphy--the effect. poetic. 

Another instance or this is in ~Q HQm~, also of 1996. See 
Leo Steinberg, "The Philosophical Brothel," part t'Wo, An H~~~. 
LXXI (Qctober 1972), . pp. 41-42, who discerns in the I~Q ~QID~n 
the duality of a- single entity: "like a self and its mirror 
image in self-discovery ... 

18 
" 

Brassai. Pica~~Q ~ng ~~~. 
took place on May 17, 1960. 

p. 241. This conversation 

19 
Leo Steinberg, Qther Criteri~ 

Twentieth-Centua ~rt, (London. Ox:ford, and 
110-111. See also the statement made by 
Chapter Six, note 37. 

7 

CODrrQg~~tiQg§ with 
New York: 1972). pp. 
Picasso quoted in 
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"Of course, one never knows what's going to 
c~e out, but as soon as the drawing flets 
underway, a st ory or a.n ide a is bom, - and 
that#s it. Then the story grows, like theatre 
or life--and the drawing is 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 repeated 

tri Andrè Malraux: 

"What e:xactly." he' asked. .. is painting?· 
. ~.When people want to understand Chinese, 
they think, '1 must learn Chinese,' right? 
Why don't they ever think that they must 
learn painting7 .... People aren' t plèased," 
he_ went on, "because what they want is a 
painter who, when he thinks about Kuzbec 
[Picasso's dog], makes a copy of Kuzbec. But 
the letters that make up the work 'dog' are 
not a copy of the dog! "121 

Precedents to :the Artist and Model Motifs 

Picasso's visual imagery may be traced ta Symbali~ idens 

which he 

Barcelona. 

~aintained ,from his exp~~ure during hi,s 

These early -influences were sustcünud, 

youth in 

for Picasso 

later referred to bis copies of the .works of Rimbaud, Verlnine, 
f 

20 
Robert,o Otero, EQI:!.tY2!: ri.Q'nj,lJi.9~ lm IoJ,_i_muLc L~]C)k ott FUs 

~~ ï~~~â, (New York: 1974), p. 170. 
21 

André Malreaux, ~i.ÇOS~Q~~ M~HJ~, trnns .. 1. Guieh8rntlud, 
(New York: 1976), pp. 114-115, 118. Anothor n:;poct of PiGIl:J:.jo'n 
integra-vion of !.Ütns into his art 15 oxplurod in It:dounrd Huix 
and Jean Pierre .Jouffroy, Ei~.H~~UÇ dg l~ ilJmg~ ~ ~ lu lQttr2, 
(Paris: 1981). 

8-
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_ 22 
and Ma.llarmè. Catala.n Modernissimo 'lias distinguished by a 

fascination with everything Northern. This is evident in the 
• 

lively discussions in the Bohemian tavern E! ~!!t!:~ g~"t§., and in 

the Revues, Pel.i ;elom~, Jov~ntu~, and Cataluny~ Artlsti.Q~ in 

which Picasso wrote articles and which frequently carried 
23 -

translations of Schopenhauer and Nietzsche. The latter's 
24 

influence 'lias particularly strong on Picasso. By the age of. 

seventeen Picasso had read the works of Nietzsche, as had his 
25 

cQmpanions at El 2Yatre Gats. 1 

Blunt and Pool point out that the attraction of Symbolism 

ta the young Picasso was based on the faet that _ he 'lias a 

"highly conceptual painter ... [more] ... exci ted by ideas or by the 

works -of other artists than by that direct, prolonged contact 
26 

with the object." One of the symbolist iIDPqratives in art was 

22 \ 
Penrose, Pica~;m..:.. His Life ~ml ~n, -pp. 73, 141: Later 

references to Rimbaud are documented in Francoise Gilot with 
Carleton Lake, Life tiith Picasso (New York and London: 1964), 
pp. 46 and 198. 

23 
Anthony Blunt and Phoebe Pool, E.ica.§.§.Q~ Th.ê Fom!!:tive 

Yea!:â..... A Stu~ of His ~ouKÇes, (London and New York: 1962), p. 
7. For a furlher discussion on Picasso as a Symbolist artist, 
see: Edward Luc~e~Smith, ~~mQolist ~rt, (London and New York: 
1972), pp. 201-2aB. 

24 
For a discussion on Nietzsche' s influence on Picasso 

see: Ronald - W. Johnson, "Picasso' s Old Guitarist and the 
Symbolist Sensibility," Art.Î.QDJ!!.!, XIII (December 1974), pp. 56-
62. 

25 
Blunt and Pool, Th.§ E.QK!!Hrtive Y!"'1~K~, p. 7, plate 39. 

- Picasso took bis knowledge of Nietzsche from the Catalan poets 
Juan Maragall and Joan Oliva Bridgeman bath of whose works 
Picasso illustrated. See .IJ;Üg., pl. 39. 

26 
Blunt and Pool, The Formati~ X.!"'1ars.. pp. 1 and 4. 

9 
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27 
the concentration and reduction of the subject, whiob WtUI tben" 

CODveyed through a symbol io shorlhand: 

" ... it is the poet's task to find, to invent, 
the special language whicb will a10ne be 
capable of expres~ing his personality and 
feelings. Such a language must make use of 
symbols: what is so special, so fleeting and 
190 vague cannat be conveyed by direct 
statement or description. but only by 8 
succession of words. of images, which will 
serve to suggest i t. . . ... 28 

Like other 6arly twentieth-century artists, 
29 

Pioasso _ used 

. sYmb01ist imagery to medi tate on ae,sthetics. 

Art as the subject of art is apparent in Picassa's work 

from a very early date. In_ 1900 Picassq. made a rear view 

portrait in ink ,af the painter Sebastian Junyent at woik 
30 

standing before his easel. 

Before the theme of the artist and model was overlly 
. 

stated was anticipated. by other studio subjects. John 

Richardson,- writing ~in 1957, identifies separate directions 

22. 

27 

28 

29 

Robert Goldwater, 5:lmlmli§Ph (New-York: 1979). p. 2. 
J 

Edmund, Wilson, Axel'§ !&§:tl~, (New York: 1931), pp. 21-

See Kate Linker, "Meditations on a G01dfish 80w1: 
Autonomy and Analogy in Matisse," ArtfQ:rYm, XIX (October 1980). 
pp. 65-7'3, for a discussion on the "pnrallel meditations" 
between images of the world and Matisse' s transformod aoathetic 
sph6re' in bis paintings of the 19208. Also, Jean Laude. "Les 
'ateliers' de Matisse," ~QIQgy.iQ ~tl~fl, XVI (June 1974), pp. 16-
25. 

A recent evaluation of Picasso as a nin6toonth--century 
artist is Norma Freedman Broude, "PiC8SS0: Artiat of tho Century 
{Late Hineteentb)," bÛ;i, LV (October 1960), pp. 84-66. 

30 
Discussed in Michel Leiris, ··The Artist and His Modol," 

in Penrase and Golding, f.iQaliQ in H~j;a:Qf!2~Qt:, p. 243. 

10 
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VhiCh these 
. 31 

take: and direct, oblique and descriptive 

allegorical. However. these distinctions merge wh en 

Richardson' s example of the first type. Th~ ~lue Roo!!! of 1901 

(Zervos l; 103), is viewed retrospecti ve ly (pl. 2). The 

descriptive element disintegrates when one considers. as 

Richardson. admi ts.. the woman shown bathing in the foreground is 

" "so reduced in scaie that she seems more like a piece of 

sculpture than a lfing 
32 1; 

persan. .. This i~ imporlaJ;)lf because .IlI.i t 

... constitutes what , in effect a double transformation of .:the 

real into an artifact. painted and sculpted. A f'urther 

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 Edger,Degas' Th~ TUD in which a woman is 
33 

( likewise observed in her intimate toilette. An additional 

resemblance ta Henri Matisse's ~h~mQ~~ ~ ~j~çi~ of 1898 may be 
34 

fortuitous as Richarqson claims. but it i5 aIs a consistent 

with what will be Picasso' s l~fe-long incorporation of 

references to one or severai other artists into a work of bis 

OWD. 

31 
John Richardson, "Picasso' s Ateliers and other reeent 

Works." Th~ BUJ;:lingtQQ M~g~ziIle, XCIX (June 1957).. p. 184. His 
.example of the first, allegorical type, is L~ Yig of 1903. 
Discussions on this complex work are found in Lucie-Smith 
~~!!:!!m.li§m, "p. 204 and Theodore Reff, "Themes of Love and Death 
in Picasso' s Early Work," in- Penrose and Golding, ~iÇ~~âQ in 
RêtJ;:QspeQt, pp. 13 and 20 ff. 

32 
Richardson, "Ateliers." p. 184. 

33 
lm alternate title for Thê ~ly.§ EQQID is given in Zervos 

as Tllê TuQ. 
34 

Richardson "Atel,iers" ~ p. 184. 
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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 led to tho 

portrayal of the different qualities of sight. From an early 

period Picasso explored the dichotomy of outward and 
35 

inward 
• 

vision in numerous paintings of sight and blindness. 

The experience of perception on which the representation of 

the artist and model is found~ was first contained in tne 

subject of the 'Sleepwatcher'. The points· of similarity between 

these two themes are a d.ichotomy of the observer and the 
36 

observed. a duality between active and passive participants, 

and the enhancement of the first two by a distinctive right-lefa 
" 

division of the visual fie~d. 

These correspo~dences may be apparent ,in two watorcolour 

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

M~Qita~iQn. contrasts two figures placed on oPPoGiËc~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, E1Q~§qQ~ 6~t ~~ 
AytQQ~Qg~gQ~, (Chicago and London: 1980). For Picasso's 
depictions of blindness and its relation ta Spanish literary 
tradition see the unpublished M.A. thesis: G. Scott. 'J.:tlÇ Th~m~ ( 
çf BlinQn~~§ ~Qg th~ N~w. P-~.rQ~tiQo., UniVf}rfiity of California, 
Berkeley, 1967. 

Examples of this are Ç~lg~tlrHl. Bl1.rce!onn U)O~3, ZervOG 1; 
83; and Tb~ BliDdIDDD~fi M.m!l, Barcfdona 190:3, Ï-nrvo:; 1; 160. 

36 
For 

part ici pant 
Parts 1 und 
1972) . 

a perceptive discussion of the roies of observer and 
see Leo Steinberg, "The Ph i losophj cu l Brothol, .. 

2, Ljrt tl-'l~;:!, . LXX und I.J.<XI. (Scptcmbf;)r and Octobor 

12 
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-
portion of-a sleeping woman. Across fram her a dark brooding 

\ 37 
man sits chin'in band. She passively reclines on a cushioned 

bed; he sits on a hard chair, Their differences are accentuated 

by the dichotomy of 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 
38 

mental and contemplative . 

. Bath are in contact with thèir inner-most selves. She 

dreams; he thinks. They share a k{nd of mental image-making not 

unrelated to art-making. This connection was asserted by 

Picasso, who when pressed about the meanings in his art, 
39 

responded: "How can anyone enter into my dreams?" 
'. 

The male observer looks outward and inward. Like the 

artist, he is a witness absorbing experience, responding to 
40 

something beyond himsel~. He is al~o an obse~er, isolated 

within the private realm of his mind. Here lies the core of the 

artistic enterprise and the foundation of Pinasso's artist and 

model theme. 

37 
William Rubin, Piç~~~ç in the Col1ectiQn Qi thg MyseMm 

of MQde~ ~rt, (New York: -1972), 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, PicassQ ~ng M~n, exhibition catalogue, (Toronto· and 
Montreal: 1964), p. 10. This was Iater confirmed by Picas~o in 
a conversation with William Rubin. 

38 
Leo Steinberg, "Picasso's Sleepwatchers," in Qth~~ 

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

Quoted in Ibig., p. 102, and Barr, Fift~ Year~. \p. 274. 
40 

Boggs, ri~§§Q ~ng Man, p. 8 and 
Mggit~~iQn evidence of the artist's emerging 
bis own will." 

,-

.) 
13 
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The position of the spectator is clearly a11ied. with the 

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

day. Th~ SleepiQg ~~Q~ (pl. 4). The sleeper. seen fr.om above. is 
-,' 

'; 

placed. tupright', so that she lies pa~allel to the vertical plane 

of the drawing sheet. The watcher. a tall angulâr figure with a 

heck and head that projects perpendicul~ to his' body. peers 

down on the sleeper. Bis position corresponds to the viewer's 
41 

a~le of vision, looking down at her. 

The theme of studio activity is also.anticipated. in Cubism 

with its suggestions of the uniq~e vision of the artist, and its 
42 

representation of different levels of real ity'. As Will!.f\m 

Rubin has noted. the ambience of the atelier was present in the 

iconography of Cubist still life. and the process of painting 
43 

was ~'implicit in the methods and facture of' Cubism ... 
\ 

Later, 

the unique notation system based on signs that i5 inherent ~.n 

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

These characteristics may be summarized by the iollowin 

41 
See Steinberg, "Sleepwatchers." p. 93, for a discussion 

of the spectat'or who approaches the watcher' s pos i t ion. 
42 

On the fluctuations between levels of perceptual reafity 
see: Withrop Judkins. "Toward a ·rt'einterpretation of Cubism," ~tl 
Bulletin, XXX (December 1948), pp. 270-278. Picasso'::; hnndling 
of difÏerent levels of interrelated reality was seen in his 

'Cubist collages which, ': as Krauss notes, wns the "rcprescrrtation 
- of a representation" and "a metabmlJual1e of the vü:;ual," 

, Rosalind Krauss, "Re-Presenting Picasso," ~Kt: . .in 6mê._Liç~. LXXVI 
(December 1980), p. 96. 

43 
William Hubin. riç~~§Q ln tb.Q ÇQll~.QtiQQ Qi tnn ..M1d~mJm -

of Mode1Zn Art, p. 1128. 
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1 
, 
1 ___________ 

escription of Cubism: 

Tbe 

. 
"[Cubism is] almost a reversion to a Medieval 
viewpoint in which a pictorial image is a 
symbol and its relations to reality is 
conceptual. It is tempting to say that the 
Medieval manuscript page suggests the closest 
parsI leI to the Cubist mixture of 
conventional symbols and extremely stylized 
images of rea~ity .... Confronted with these 

·various alphabetical, numeral and musical 
symbols, one realizes that the ar s and 
planes that surround them are also to e read 
as symhols, and that they are no mor~ to be 
considered the visual coun~~rpart of re lit y 
than a work is to be considered ident al 
with the- thing to which it refers." 44 

first ama 19aÏDation of the ·eub· t manner of 

representation and the theme of the studio is found in the 1926 
45 

In:!!eriQ!': ~itb Easel (pl. 5) . Presented in a late Cubist 

collage style, the easel and palette refer to the artist' s 

activity. The palette is placed on'the spot usually reserved for 

tb-\ canvas in progress. The artist is suggested by distorted 

sha~es that are combined in a tbumb-leg form, disproportionately 

enlarged on the- left side of the canvas. This discrepancy 

44 
, Robert Rosenblum" CUQi§m ang Twentieth-Centu~ ~~, (New 

York. 1966), p. 66. From this aspect of Cubism other artists. 
especially Joan Mir6, who developed his individualized character 
signs that formed the basis of a consistent formaI repertory. 
Pica~so, in turn, was influenced by the discoveries of his 
younger compatriot, -for whom form was always the sign of 
something and never ari abstraction unto itself. See: Rosalind 
Kraufs 8Qd Margit Rowell, M~etic Fields, exhibition catalogue, 
(New York: 1972), p. 126; and Linda Jane Frank Langston, 
Disgyi§.~ ~oubl~ ~rtraits in Picasso' §. Hçrlç.a... 1~2~~2., 
(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 MQntrrull, (Montreal:, 
1985), pIste 11. p. 151. 

) 
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between clearly r~~eseDted and obsoure ovérlapping objects 
46 

produces a contrast between figura~ive and abstract modes. Th~ 
/ 

ensuing confrontation Opens the way for the isolatiori of 'the 

artist and bis model~ aB a singular theme of its owo . 

.. 

\ 

" 

fi 

46 
Ibig., p. 150. 
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ART AND ~ITY IN' THE ANTIST AND MODEL TBEME: 1926-193-3 

"In the end there is only love. f]owever 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 wi th the creative process is fundamentnl to 

Picasso. This opiniqn was repeated by Picasso throughout 

life, and seems to form a 'leitmotif' €Jf bis thinklng in 
2 

art. P,icasso' s statement embraces 'love' and llrt-mak ing. 

1 
Ashton, ~ig!!s'§Q Qg ~n, p.78, quota is takon 'from 

Tèriade, "En causant avec Picasso," J!l!!.r.~n§.ig~~nlf (June 
1932) and reprinted in "Propo(:; de Picasso à Tèrillde," Y~r.y.e. 
XX (1948). 

2 

his 

his 

It 

E. 
15, 

XIX-

Ashton, PigassQ Qg ~.r:t, p. 79, also refers to Jean 
Cocteau, Th~ JQurn~ls çf Je~n ~~~Y. ed. and trans. W. Follie • 

. (New York: 1956), p. 49, repeats that paintinf{ is n blind man's 
profession~ Roland ,Penrose, e.iç~~riQ';' Ui:i J.â,fl2 {locJ. ~Qrk, P. 80 
~lso quotes Picasso' s parable noting i ts acho in PnE\cal: "Jasuu 
C'lme to blind those who see c learly and g i vu s ight to the 
blind." Ashton, fiQ~§~Q mi ô.d!. p. '/0. further citml the 
recollection of Picasso's famous remark in Camilll Jos6 Colu, "El 
viejo picador," Pa~~l~§.!i~ 5QIl 6r:mng~}[lfi XVII, (April 1960). This 
par~ble with its refercnce to thQ "third oyu of tho imnginntion" 
is .:"ecognized 8S a fundnmental conci::ption ta Piollsso ln n 
conversation between Roland Ponrose and Dominique Bozo, in 
"Picasso: The Surrealist Realist.," AJ:t.fQrYlD" IX, (Summer 1960). 
p. 29. 
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links experience and sensatioos--wbile paradoxically se~ing to 
3 

deny external regard. This chapter will begin to examine 

Picasso's ambiguous relationsbip with art and reality and its 

connection with-the burgeoning artist and model theme. 

, ' Art' aDd Beality 

'l'he appearance of the fully formed theme of the artist and 

bis model begins in Picasso's Q~yvre 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 
~ 

conception and a classical linear naturalisme Picasso believed 

3 
Penrose, Picasso: His Life Dgg Work, pp. 88-89, observes 

that Picasso sought an inner vision that would consolidat~ the 
disc~epancy between seeing an object and knowing it, so the 
artist could see and feel; understand and love even without 
sight in the physical sense. 

Picasso's inexorable link between love and painting is 
stressed, for example in Jean Paul Crespelle, ~iQ~~~q ~~ Hi§ 
~Qm~n, transe R. Baldick, (London: 1969). For furlher on the 
connection between love and art-making, see the cagent article 
by Gert Schiff, "Picasso's Suite 347, or Painting as an Act of 
Love," in Picasso ig Per.§œ~gtiy~, pp. 163-167. 

See Chapters Eight and Nine for additional consideration of 
the manifestation of tbis 'love' in the artist and model theme. 

4 
Classicism in Picasso's art is explored in: Phoebe Pool, 

"Picas'so' s Neo-Classicism, First Period, 1905-1906," ~Q1IQ, 
LXXXI, (February 1965), pp. 122-127 ,and "Picasso's Second Neo­
ClassTClfl Period, 1917-1925," ApollQ, LXXXV, (March 1967), pp. 
198-207; Anthony Blunt, "Picasso's Classical Pericxl (1917-
1925), .. ~~ BurliMton M~zine, CX, (April 1968), pp. 187-191; 
and Jurgen Tbimme, ~iç~§~ YOd ~ Antik~. exhibition catalogue, 
(Karlsruhe: 1974). 
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these stylistic variations were not an end in itself. but the 

means to convey bis ideas: 

? 
, 0 ' 

.. If the subjects l have wanted to express 
bave sugasted different ways, of expression, l 
have naver besitated to adopt them .... This . 
does. -not imply either evolution or progress. 
but the adaptation of the idea one wanta ta 
express and the means' to express tbat idea." 
5 (Emphasis added) . 

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

One of the earliest, Ih~ Arti~t ang tli~ MQd~l, demanstratos 

Picasso's use of dispa~ate styles ta realize the confrontation 

between art and reality (Zervos VII; 3~). This work is 8 

flattened web of lines from which two forms emHr{{o: ' Il modol on 

the le:ft and a paioter on the right (pl. 6). Tho llrtist, ohown 

bending over his palette~ 'is camparatively nnturalistic. 

Tbe treatment of the model fluctuatos betwetm modes of 

transcribing reality. The nude lies supine. Her swollod hands 

are crassed behind a head thut had benn reducud t.o n ei rclo on II 

stretched out neck. Within this round shape, a squaro cot:ltnin$ 

her face, her features marked with dots. Tho resL of th(~ torno 

dissolves into a skein of 1ines. Surprisingly, out of thu 

indecipherable tangle that reprcsents her body l) raai foot 

?rojects toward bath the pllin-ter and th(~ plf"!turu pl1mo. 

The treatment of the model cont~l1ins t .. broc types of 

representatian: 1ibstr1lct, und tho 

naturalistic. The interwoven lineEt 8re complutely obstroct, tho 

Ashton, fi~~Q QD 6rt, p. 5. This ia quotod trom ft 1923 
interview with Marius de ZaY8s. 

20 



-. 
CBAPTER ONE 

dotted facial features show a schematic- reduction~ and 

naturalism'is approacped in the clear forms of the model~s foot. 

The reclioing model bas become confounded with her painted 

image. -Eacb degree of representation reveals a different level 

of reality. The naturalistic suggests the actual model; the 

__ scbematic and abstract allude to ber transcription ioto art. 

The artist provides the focus of the action. He si t~ on a 
-

chair with his legs crossed, concentrating on clixing his paint 

but he does not look at the model. Superimposed views of this 

figure 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 directed away from the model, and a phanthom head which 

rises out of bis own looks toward the model with large circular 

eyes. , 
\ .-

The painting is divided into sectors by the edge of the 

artist> s canvas which -forms a vertical, extending downward to 

meet his elbow and leg. The studio space rèpresented within is 

partitioned from the artist's propped-up painting by a distinct 

boundary made up of the round tack heads aligned with tqe edge 

of-the painter's canvas. 
\ 

One side of thè visual field shows the product the 

{(,-tistic enterprise. The other half is a demons~ration of tbè 
\ 

pro cess of creating an image which is at .le~~t partially 
\ 
\ discernible to the observer. 

The formation of the model on the artist's canvas may be 

charted by the degrees of abstraotion. This May be interpreted 

21 
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in opposite ways: one involves analysis, the other sythesis. In 

the first, the artist builds up forma out of the sketohiness of 

the abstract web, prQgressing toward greater intelligibility as 

her emerging figuration advanoes from schema ta naturalism. In 

the second, the artist abstraots and reduces natural appearanoes 

in a way that is also consistent with Pioasso's analytio method 

and bis.ass~ssment of bis own art: 

The 

"There is no abstraot art. You must aiways­
start with something. Afterward you can 
remove aIl traces of reality. There's -no 
danger, then, because the idea of the object 
will have left an indelible mark." 6 

process ia a cycle of 
7 

creation, destruc;tion,. and 

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

into its MoSt charaoteristio aspects. The result is a 

transformation of the model's likeness into another kind of 
1 

reality--that of the arlwork . 

Pi08sso'a Illustrations of 

Bal.ao's Lg ~ d'Oeuyro InoOnOY 

1 

i Pioasso's absorption in the prOblems of art and reality is 

refleoted -in his long-standing fascination with tbe ninteenth-

6 
Ashton. Picas.§Q Qn Atl, 

Christian Zervos, "Conversation 
(1935), pp. 173-178. 

? 

p. 64. This is excerpted from 
avec Picasso," Cahier d..:Art. X. 

The cyclic obaracter of the artistio process in Picasso's 
art isdiscussed in Chapter Five. For the paradoxical dualism of 
creation and destruction see Chepter Eight. 
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" 
century fable by Honorè de Balzac, . Le Çhef d/O,~uvre Inconnu. TB 

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

deluxe edition of Balzac' s st ory published by Ambroise Vollard. 

Picasso's interest in Balzac continued long after his 
9 

illustrations. 8e made a series of portraits of Balzac in 1952. 

Even as late as 1968 Picasso incorporated the image of Balzac 

and references to his fable into a series of etehings known as 
10 

the ~uite 347. 

Balzac" s Q!~f g~Oeuv!:e InQQnnu embodies many elements 

important ta the deve lapment of the icon~raphy of the artist 

and his model the~fe. A brief examination of the fable and its 
# 

relation ta Picasso's treatment of the artist and his model .. 
motif might be useful. 

Balzac"s L~ ~hef d'Q~uvr~ tells the story of a fictional 

8 
, Picasso' s illustrated L§ .Çhef g~Oeyvre lm;mnnu included 

sixteen abstract woodcuts based on - ink d,rawings _ of 
"constellations of dots ùonnected by lines," see William S. 
Rubin, PiQM!.§Q in th.ê Co11.êc:tiQQ Qi the Ml!.§§1!m Qi MQgern Art, 
(New York: 1972), p. 1~7. As weIl, Picasso made a dozen etchings 
espeeially for Balzae's story. For the relationship between 
Picasso and Balzac's L~ .Çh~i d~Q~YYK~ see: Dore Ashton, ~ Eabl~ 
Qi Mod~rn A~, (London: 1980); and Abraham Horodisch. riÇ~'§âQ~'§ 
~ BQQk ~rtist. trans. I. Grafe, (Cleveland and New York: 1962). 

9 
Block, 714-722. Picasso's continuous bigh esteem for this 

story - is reiterated in his recommendation in the early 1950s of 
Balzac's tale ta pne of bis mistresses. See Geneviève Laporte, 
~Ynâh~n~ ~t Miqnight~ M~mQKieâ Qi EiQ~§§Q ~ng Qoetg~y. p. 12. 

10 
See ~~it~ ~11. numbers 91 and 100, for portraits of 

Balzac, presented in Beryl Barr-Scbarrar, "Sorne Aspects of Early 
Autobiographieal Imagery in Picasso's 'Suite 347'," Th~ Art 
~ylletin,' LIV (December 1972), pp. 526-527. Allusions to 
Balzac's novel may be found in numbers 99 and 344 of the Suit~ 
~~7., and explored in Gert Schiff, "Picasso' s Suite 347, - or 
Painting as an Act of Love," p. 166. 
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Old Master painter named Frenhofer, who had worked for ten years 

on the painting of a beautiful woman whom he loved as if sbe 

were a real person. He reluctantly unveils his masterpiece 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 youpg painters are horrified to 

discover only an unintelligible wall of paint on the Master's 

canvas. The only remnant of the image.buried beneath successive 

layers of paint is an exquisite foot which emerges from the 

chaos. When the two young pa inters confess. that they "see 

notbing" Frenhofer angrf'lY dismisses them. The old artist 

realizes , "" he has reached beyond\ the abyss in both , painting· and 
, 

life. burns aIl his paintings during the night. and t.len kills 

himself. 

Balzac' s ~ef g.: Qeuvn! InCQDnY exerted a strong in'fluenoe 

on the imaginations of late nineteenth and early twentieth-
11 

oentury painters and poets. Such interest is not surprising 

considering the story anticipates the dilemma of the necessity 

s . 
of the artist to abstract from bis experiences and ta rema1n in 

touch with daily reality which occupied the avant-ga~e artists 
12 

of the time. Picasso was no exception. 

Eeboes between Pieasso's artistic eon~erris and the ideas 

11 
Artists and poets who were influenced by Balzac's tale 

include Cezanne and Rilke. See Ashton. ~~ Eabl~, pp. 60 ff. 
1~ 

Dore Ashton, "Picasso and Frenhofer: The Ides of Modern 
Art, Il Art§. ~f!n§gf!,. XXXVII (September-Gctober 1980), p. l'. 
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.13 
expounded in Balzac' s story have been observed. Further 

'parallels might be made bêtween B~lzac's fable and Picasso's 

artist and his mod:el theme. The first similarity concerns the 

question of representation in art. Frenhofer's unintentional 
, 

foray into abstraction leads him into insanity. He sees 

béautiful 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 wqrld where only 
14 

the artist knows what is b~fore him. 

The second influential aspect of Balzac's Çb~f ~l:Q~uv~~ 
15 

lncor,ny is the role of love. In a variation of the ancient 

Pygmalian myth, Frenhofer is in love with(the p~inted image of 

the beautiful courtesan. This is a passion that arose out of his 

Bct of creation: 

13 
See Horodisch, Pic!!~so as !! Book Anist, and Ashton, 

M~ern E~Q!~, pp. 31-39. 
14 

Picasso recognized this conflict as the source of the 
tension in Cezanne's art whicn influenced him greatly. Ashton, 
Modern E~Q!~, p. 76, reports that Picasso reacted to the 1907 
Cezanne retrospective by "drawing back from the Frenhofer-like 
impulse to plunge into the abyss· .... " Like Cezanne, Picasso 
realized that even in abstraction the artist had ta maintain 
contact with the objecta Nevertheless, she, p. 11, points out 
that Picasso acknowledges the creative benefits of this 

. conflict: 

15 

"What forces our interest is Cezanne' s 
anxiety--that's Cezanne's lesson." 

On the role of Eros in the creative life of the 
Surrealist circie see: Whitney Chadwick, "Eros or Tbanatos--The 

_ Surrealist Cult of Love Reexamined," ArtforUID," XIV (Novembèr 
1975), pp. 46-56; and Anita Coles .Costello, fi2~§§Q:§ :YQlla~ 
Suite", (published Doctoral dissertation, Bryn-Mawr Collage, 
1978), (New York: 1979), pp. 71-110. 

25 
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"1 bave 1ived with ber; she is mine, mine 
a100e; sbe loves me. Has sbe not smiled at 
me, at each stroke of the bru sb upon the 
canvas? She has a soul-the soul I have given 
ber .... My painting is no painting, it is a 
sentiment, a passion. She was born in MY 
studio .... lt is not a canvas., it is a 
woman .... I am a lover first, and then a 
painter." 16 

The artist loves bis painting because he created it--but 
, 

conversely, he also created it out of love. The other artists 

aIs a d~onstrate the same passion for their works. The young 
1 

Poussin's model and lover complains he never looks'at her in the 

same way tbat he does his paintings of her. This analogy between 

love and creation is central ta Picasso's transformation of 
17 • 

reality into art. 

The third aspect of Balza6's story reflected in Picasso's 

theme of the artist and bis model is the image of the Old 

Master, Frenbofer Balzac presents.him-as the absolute artist. 

In the description of tbis fictional painter and of his studio. 

Balzac likens Frenhofer to Rembr~ndt: 1 

16 

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

Honorè de Balzac, "Le Chef d'Oeuvre Inconnu," in The 
Quest Eor ~ Absolute. trans. E. Marriage (Philadelphia: 1069)~ 
pp~ 245-246. 

17 
See William Darr, "Images of Eros and Thanatos 

Picass:1s ~Guernica'," Ib~ ~n sl2YnlAl, XXV (SUmmor 1966), 
338-346\ 

26 
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might have 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 

rendit ion of Rembrandt is found first in the 1933 atchings of 

the Ygll§rd §yite. He ~eappears 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 bas "pushed beyond appearances" to exist in astate 
21 

of anxiety plagued by metaphysical doubts. 
1. 

The fundamental issues behind Balzac's Çh~f g'Oeuy~~ 

InQQnnu were also those Picasso was dealing with in his own art 

in the mid-1920s when the motif of the artist and his model 
1 

first appears . In her cagent discussion of Frenhofer and 
... 

Picasso, Dore Ashton sUggests Balzac's tale raises questions • 

18 r 

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~ 
years of Picasso's life the latter is also presented as a 
painter, as considered in Gert Schiff, ~iQ~sso: Ih~ L~st Xear~, 
(New York: 1984), p. 31. A sum~y of the relationship between 
these two artists is found; i~ Janie L. Cohen, "Picasso's 
Exploration of Rembrandt's Art, 1967-1972," ~n§., LVIII (October 
1983). pp. 119-126. 

20 
For further on the . connection between Picasso and 

Rembrandt. consult Chapter Seven: 
21 

Ashton, ModeKn Fable, p. 29. Picasso's anxiety has 
been extensively documented. See, for example, Hélène Parmelin, 
PiQ~~~Q ~lain, trans. H. Bare. (New York: 1963), pp. 56-60, who 
comments p. 60, that "Picasso suffers when he is working anl:l'" 
when he is Dot working ... 

27 
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. which a1so concerned Picasso. 

"What. is a painting? ls it an image? A 
creation? An extension of the self? A 
detached object among objects?'-. wbere is 
the paint.ing? Does it hover between ~rtist 
and observer? Is it. in tbe material of tb~ 
image itself, discrete from aIl else in tbe 
world? Or is it ratber lodged in the 
obsessive imagination of the artist and 
purely represented so that nOFe but the 
creator can truly recognize it?"-22 

In addition to being applicable te Balzac's stor.Y. Picasso 

also embedded these problems with their paradoxi 

bis iconography of the artist and model. 

It ,is generally acknowledged that Picasso' s 

of L~ Çb~î d:Q~yy~~'lnQQnpy do not follow BaJzac's 

However, a few of-these etchings are closely related to concerns 
..,.1 

which became integrated into the artist and his model theme as a 

whole. A brief look at one of Picasso's illustrations 

accompanying Balzac's tale shows how Picasso interpreted the 
'~ 

French author's notion of the transformation of reality into 

art. 

A print designated as number eight out of the series of 

22 
Ashton, MQQg~ ~~Qle, p. 90. 

23 
The single exception ta this is the print f~int~~ ~i~b 

~MQddr Knitting which shows an artist painting a skein of lines 
reflecting the abstract movements of his knitting model, as 
noted by Alfred H. Barr Jr., ~icasso: Eifu X~~.r§ of ni~ A.r~, 
(New York: 1946; rpt. 1980), p. 145, and repeated in Rubin, 
~§§Q .in tb§ MYseYm Qf M~ Art, p. 127. It should be noted, 
bowever, tbat anly the abstract representation of a naturalistic 
subject bears any resemblance to Balzac's story which makes no 
mention of a clothed,.mature, knitting model. 

28 



c 
CHAPTER ONE 

thirteen etchings publisbJd by Vollard shows four overlapping 

images,- 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 ca~vas before him. 
(" 

This painting faces outward so that the viewer can contrast the 

painted and the living nude. Behind the canvas, and partially 

hidden by i t, is a life-like portrait bust whose head is angled 

outward toward canvas, artist. and model. The two living forms 

on the left are distinguished from the two artifacts on the 
. 

right. turned toward us, the obse~ers. In a subtle cross-fire 

of directed looks, the model and sculpture located at the 
Q 

extremes of left and right, foreground and background, bracket 

the action. The nude considers ,the work in progress, while ~he 

sculpted head seems to watch the artist. In this way multiple 

levels of awareness are suggested. Each one confronts the 

artwork and partakes of its complex transformation. 

The artist 1n Picasso's eighth illustration to Balzac's 

tale is placed literally between the model and his painted image 

of her. Like the Poussin in the Ch.ê.f Q~Q~yy.!:.~ InQQnnu, the 
-

bearded painter in Picasso'g print does not respond to his 

companion. Instead his attention is absorbed by the painting. 

The artist turns his back on the living form ~n favour of the 

created image. Picasso recognized that in Balzac's story, it was 

Frenhofer's attempt to selec~ aIl' aspects of reality that led 

him to his tragic failure. As Picasso explained: 

'~at's the marvelous thing with Frenhofe~ in 
the Chei g~Q~~y~~ !nQQQQ~ 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 
are so many realities that .in trying to 
encompass themall one ends in darkness. That 
is why, when one paints a portrait, one must 
stop sornewhere, in a sort of caricature. 
Otherwise there would be nothing left at the 
end." 24 ,,' 

Similarly. Picasso's living 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 is submerged 

behind a cross-hatcbing of dynamically arigled swirls. The sarne 

kind of transformation was also apparent in the painted m~el in . 
the 1926 Artiât ~ng hi§ Mog~l (pl. 6). In both, Picasso 

reiterates Frenhof~r's injunction: 

t 

"The aim of 'art is not to copy nature, bût to , 
exp~ess it. You [the artist] are not a. 
servile copyist, but a poet ... we must detec~ 
the spirit" the informing soul in the 
appearance of things and beings." 25 

Balzac's words are ~imilar to c~rtain statements by 

'Picasso, sûch as: "Nat\lre is one thing and painting is quite 
26 

ânother. Painting is the equivalent of nature, .. They also 
l' 

27 
reflec~ Picasso's. life-Iong association with poets. This 

--,-------------
24 

"Ashton, 
25 

26 
Balzac, "Le Chef d'Oeuvre Inconnu," p. 229. 

Ashton, 
27 

. Picasso's life-long friendships with poets such as Max 
J~cob and GuillHume Apollinaire and later with Surrealist.poets, 

"for example, Louis Aragon, Paul Eluard, Philippe Soupault, 
:Michael Leiris, Roland Penrose, and Réné Char, many of, whom 

, , '" 
30 
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a,ppreciation ·of the·poet~c imagination and its importance in 

works ·of art is reflected in his complaint: 

.. 
"so many painters have forgotten poetry in their 
painting--and it's the Most impo~ant thing~ 
poetry.· .. 28 

\ 

The Artist and Bis Model Paintings: 

1927-1928 

,The influence" 6f those poets, writers and artists who 
r 29 

embodied what became known as the Surrealist movement 

.later wrote about Picasso and his a~. See for example Penrose, 
~lca§§Q~ tli§ ~1!~ ~nQ ~Q~k, pp. 246 ff., and ~~~§im, also the 
selections by Leiris, Aragon, and Char in Gert Schi~f, ed. 
flQ~~§Q in r~!:.§E~cti v~, The Artü;ts in Perspective Series 
(Englewood Cliffs, New Jersey: 1976}, pp. 140 ff., 151 ff.,) and 
168 ff. -

28 
Ashton, Pig~§§~ Qn Art, p. 128. This statement was first 

made to 'Daniel-Henry Kahnweiler, , "Gesprache mit Picasso," in 
J~b~§~lng, LIX-LX-(1959), pp. 85-98. 

29 , 
. Anna Balakian, Andrè Bx:.etQo...... Mrunm Qi 5YI:!:~l!li~IP,. (New 

York: 1971), p. 149;, see especially the Qhapter on "Surrealism' 
and Painting,." pp. 148-159. Picasso's continuing friendship 

-with André Breton is documented among ~ther places in Penrose, 
PiQ~§§Q~ Hi§ Life and Work, pp. 247-250, 279-280, and E~§§im., 
who repeats, p. 249, Breton' S comment that "rea 1 i ty ... is not 
just what is seen, and the painter should in consequence refer 
to a model which ~ purely interior." Published by André Breton 
in hif article on Pica~ô, "Le Surrealism et la Peinture," L~ 
HèyolutiQD SYr~èalia~, IV (July 1925). 

Picasso's seminal foray into primitivism, the D~moi§~11~§ 
g~AvigUQn of 1907, was "first reprodyced eighteen years after it 
was painted, in the Surrealist ,review La Rèvolution'Surrèaliste 
of 15 July 1925: In fact,. according to-pënrose:---fi.ç!!~§'Q~--HI§ 
Life 1!nd 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 hono~r in the Paris house of Jacques Doucet who 
bought it for bis colleètion. ," 

.31 
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stimulâted an already aative interest in the metamorphosis of 

forms and concern with the creative process that characterizes 
30 

the artist-and model theme. Although not an official member, 

Picasso enriched his art with a renewed depiction of inner 

( 

aspects of e:xperience chat reca1-1s what Robert Rosenblum 

describes as "both the unsettling power of African Negro masks 

and the iconic stare and intensity of the Romanesque frescoes of 
, 31 ~ 

Picasso's native Spain. .. Rosenblum has also observed the 

emergence of the theme of the artist and model, ci ting a 

connection between Picasso~s "fathoming of concealed ... forces" 
, 

Çlnd this transformation of the aIj'tistic process into "something 

30 -
See John Golding', "Picasso and Surrealism," in Rolnnd 

Penrose and John Golding, eds. • Eic~§'ITQ in R!2!!f:_Q~E~Qt. (New 
York: 1973), pp. 77-121; William S. Rubin, Qll1~.L ~~H:rQ{!li;:ilJlJ_ 9.nU 
:rh~i!: tl~g:it~g§, (New York: 1!~68). pp. 124-127, und Emmim. 
Wilhelm' Boeck and Jaime Sabartp-s, EiQ~~~Q, (New York: 1955), pp. 
193-194, contend that just as Picasso hnd nbsorbed other art 
forms, he took from Surrealism only elements that would prove 
enriching for his mm 'Work, in particulur 1 the concept of 
metamorposis and the a-:"tendant unleashinl1 of creative- energies~ 

In the conversation between Roland Penroso and Dominique 
Bozo, "Picasso: The Surrealist Reaiist," p. 30, the re­
evaluation of reality inherent in Surrealism is seen 6S 

Picasso's guiding principle: 

31 

"Picasso saw the dreoms of the Surrca1ists 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 ... (a] Surrealist-realist. if you cnn mix 
terms like that. Let me quote YOU II 1 i ttlo 
saying of Apoll inaire' s, "Ono wi 11 nover 
grasp real i ty once and for a 11; tho truth 
will always he new," That' s i t~ üm ~ t iL ... 

Hosenblum, 
Sqtherland Boggs, ed. 
(Toronto and Montreal: 
respect to his 1926-27 
works of thïs period. 

"Picasso as a SurreaUst." in Jann 
riQ~~2Q ~nd M~~, exhibltion catnlosue, 

1964), p. 15. This statcment WIIS made in 
S~~t~ ~Qmnn. but is applicable to other 

)( 
32 
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magical and incomprehensible. as if Picasso were trying to seek 

out the ritualistiè mysteries associated witb the dawn of 
32 

art." As a result Picasso used conceptual means to express the 
33 

reality inherent in things, 

Picasso' s anatomieal experiments at- this time may be 

categorized "according ta a number of types: analogous forms 

which stress resemblances between the t'Wo figures ~ sexual gouble 

entendre which substitutes sexual organs for oLter parts of the 

body, and sculptural forms which" are transformed into paint. 
, 

These complex images represent a language of "multiple 

metaphors" that is evoeative and poetic, recalling the same 

erotic magi c found in both Surrealist poetry and in Picasso' s 
34 

own writings. 

32 
lQjg.~ pp. 15-16. 

33 
One such case was during a conversation between "Picasso 

and André Wernod, "En peinture tout n" est que signe, nous dit 
Picasso~" Arts; (Paris) X~lIl, (June 29. 1945) pp. 1-4; 
extracted in Barr, ~ift~ X~ars, p. 241; guoted here from" Ashton, 
fica~so Qn Art, pp. 18-19: 

34 

"l've put in this still-life a box of leeks, 
aIl right. l wanted my canvas to smell of 
leeks. l insist on 1 ikeness. a more profound 
likeness, more real that the real, achieving 
the sud·eal. This is the way l understood the 
wo+d surrealism but the word had been used 
quite dif"ferently ...... 

Cited in Rosenblum, "Picasso as a Surrealist," p. 16. 
On the subject of Picasso' s poetry see: Roberta Carasso, Th~ 
Puhli§.h~g Erem~h ~nà fu2~IÜ§.h ~~H:it.iDg~ of PahlQ fiç~§.so wikh 
EnglisQ I!:~nâlatiQQâ, {unpublished M. A. thesis, Hunter College 
of the City oÏ New York, 1964}; Clive Bell, "Picasso's Poetry," 
in Gert Schiff, 00. Pica§'§'Q in ~~rsp~Qt.iy'~, 5he Artist in 
Perspective Series, (New York: 1976), pp. 66-87; Jaime Sabartès, 
PiÇgâ~o: ~n lntimat.~ EQrt.~~it, trans. A. Flores, (London: 1949), 
pp. 166-173~ and Lydia Gasman, ~§~~~ M~giç ~ng Lgy~ in 
Picasso. 1925-1938: ficasso ~nd ~~ Surre!a1ist Po~ts, 

33 
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In ~ .5:tyru.2 of 19~7 -26. the artist' s body is reduced to 

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

is a counterpart in paint to the innovative open work wrought 

iron and wire sculptures Picasso was also working on st the time 
35 

(pl. 6). Th3 vertical alignment of the artist's eyes is 
t 

repeated in the white plaster head which rests on the table 

facing the artist suggesting an analogy between the plaster hesd 

and the artist. 

The fine balance in Th~ §t~giQ between the illusion of 

reality and its transcripti on into art has boen commented 
36 

upC?n. This has led to a rending of Tbg §t!.!diQ ln symbol ic 

terms based on the symmetry of it~ campos i t ion which 15 

understood -as an equivalence between reali ty mui its reflection 
37 

in art. William Rubin describes the juxt:"lposit-,ion of nrtist , 

(unpublished Doctoral dissertation, Columbia Uni versi t..y: 19B 1), 
E!!~~im. 

35 
See the Ergj~t fQr ~ MQD~mQD~J 1938. Illustrnted in 

Rubin, Piçl!ssQ in :th~ Mu§!~~m QX Mmi~rn hn, p. 223. 
36 

As in Rubin, Eiç~~~Q io th~ ~9g~m Df ~QdDrn ôrt, p. 
223; and Lucy Lippnrd in the Catalogue of Tbf2 §idDQ~ nad 
aa~:t: Jnnis. ~Qll~QtiQn, (New York: 1972), p. 16. Robert 
Rosenb!.um, Cul1i§!!! ~Dd T~~Dti.e:tb=~~D:tYn br:t, (Ncw York: 1976), 
p. 290, describes lh~ S:ty!iiQ~~ "varying degrees of r8ality a-nd 

·'i llusion ... 
31 

Gasman, ttl ~r1&n~->- M~,utiç ~ng L1QYV in r ii2!,HHH~, p. 1129. 
This may he compared ",i th the origina l use of the tcrm 
tSurrealism', coined by Guillaume Apollinui re who call1Xi it, "sm 
invention after nature wh ich in fa ct (!rna1,ot; 11 ncw rua li t,y ... 
Quoted from RosaI ind Krauss and Margit Rowe Il J 4QI,!Q MirQ..:. 
M~g!H~tiç Ei~lg~, Exhibition catalogue. (Nnw York: 1972), pp. 14-
75. As explained in Wilhelm Boeck and ,Juime Suburtlm, l~içIHi;;!?, 
p. 512, Picasso enjoyed a close friendship wi th Apollin1.1ire from 
1905 until the Intter's tragic dcath in 1918 . 

.. 
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and creation a-s an "allego-ry of the relationship of the artist 
38 

to reality. Il !he Studio ba~ also been interpreted as a 
'1>' • 

correspondence- between life represented by the artist, and his 
39 

image embodied in the plaster bust. Gasman points out the 

similarity in apP~ar~é between the painter and the sculpture 

j;hat is his m~,' concluding that the analogy between 

iconographie and formaI elements reflects Picasso's conception 

of the "painting as a magic object, conn~cted ... to the real 
40 

wor Id outs ide i ts confines." It possesses what Picasso's 

friend, L-àcan, called "la peinture du dompte regarde~" that is, 
41 

a painting that \ looks' back at and intimidates the viewer. 

A similar concurrence of artist, model, and sculptural 

forms is seen in the ~~inte~ ~ng Model, 1928 (Zervos VII; 143, 

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

,imposed _on a profile as in Th~ St1!gio. She may not be a \ real' 
42 

figure, but a sculpted bust propped on a stand. 

38 

Gasman, ~§te~ M~giQ ang LQY~ in PiQ~§§Q, 
Chapter Five also explores the significance of this 
in relation to the ar-tist and his model. 

40 

p. 1129. 
sculpture, 

Ibid., PP. 1129-1131. The impact of tbese beliefs on 
Picasso' s representations of the artist . and .. model tbeme are 
considered in Chapter Nine. 

41 
Gasman, M:lâ1!§r.lL Mf!giQ É!ml Lov§ in :ei.Q~§§Q, p. 1135; 

quoting from Lacan, L~ ~~min~i~§, Livre XI, p. 100. Like 
Picasso's 1957 variations of Velàzquez' Las Menina§, Picasso 
suggests the co-extension of pictorial and external vital 
spaces, see Ibid., p. 1131. 

42 
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The artist~s face~ like that of the model~ is an angular 
, 

profile with similar vertically aligned eyes.. His head closely 

resembles Picasso~s drawings for his painted metal sculpture, 
43 

1928 which was built up on a tripod (pl. 10). The 

torso of bath the artist and sculpture consist of an inverted 

triangle. Both share an indented "halo" patterned after the 

headdress of a Bakota reliquary sculpture. This aura-form "was 
A 

again used in the artist figures in a series of drawings of 
44 

March 30, 1928. 

The image the artist creates is surprisingly not the 

angula'r form the viewer sees, but a beauti ful classically drawn 

profile. The jump from mo~el to paintin/~ hus fucetiounly 

reverted the image back to naturai -appearances. The cont.rast in 

styles is aIl the more startling since Picasso transgresses an 

,idiom of his own making. The ahstraution esLablishcs an 

alternate reading of reality indicuting, as Roscnblum concludcs, 
45 

"that pictorial means are as real as pictorial ends." Onf} 

interprets the diagramatic figures as equival'ences: a triangle 

43 
Tb~ He~g~ 1928 and its sketch 

Piç~§§.g ~g th~ M!!§eum gf tLo~l~:rn ~rt, 
description of the triangular positive 
tt'lis sculpture see nüd., p. 130. 

44 

lS illustrated in Rubin. 
p. 224. For ft brie! 
and negative shapes in 

Zervos VI 1; 144, 146. See Gasmnn, ~~il~ça.t.. MYE1iç ~Dd 
LQy'~ in Eicfl,§.§.Q, p. 1141. Easter Island aM, in also rl..-"latod to 
the tH:tiât ~ng Ili~ M.mi.~l of 1927, seo Timothy Hilton, Eis.W:;;.iSh 
{New York: 1975}, p. 161 and illuctration 116. 

1\5 . 
Robert Rosenblum, "The Unit y of Pieu::;r;o," E!lr.:ti:ü.nn 

H~yi~W, XXIV (Fall 1957), p. 595. 
This conuept of the levels of reulity i~ aloo explored in 

Rudolf Arnheim, eiQa~~~~ aM~rniQQ~ Tb~ Q~ne~i§ Qf Q EaintiQg. 
(Berkèley and ~os Angeles: 1962), pp. 72, and 301, note 74. 

36 
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is acccepted as a torso~ an oval for a head, etc. Bowever, the 

naturalistic profile challenges that reading and sets up a witt y 

interplay between what is usually two mutually exclusive modes 

of- visual ndtation. Tbat the more naturalistic element should 

appear on the painter's canvas is an additional irony. 

There is another dimension \1 ta this "parQdy . between 

interpretations of reality. If the model is viewed as a sculpted 

bust, then the suggestion is of the transformation fro~ 

sculpture to painting. The artist sees the form~ anew and refers 

the abstraction back from whence it came. 

One of the most unexpected aspects of f~lnt§~ ~ng ~od~l are 

the sexual allusions which Picasso interjects into various parts 
, 

of the artist's-figure. His mouth is'analogous ta a vaginal 
A 

opening with parallel lines indicating small hairs on - either 

side. This same vaginal-mouth forro is depicted in a sketch 

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

the artist with the vaginal mouth is a- repliea of the awesome 

female Figure executed at about the same time as 
46 

MQg~l. 

described 

In addition, 

as a "rigidly 

the painter"s arm has 
'17 

ph_allie character." 

what "has been 

In both ,these 

respects the farms of the artist incorporat l9 male and female 

46 
Rubi.n, eiQ~§§Q.in th~ M!J§~!dm ,Qi MQg~!:n ~!:t, p. 130. 

According to Gasman, M:l st ea..L. M~gi.Q l!ml Lov~ 1n PiQ.!!ssQ, p. 
,1140, the artist with vaginal mouth and the fi'Hure were merged 
in an unpublished work, Picasso's c. 1927 Femm~ ft l~ f~lettg ~t 
~!J~ ~inç~~y~, Picasso Family Ar'chives, nb. 1247-3. 

47 
Rubin, Piç~§§Q in ~hg Museum Qi M~ern A~. p. 130. 

37 



• 

-.... -

CHAPTER ONE 

48 
sexual attributes . 

Sources for this sexual displacement ma)" be Pioasso" s 
49 

contacts with such Surrealist artiste as Mir~ a~d Dali. Both 

Spanish artists_ incorporated sexual forms into their works. Mir6 

in particular is an acknowledged, influence on Picasso' s art of 

this period. especially in the realms of sign-making and use of 

sexual imagery, as Picasso explained: 

"Actually it isn't anything more tban a 
question of signs. It has been agreed u~on 
that a specifie sign represents 8 troc, 
another a bouse, a man, ft woman; exactly as 
in' ft 1 anguage the word 'man' evokes the image 
of a man, the word 'house' and thi3 in aIl 
languages although in every" language the word 
varies. It' s an establishèd convention. we 
communicate by the use of these sinns." 50 . 

--------------------48 
, 

llüg. For a further discussjon of tho reprosc-!O"t.n"tion of 
male and female attributes in one figure, see Chapters Throo and 
Nine. On androgynous forms ,in Surrealist art seo: Robort Knott, 
"The My th of the Androgyne," 6rtforYlV, XIV (Novembor 1975), pp. 
38-45. The converse of the male artist seon here with a vaginel 
mouth is also found in Picasso' sart, that ia, fomale fil{uroa 
with male sexual attributes. Examples are Pic:asso'u Boisgoloupo 
sculptures based on Marle-Therese Walter which oro chnrnc"torl:.-:od 
by phall ic shaped nases and tho 1932 Th" »rnnm whi eh 
superimposes a phall ic shape over her fllco. Tho lutlor i:.; no1..ed 
in Linda Nochl in, "Picasso' s Colour: Schemm; and Gumb l tG." IH:'.~ 
in ~!!!~H:iQ~. LXVIII (December 1980), who eeflectn. p. 170, Lhnl 
the "split face can be re8d ... as a violet ponis hninf-t kissod; or 
dreamed about .... " 

49 
The reciproca-l influences of PiClSBSO und hH-J younf{Or 

compatriots Dali and Mir6 are discussed ln Krauss and Uowell, 
M~gn~tiç EielQ'§, pp. 126f. i and Linda Jone J.'ronk Lamtston, 
]}i~g!JÜiOO Dmibl~ fQnx:~.its in fiç6HHQ.~fl tiprk~ 1\!2f!=l1H>'2, 
(unpublished Doctoral dlssertation, Stanford University, 1972), 
pp. 55-58 and 60-63. 

50 
Quoted from As~ton. r.iç~§§Q gn hn, pp. 18-19. 

This a1so reflects Surrealis_t convictions t.hat "0 work' of 
art should be the vehicle by which th~ artiat und speotator arc 
brought beforo a sign which is. not the more Bubstitute for 8 
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Another origin for the sign-Ianguage which fac\litates 

these sexual displacements may have evolved from Picasso's 

contact with Neolithic and Oceanic artifacts. Both these 

\primitive' arts reduce forms to schemata. On shields from 

Oceania. for example, facial featùres are equated with sexual 

members. The images from tribal art with its ideogramatic and 

schematic forms, provided Picasso, who owned several of these 
51 

objects, with his,visual vocabulary . 

Like 1l.J~ ~:!!ygiQ. the- 1928 Paigte!: !!:m! Magel uses the 

symbolic symmetry to cement the analogy between the realm of art 
52 

and the realm of things. The peculiar reversaI of the 

distorted- model into a serene classical profile shows as 

Rosenblum states, the substantial~ ty of these "unreal creatures. 

whereas the unreality of the work of art is a prosaic profile 
53 

\, that becomes ... 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 i tself ... Quoted from Charles E. Gauss, "The 
Theoretical Backgrounds of Surrealism," J.Qu!11~r of A~§.thetiQ§' 
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-Theresa Walter in the Picasso 
Theatre;" Mar§y~§, XXI (1981-1982), pp. 57-60. 

51 
William Rubin ed., ~~iIDitiyi§m in ~Q:!!h ~~nty~ ~r.t~ 

hfiinit~ Qi the T~iQ~l gnd ~hQ MQg~~, vol. l (New York: 1984), 
pp. 241 ff. 

52 

1139. 
53 -( ....... 
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CHAPTER ONE 

. 
analogy of life and art~ and the two-way transformation of the 

54 
'unreal' ioto the 'real', 

54 
Picasso's term for this transformation i8 

'metamorphosis'. Parmelin, ficiassQ Sa~~, pp. 76-77. explains 
Picasso' s meaning of the word by reoal-ring the time Picasso was 
talking about his bicycle and saddle which ho joined together in 
1943 to make his H~~g 9r ~ a~Jl (Spies, 240). Picasso W8S 
imagining what would happen if after he had Made the objoct he 
decided ta 

"Throw it into the street, into the gutteF, 
anywhere, but throw it away. Then a workman 
cames slong. He picks it. up. FI(! thinks thnt 
with this bull's head he could perhaps mnke a 
saddle and a set of bicycle handlobars. And 
he does it ... That would have baan 
magnificant. It i9 the gift of metamorphosis ... 

~or a general exploration of the significance 8nd 
extent of the notion of metamorphosis in modern art see the 
esssy by Dore, Ashton, .. , A Mobile Life in a Changing World 1 : 

Metamorphosis as an Artistic Principle," in ~ R~UlgiD.l1 2t. M~ 
ALt (Cleveland: 1969). pp. 69-79. 
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OBSERVATION AND CONFRONTATION 

IN TBI ARTIST'S STUDIO. 1953-1956 

The studio is an important place for Picasso. It is his 

retreat from the inquisitive world, and a private domain where 
1 -

day or night he is the master. The.emergence of L~~t~!i~~ as a 

theme occurred in the 1950s when Picasso concentrated on 

signaling and defining its significance as the !oc~§ of the 

encounter between artist and artifact. 

This chapter centers on the observation and confrontation 

_common to the related themes of tthe studio~ and tthe artist and 

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

examined in three main groups' of works: Th~ y~~~ §yi~~ of 

1 
f'icasso chose his studios with cate. For exaÎDpIe~ he took 

his studio at 7 rue des Grands-Augustins, the precise setting of 
Balzac's L~ ~h~i g~O~uv~g !ngQnn~, describ~ in Gilot, Lif~ ~itb 
Picas~Q, pp. 17-18. . 

As recounted in Penrose, fig~Q";' His Lii~ ~mg Work, p. 
401, Picasso increasingly feit himself hounded by the public. 
After 1954 and his move ta the studio known as L~ Ç~liiorni~, he 
secluded himself within his tstudio-homes'. It is therefore no 
coincidence that the en~arg ment of the studio as a theme in 
Picasso's art manifested it If at the same time that this space 
assumed greater importanc in his life. 
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CHAPTER TWO 

drawings, the Atelier paintings and drawings of 1955~ and the 

1956 canvases of Atelier and Femme dan~ 1~8telier. 

Art and Beality in The Verve Suite 

In a period -of deep personal conf l ict 
, 

Picasso 1Dcluded the 
2 

theme of the artist and his model in a group of 180 drawings. 

Tbese are known variously as the ~yit~ l~Q or, the ~xy§ 5yit~ 
3 

after the publication in which they first appeared. 

The Yery~ ~yit~ is a chronicle of the studj.o 1 ife of the 
4: 

artist constituting a visual encyclopaedia summarizing the game 

of art~stic creation to be explored throughout 
5 

Picasso' s 

Ih~ ~y.:!tg· narrates .wi th an emphasis on seeing, 

2 
See Michel Leiris, "Picasso and the Human Comedy or The 

Avatars of Fat-Foot," and Louis Aragon, "The Verve of Picasso," 
botb in Schiff. ed., fica§~o in ~~~E~g~iyg. pp. 140-150 and 
151-157. See also John- Berger, The SuÇQg~§ tlng [~ilYr~ Qi 
fiQ~~~Q. (Harmondsworth. England: 1965. rpt. New York: 198P), 
pp. 186 ff. 

. 3 

Aragon, "The Verve of Picasso," p. lb1, notes the first 
exploratory drawings are dated November 27-28, 1953. PicasRo 
then neglected the subject for 19 days returning to it, for 10 
days (December 16-26) during which he made more than 8 drawinlfs 
per day. His most productive time was a period from January 3-
10, 1954 in which he created 18 per dey. 

4 
Mary Matthew.s Gedo, Eiç~§~Q'!" IH:!! ~§ !t:i.Q{fn_Œb~ (Ch ioago 

and London: 1980). p. 220, is of the opinion tbut al Lbougb they 
are related in theme and chronology there is no cv idcnce thet 
these drawings were conscious 1y planned as u serin};. 

5 
Consul t Michel Leiris. "The Artist and His Model." in 

Roland Penrose and John Gold ing, cds. EiQ!!~§'Q in Rq!a:Q§pQQ:t. 
(New York: 1973), pp. 250-258 and 261, for an elaboration of 
the self-criticism' implicit in this 5:Yite. Also, Leiris, "Human 
Comedy." pp. 146-149: 
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appearances, and reality. The basis of this activity is tbe 

function of sight as a creative agent. A brief look at four 

drawings from this many-faceted series will focus on two 

relevant aspects of the ~yit~: the idea of confrontation, and 
~ 

the encounter between art and ~eal i ty. 

Confrontation in Tbe Verve Suite: A fundamental opposition 

is inherent in those compositions in whicb the protagonists face 
. 6 

each other, separated only by the profile of easel and ,canvas. 

Tbe male pa inters and their female models 'are like a couple 

engaged in an exchange that is a confrontation w'ith an erotic 

undercurrent. The space is charged with tension as the paintèr 
. -

transforms the model's image, affirming the gulf between art and 
7 ,--f 

reality. 
:J 

The illumination of these two figures often enhances this 
-8 

opp<?sition. The -separation is seen in the first drawing of 

January 7 (Zervos XVI; 158). The artist is seatoo, submerged in 

shadow (pl. 11). Ha is drawn in heavy chiaroscuro so tbat bis 

upper torso with extended. arm and face is darkened. .of ' 

particular note is bis angularity--especially bis knees" his 

6 
As in ample, Zervos XVI; 14 and 177.v 

7 
This erotic tension-is presented in Leiris. "The Artist 

and His Model," . 249. 
The confront tion implicrt in this series i~ charaete~istic 

of other themes i, Picasso's Q~~Y~~ as weIl. See, for instance 
the discussion fi the "Bullfight" in Luis Miguel Dominguin and 
George Boudaille, Torm~ y. Torg!:Q§i (New York: 1980), p~_ 24-25. 
Klaus Galbâtz, EiQ~'§'§Q ~t ~Q.:.. Tb!! L~t~ ~Q!:~, (flew York: 1971), 
p. 162,~ further considers Picasso' s series of a eat and a coek, 
made nt about th 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 slong its right 

edge, and the distinctive manner in whic~ the easel legs. 
9 

overlap and embrace the'model. Only a spot-light discloses his 

form and highlights his face and painting ~and. The painter is, 

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

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

his paintings. .. In contrast~he model is weIl lit and stands 

out '.sharply against the dark ~aokground of the studio. The 

dark/light polarity highlights the distinction between observer 

and observed. 

Opposition of Art and Reality: The Y~rYg ~~i~Q includes a 
11 

commentary on non-representational painting. This is' simi lar l' , 

to the parado~ between the distorted artist and the beautifully 

wrought profile in Tb~ ~~int~~ ~ nis M~~l of 1928 (pl. 6}. 

Se.veral works in the 5Yit~, as the January 19, 1954 

drawing, show an abstract swirl of linear configurations on tHe 

painter's canvas which is scrutinized by -8 crowd of 

'connoisseur~' (Zervos XVI; 189). One 'expert in small details' 

studies' a corner, and critics 8Qmire and discuss the painting 

9 
TheBe quaI i ties resemble the druw inl.!s of llrtist and 

model . Picasso illustr,pted in E~genio d' Ors, ~~Ql!~ ri~mt:!~Q, 
(Paris: 1930) . The drawings contuined in this book arc not 
illuBtrnted in Zcrvos. The nritical nttit,ude of d'Or~;; towurds 
Picasso's art is disç~ssed in Eunice Lipton, rjQ~~ÇQ Ç~itigiQm 
1~Q~39: Th~ M~~i~ Q! ~n 6rT~~t=e~rQ, (New York: 1976), pp. 
256-260. 

10 
Leiris, "The h!"tist and His Model," p. 251. 

11 
Zervos .xVI; 62-65, and 18~-193. 
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CHAPTER TWO 

12 
(pl. 12). In the corner st the back of the room a solitary 

nude sleeps .unnoticed.. Ber elegant, linear arabesque conoeption 
.. 

contrasts with the indeciph~rable abs~ractions under scrutiny~ 

Like Balzac' s Le Ch~f g'Oeu~ Inconnu~ Picasso' uses th;is 

opposi tien of styles' to. satirize the crowd' s preference for 

obscure art. 

" , ~ 

Beauty, repres~nted by the model, is dormant both 

.' in actuality and' in their minds. 

.. 

with 

XVI; 

12 

• 

The oenfronting f~gures occasionally disg4ise their faoes 

masks as in the drawing' of February 
13 " 

239). The players in this encounter 

-
3, 1954 (Zervos 

assume theatrical 

double identities (Pl. 13). They either rev~al t~emselvèS) or 
',: 

allow the masks to reveal another truth--the inner character of 

each ather. This èncounter paradoxically both reveals and 

conceals. On the surfnce the figures engage in,a light-hearted 

dance with a serious intent--intimating the pplarities between 

truth and falsehood, reality a11d illusion. 

Toe in rcession between art and actuality is realiz-ed by 

tpe lnclusi n of an addi tion'al element inta the artist, easel, 

model triad. sculpted head as seen in a drawing of 

January 11, XVI; 
f • 

118}. This sculpture is like a 

li ving form, acting as a mediator between an obese artist and 

two n~des,' one young' with a straight posture. the oth~r eIder 

~nd bént (pl. 14) . Like many af the similar head6 in the 1963 

12 
Leiris. "The Artist and His Model, Il p. 249; and 

GaIlwitz. E!ç~~~Q ~~ ~Q. pp. 163. 
1:} 

AIse. Zervos XVI; 226, and 237-24l. ... 
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" 

artist aÏld model paintings, the sculpted head looks out st the 
14 

Bath the artist and this portrait bust smile, 

recogniz ing 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 two identities. It is a mirror refl,e'ction of the 

viewer on the other side of the pieture plane, and the painter 
1 15 

who faces it. Thus the artist becomes the onlooker. 

The §!!.ite lJlQ has a strong narrative quality. Like a 

theatrical presentation, the characterso,are staked out, the 
1 

space 'is defined, and the plot progresses through a period in 

the li.ves of great and minor artists. These men are similar to 
16 

Picasso, public figures with eomplieated private lives. While 

none are sctually Picasso himself, schola~s agree that an aspect 

, --------------------.14 
In éertain drawings in this series one can trace ,the 

emergence of the imagery connected with the studio which will 
Iater be dev'eloped. "For example, in thùse drawings where the 
studio spaee is shown, i:(p.e barred window behind the artist 
(Zervos XVI; 166, 186-187) or. the sloping window behind the 
mod.e-l as, in the ink drawing of January '7, 1954 (Zervos XVI; 
158) . 

15 
Leiris, "Human Comedy,'" p. 149, also makes 

ohs'ervat ion: 

16 

" ... the artist had bee.n eaught in his own 
trap and, sinee' his metier _ was to render 
others' figu~es'he too had come to exist only 

- in, so to say, ,the figurative sense, as a 
supernumerary. an onlooker, ,a shadowY 

") presence ... -

this 

. -John Richardson, "Picasso' s Ateliers and other Recent 
.«l Works," Ib~ ~yt:lingt:ill!~llmh XCIX (June 1957), p. 185 . 
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17, 
of bim is present in aIl the pa inters he creates. Art is 

always the mistress, and its core is reality. The Suite, like 

the artist and model theme of which it is part, is centered 

around the vicissitudes in the studio and the painter's double 

confr.ontation with actuality and its image. 

Picasso's Atelier, October-November 1955 

In October 1955 Picasso began a series of paintings of 

L'Atelier in which neither painter nor model are pres~nt. 

Ins~ead they show the room itself, empty except for the 
, 

apparatus of the artistie process. The studio is not simply 
18 

descriptive, but emb1ematic of its vitality 'as the center of 
19 

the artist's creative life. 

The scene is ric~ssQ's own studio in the living room of the 

17 
See for example Leiris, "Human Comedy," p. 147;' and 

Hélène Parmelin, Piea~~ The Arti~~ ~n~ Hi~ M~~l, (New York: 
1965), p. 13. Leiris, "Human Comedy." pp. 145 and 147, 
also points out that this involves what he cal1s: 

"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 ...... 

Ga11witz, ~iQ~ssQ ~t ~Q, pp. 102-112, surveys the 
pietoral development of the theme of the "Studio," noting p. 
105. that its emergence was linked with the painter and model 
theme. one motif contributed to the stronger profiling of the 
other." 1 

19 1 
For 

il?- Matisse"s 
çQ 11 eCkiQn of 
86-69. JI'he 
paintings is 

a discussion on the character of the emblem 
H~ ~t~giQ,see John Elderfield, M~ti~§~ in the 

th~ MyseYID of·Modern A~t, (New York: 1978), pp. 
emblematic character of the artist and model 

considered in Chapter Eight. 
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mansion known as ~~ CalifQ~ie located outside of Cannes in the 

south of France. The art nouveau architecture represented in 
c 

the paintings is evident in the three dominating curved windows, 
20 

as revealed in the many photographs taken there. Throughout 

the' series these openings'~ with their ornamental iron railing 

and palm tr~es beyond, assume an anthropomorphic presence in the 

empty room. 

The space of the studio is the centre of Picasso's private 

world and is carefully controlled: ta suggest the energetic 

activity tbat occurs within it. I-t is also the focal point of 
21 

bis enterprise as evident in the most colourful, decoràtive 

and elaborate work of the series dated Novembor 12, 1955 

(Zervos XVI, 496). The originally' vertical format (as in pl. 16) 

becomes horizontal, widening the room and dividing it like a 

triptych enfolding the spect<ltor (pl. 15)", "Interior and exterior 

merge. Laterally, the windows and the trees that they enframe ~ 

are given u 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 ~~ Ç~11iQKQi~ can 

be seen in both film'and photograph. An example of the ~ormer is 
Federic Rossif, ~~QIQ ~iç~§§Q ~~intre. (France 1982). Two of th~ 
many visual reoords of Picasso's artistic and personal life 
which show his studio at Cannes are Roland Penrose, EQrtr~it Qi 
Eiç~§~Q. (1956; rev. and enl., New York: 1971), plates 227-229;. 
and David Douglas Duncan, Tb~ ~il~D~ ~:tyd.iQ, (New York~ 1976), 
plates 30-31. ..,., 

Descriptions of Picasso's life at L~ ~~lifQ~hi~ are aisa 
found in Hél,éne Parmel in, eiQ.~§§'Q fl~in. trans~"'\ H. Hare, 
(London: 1959). pp.' 61 ff. '): 

21 (t 
Richardson,' "Picasso's Ateliers," p. 186. 

22 \ 
Ibig. 

, ) 
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spectator is simultaneously pulled into the picture space and 

into the artist's orbite 

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 plinthe Other obJects are a 

wine skin fl~sk hanging from a nail on the wall, a cast iron pot 

on the floQr, a wrought-iron art nouveau ornamental stork, the 

edge of a trumeau, and a corner table. Whereas this clutter is 
23 

founded in actuality~ it has been augmented to enforce the 

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

sense of the an~iety the artist"himself experiences within this 
24 

domaine / 
These common things are invested with symbolic meanings 

which may 

creative 

23 

be viewed 
25 

forces. The 

as surrogat~s for 

paraphernalia 

the artist and his 

in the room are all 

The disarray in Lg Californie is described in Parme~in~ 
ficasso Pl~in, pp. 49, 93-94. Picasso's collection of things and 
mementos, even from his childhood, and the heaps they form in 
his studio and living "quarters is intrinsic" to his working 
conditions, as described by Penrose, in ~iQ~§§Q fKQID the MY§~~ 
Eiç~ââQ, pp. 98-99; Sabartés, Ei~ââQ~ An Intimate'Portrait, pp. 
108-112. Dominguin and Bouda~11e, TQ~Q~ ~ Toreros, p. 26, 
observe the inclusion of the publicity ieaflet from a bullfight 
that took plaDe in the 1880s in one of Picasso's 1959 notebooks. 

24 
Parmelin, Eiç~§so Elgin, p. 34. 

25 
A precedent for this is found\in the-work of Vincent 

Van Gogh, an artist Picasso ~eeply admired. Van Gogh's Chai~ 
(National Gallery, London, 1~88) is also interpreted as a 
"surrogate" for the absent artiste The personal items Qf ,pipe 
and tobacco have been placed on Van Gogh's vacant seat to 
"invoke in posterity the presence of Van Gogh himself. Il Ronald 
Pickvance, Y~n ~ggh in a~le~, exhibiton catalogue, (New York: 
1984), p. 235. 
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arranged on the same shallow foreground 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 

palette and brushes, and on the right the plaster head on a 
1 

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 features, and is mounted on a 
1 

slender stalk-like neck. In some paintings the eyes are almond 

shaped (Zervos XVI; 486-487), in ot,lr works they are but two 
27 ï 

dots (Zervos XVI; 494-495. 497). Its blank unfinished features 

suggest ongoing creation (pl. 15 and 16). This sculpture, being 

a work by Picasso. indic~tes the both the absent artist and 

alludes to its possible identity--that of Picasso himself. 

The hend bears a striking rese!flance t~o another 'ârtifact 

that is noteworthy. The whiteness of the plaster, its round 

shape and rigid neck shaft- are similar to ancient marble 

statuettes of young pre-adolescent girls ~hich have been found 

1n the Cycladic- Islands off the coast of Greece. Some of these 
, " 

artifacts in the Louvre collection with which Picasso was' 

familiar were 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 from either the 

antique Zeus-like heads in the §gY~EtQ~~§ §tygiQ,of the YQ11~~ 
~yit~, see, Anita Coles Costello, eiQ~~~Q~§ :YQll~hd ~yit~:, 

,(New York: 1979), pp. 14 ff., and 47 ff. 
28 

Christian Zervos in ~':~rt .ru.! 
l2!:~bi§.tQ~igy~§. ~y g~QQut gy XVll~ Si~çl~, 
1935), plates 9-18. 

50 
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statuettes were believed ta represent some kind of fertility 

figures made by the ancestors of ancient Greek civilization. The 

Jimilarity 

association 

of these sculptures to egg-shapes compounds 

witb fertility--an allusion Picasso would 
29 

"into his paintings. 

"The bead tbat becomes' an egg. That was 
perfectly understood by the sculptors fram 
the Cyclades--not 4 when they made their 
violins, but when they made their idols, , 
which are actually oblique eggs anchored down 
by a neck." 30 

their 

absorb 

The correspondence between the painted representatiori of 

the studio and the illusionistic art-making that takes place 

within 1S shown ln L'~telig~ of October 23, 1955 (Zervos 

-XVI;--486). Two promnent nails overlapping the top of the window 

create an ambiguous interplay between a painted and an actual 

window opening (pl. 16) . Picasso enjoys a witt y game 

..J 

{New 

29 ~ 
André Malrea~x, ~iç~§§Q~~ M~§~, 

York: 1976), pp. 138-139. 
30 

{ 

trans. J. Guicharnaud, 

Other instances of egg imagery can be seen in the work 
of Constantin Brancusi,as ~l~~Eing ~§~ (Tne Joseph H. Hershorn 
Collection, 1909-11), The N~~bQrn (The Philadelphia Museum of 
Art, 1915), and Thg ~~inning Qf thê tlQ~lg (Roché Collection, 
Sevres, France, 1924) and reproduced in Sidney Geist, ~r~QQy~i~ 
Th~ Scu1Pt~r~ ~gd ~r~~ing§J (New York: 1975), plates 56-57 and 
59. Such organic circular configurations are found in the works 
of Jean (Hans) Arp and J3an Mir6. See the illustrations in 
Carola Giedion-Welcker, J~~n ~~, trans. N. Guterman (London: 
1951), pp. ,xv-xxvii; and William Rubin, MirQ in thg CQllgçt.iQQ 
QÎ Ihg MY§gYm Qf.M~grn ~rt, (New York: 1973), ~. 38. 
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31 
interchanging painted illusion and reality. This is a delicate 

balance 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 
32 

the rest of the work. 

Picasso also po~nts out one of the main requirements of 

style is its-acquiescence as an interpretor of the actual tbing. 

The displacement of reality within an artifact calis into 

question the process of 'translation'. Picasso teases the viewer 

and reveals bis own thoqght processes by shit~in~' from one 

level to another: 

31 

--, 

"'-, 
\ 

Exchanges between' illusion and reality form an 
undercurrent to much of twentieth~century art. A witt y interplay 
between image and the actuality represented can be seen in such 
varied works as Rene Magritte's Q~Qi n~~~y 2~~ Yn~ 2iEê (1928-
29); Saul SteinbergJs Qntitl~ (1953) which sho~~ a figure in 
the process of drawing its own forms; and Roy' Lichenstein's 
»~sh§~~Qk~§ (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 1n perceptual 

psycholagy, such as Rudolî Arnheim and Erns~_ Gombrieh, were 
among the first to study the field. In addition ta standard 
texts as Rudolf Arnheim's ~~t ~9g Yi§~~l r~~~~ELiQ9~ ~ 
r§~chQIQg~ Qi the ,Ç!:~mtiy~ E~~, (Berkeley and Los- Angeles: 1954, 
exp. and rev. 1974); and E. - H. Gombrich, hrt ~ml Ill~§iQn.:.. 11 
§t~g~ in tb~ r§iQbQlgg~ Qi ~ictQri~l R~EKêsent~tiQn, The A.W. 
Mellon Lectures in the Fine Arts, 1956,' (Princeton: 1969, rev. 
1972); see Gombrich's recent work;lh~ Im~g~ ~nd Ib~ Ey~~ Ey~th~r 
Stygi~§ in th~ r§~çholQg~ Qi riçtQ~i~l R~E~§~gtntiQnJ (Ithaca, 
New York: 1982), especially the chapter "Image and Code: Scope 
and Limits of Conventionalism in Pictorial Representation," pp. 
278-297. 

32 
The integration of multiple levels of reality is the 

basis of much of the wltty interplay between illusion and 
reality discussed in Lipman and Marsball~ h~ ~Qout I1rt. It is 
also referred to in Frank D. Russell. Pica§§Q~§ g~~rniQft~ Th~ 

<L§byrinth Qi H~tiv~ !!ng Vi§.iQn, (London: 1980), p. 301, note 
74. 
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The 

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

acknowledgement of the ambiguities of style is 

distinguished by the opposition between the two halves of the 

painting. This is what John Richardson describes as the left 

"impressionist" treatment and 
;. 

the "hard" forms on the right 
34 

which he ascribes to the transitional nature of the pa~nting. 

Although Richardson is correct in noting ~he stylistic 

distinction within the work, the opposition may be "intentional. 

The left portion with artist's chair and studio window are 

décoratively patterned with dense forms. ln contras~. the right 

side is austere and stark with strong chiar9scuro effects. The 

sculptéd head on this side is divided by the illumination 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 windQw and of art. 

33 
Ç~hi~~~g~Art, X (1935), 

~Q, p. 106 
34 

Richardson, "Picasso' s Ateliers," p. 190. For an erudite ' 
,insight into the definitions of such terminologies as "hard" and -
"soft" styles see: Meyer Schapir<h "Style," in A. L. Kroeber, 
ed., AntQ!:QEQIQft~ Tog~~. (Chicago: 1953 and 1970). 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 heritage. 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 
36 

concepts of his 1955 Ateli~ series. They also act as a 

transition between the At~lier paintings of 1955 and those of 

1956 so that Picasso's striving ta link the studio>space with 

the forces that OCcupy it may be followed. 

The drawings of November 1 show a concern with integrating 

the persan of the artist into his dynamic environment (pl. 17). 

It presents the moment when the appearance of the studip 

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

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

~ite 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 aIl for a painter is a c 

Schemes and - Gambits," LXVIII (December 1980). pp. 107-112, 
interprets Picasso Th~ ~ç~llQE Qhell as a referencù to both 
Spain and France .. Similarily, two artists on Picasso's mind at 
this time, Matisse and Velàzquez, as told in Parmetip, ~iQ~so 
Elain, pp. 97 ff., and Penrose, Pic~~~o: Hi~ Lii~ ~nd A~t~ p. 
396, may be cited as representative of these nationalistic 
polarities. 

36 -
Pablo Picasso, Eic~~~Q~~ E~çsimil~ p-k~tçhbook, 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 wnat 
Picasso called "reduction," as elaborated in Gilot, 1ii~ ~tb 
PiQ~§.Q> p. 58: 

"Yo'V must always work not just wi thin but 
below your means. If you can handle three 
elements, handle only two. If you can handle 
ten. then handle only five. In that way the 
ones you do handle, you handle with more 
ease, more mastery and you create a feeling 
of s~rength 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 ~st~re 

fi~~~Q which was,made by Georges-Henri Clouzot in the summer of 
38 

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

attempts to capture Piéasso's initial confrontation with the 

blank page. This encounter is also similar to that which is 
t 

shawn 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), 
\ 

~hen sprouts foliage growing out of its dark side (Nov. 1, no. 

XIV). 'It reverts to a siDll?le sphere on a column (Nov. ,3, no. 

IV), and finally assumes its most formidable appearance in the 

penetrating drawings of November 8. 
r 

The studio in the' fifth drawing of November 8 has sustained 
, 

, a signifièant change (pl. 18). A powerful intensity is achieved 

~~reaking up the symmetrical rhythm of the ~arlier drawings. 

;f~ont~~st, with the bright palm treès outside the window the 

interior' .of the studio is stormy. The dramatic tension is 

èoncentrated on the head which is transfo~ed into a black and 
. 

purple mask with an interior purple armature. This treatment of 

37 
~parmelin, ricasso S~. pp. 97 and 76, ~uotes Picasso: 

~What l'm looking for at the moment is à sign 
that says "blank" on my canvas, immediately, 
wi th out any fuss!" 

38 
,The making of Le ~2tère ~icasso is described in 

Parmelin, Picasso ~~2, pp. 107-110; and Patrick O'Brian, Pablo 
fic§~o: A Biogr~, (New York: 1976), pp. 429-431. 
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the head is a destruction of its previous form. as if Picasso 
39 

judged it too facîle. 

The studio is inscribed with sign-like characters on the 

walls which are noteworthy because they reoccur later in- the 

1963 se~ies. These marks translate the numerous objects into a 
-

distinctive personal order that disregards natural appearances. 

Widely 'spaced multi-coloured spots and lines m~rk the spa ce 

between the windo~ and around this barbaric mask ef a 

sculpture. The most freguently used sign-shape is similar~~a 
. 

stick-like figure with a vertical body and prdtruding 

appendages. It is a sign language with a hieroglyphic form that 

at first seems arbitrarY and decorative, . but in fact assumes a 

distinctive presence in the studio. The latent figure' at first 

resembles a figure in the formative stages of existenee. As 

Picasso explained in a statement made the following year: 

,"The secret of my deformations ... is that 
tbere is an interaction~ an intereffect 
between the lines in a painting; one line 
attracts another and at the point of- maximum 
attraction the lines curve ,in towards the 
attracting point and form is altered." 40 

The 'independent life of' linear forms assumes a vitality 

seemingly apart from the artist. as Picasso' somewhat 

enigmatically explained: 

"it· s pure ch8Qce, 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 §ketchboQk, p. 3. 

40 
Ashton, Pi~§§Q Q!! Art, p. 24-. 

" 
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put next ta it because it happened ta be 
neare~t to band, is an amazing rèality aIl 
tbe 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 l, III. 

V, and VI (figure 2-1). They do not Fepresent 
/ 

buman forms, but suggest it. ,Like. early éave 

figures tbese apparently spontaneous lines 

exist in a pre-an~hropomorphic. 

emerging to evoke an image of creation. 

state. 
42 

1. 

, '. ~ 

FIGURE 2-1 

These signs resemble the conventionalized human ~ figures 

from Spanish p~troglyphs seen in a widp.ly reproduced chart from 

Hugo Obermaier's 1916 text on fossil man in Spain, El -homb~e 
43 

f6si! (pl. 19). Obermaier aimed to show how prehistoric man 

:progressively 
44 

simplified the human . figure into a sign 

notation. Such investigations' were.of special interest to 

artists and poets of thê Surrealist circle. Vanguard art 

magazines su ch 

DQç~m~Dt.§ featured discussions and 
• 

41 

\ 

Çahier.§ 
( 

illustrations 

Parmelin, rica'§âQ ~~~, p. 99. 
42 r;; 

d" Art, and 

by Oberma i er--

Sidra 'S-tich, J:Q~n MjrQ";" The 12~y~lQEm§nt Qf ~ Sig!! 
Langu~§, exhibition catalogue, (St. Louis and Chicago: 1980), 
p. 20. The creative and destructive duality, ,as ~ndicated by 
this cruciform sign is explored in the artist and model t.heme in 

'Chapter Eight of this thesi~. 
43 

Hugo Obermaier, EQ~§il- M~D in ~~in, trans. C.D. 
Matthew, (1919; rPt. ed. New Haven: 1925), pp. 261-263. This is 
discussed in Stich, Th~ Development of ~ ~ign Lang~age. p. 13. 

44 
Stich, îh~ ~yèlopment: of ~ Sign Langua~. p. 13. 

57 

\ 



","0 
-il 

CIIAPTER TWO 

45· 
and others on works from prehistory. Many of tbese writers 

saw in primeval art the origins of religious sentiment, 

language and myth.o Of particular interest is the five-part 

article by Hans Muhlestein "Des orig-ins de l'arl et de la 
46 

culture," published in 'Ç~hie!:§.. d' ~n. Mublestein held the 
. 

view that the "abstract" signs 'ln prehistoric art were a part of 

an innate writing system wbich displays man's universal, 
47 

IDYstical roots. In the introduction to Muhlstein's articles, 

Zervos pointed out the importance'of the subject, stating that 

a~ examination of t.he earliest stages of art was imPerà.tive "to 
46 ~ 

probe to the very source of creation." Georges-Henri Luquet, 

writing in L'Art et l~ r~ligion, sees in primitive forms an 

irrational, unconscious force which wes responsible for the 
49 

birth of art. 
, 0 , 

These ideas parallelèd Surrealist conceptions of , 
45 

L~E~E!:it MQ~Y~~~ sought to upite the fundamentals of 
prehistoric art with the ~ modern style by publishing 
illustrations of cave paintings, as pointed out in· Stich, Th~ 
DevelQ'2ment Qf ~ ~ign k~ngu~g~; p. 11 and notes 23 and 24, 

. another international periodical devoted to the study of 
prehistoric and primitive art was I~k which also attempted to 
combine ethnographie objects with art history. 

46 .:? 
Hans Muhlestein, "Des origins 

culture," Cahiers d'Art, V, 2, 1930, 
Jjevelopment-~f ~ - Sign - L~nguage, p. ll. 

41 

de l'art et de la 
quoted from Stich, The 

, 
Muhlestein, p. 64 as mentioned in Stich, Ih~ ~~y~lQEm~nt 

Qf ~ ~ign L~ng!J~g~, p. 11 -
48 

Christian Zervos, 
58. as reported in Sticih, 
p_ 11, and note 25. 

49 

Cahi~!: g~tln§, V, "2, (1930), PP"'- 57-
Th~ DQy~lQEm~nt Qi g ~ign 1~Qg~ggg, 

Georges-Henri Luquet, L~~it ~t l~ !:~ligign g~~ hQmm~â 
fO~âil~§, (Pari~: 1926); as stated in ~tich, Th~ ~~yglQEm~nt Qi 

'-

58 
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, 
art~ an example of which is fOund in the opening statement of 

. André Breton's 1928 statement on Sùrrealism ~nd Painting: ft The 

eye exists in a savage state" extolling thè virtues 
50 

ability to instinctively sense invisible rmage~. 

of primaI 

/ 
Picas:~o understood the necessity of conveying ac1:uality 

through t symbols': "whatever is most abstract may perhap~ be the 
51 ' 

SUlQIDit of reàlity. .. Those close to the artist have comment.ed, 

as Brassai does, on Picasso' s capacity "to see .in things, 

objects which are both common and rude, banal and marvelous, the 
_ 52 . 1 

laterit' im~e of something els~ .... " It ~ i~ through these 

supposed decorative markings on the studio wall that ~icasso 

conveys·the mystery and energy that oceurs within . 
. 

Si~ilar signs are Îound in the art of Pieas~o's friend, ,the 

Spanisb artist Joan Mirè. 

the procreative imagery. 

The si~n langua~e in Mirè's art shows 

Whereas some of the Surrealist artists 
'" 53 

equated sexuaLity· with death and rupture, 

~ ~.ig:n 1angy~~, p. 12-. Luquet acknowledged a 
prehistoric art. In his.yiew, an irrational, 
within man was responsible for the birth of 
which paral"lels Surrealist attitudes. 

Mirè emphasized 

magieal basis for 
ubconscious force 
art. an opinion 

50 R 

" Observed in Stich, Th~ D~(:ü.QEment Q:t !! .§ign Langyag.ê, 
p. 8. This conception oÏ T,he "savage" vision is astutely 
explored in Balakian, ~ngrê ~~§tQg, pp. 152-154. 

, 51 - ~ ~ 
Quoted in Brassai, Eiç~§§Q ~ng ~omÉ~n~J p. 241. 

52 
IbM., p. 89. 

53 
For an examina~ion of the erotic violence exp~essed. in 

'\ Surrealist thinking see: William L. Pressly,· "The Praying Mantis 
in ~urrealist Art'\" l'hg ~rt, ~~lletin, Ly (December 1973). pp. 
600-615. 

, 59 
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54 
birth and harmony. His sign language suggestsc the DO'stical and 

procreative i~lses_ which lie at the primo~ial level where 

~ visuai language tskes root. It is intended to describe the 

begf~~ngs _ 0:_ cons,?ious figuration and the instinctive creati;; 

urge. Like Mir6, Picasso~s signs imply a lat'ent sexuality. 
1 

! 

TRis ~is evident in the egg shapes indicating the procreative 

~arapte~_of th~ a~tivity within the studio waiis . 

.The opposite of this creative impulse is the des-truc~ive 
d 

aspect which Picasso had previqu~ly represent.ed wi th the 
57 

configuration Qf the crucifixi9n. In this manner the signs OR 

the studio walls ~ay reîlect the passion and pain Picasso 
~ 58 

claimed to identjfy with his m~ti~~. As one of his friends 

/ 
/ 

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

the daily task so austere and sbmetimes tragic a meaning-....---.--Eaeh-·--
59 

canvas was a matter of life and death ... _ Picasso admitted the 

pain inherent in bath the enactment and exhibi tion of his works: , 

St~ch, Th~ Deve~ent ·of !! SiEn! Lammag~, 
55 -

Ib~!l., p. 25. 
56 

p. 16. 

For a summary of the reciprocal impact between Miro and 
Picasso _ see Langston, Disguised Doubl~ Portrai1?s in ~.iÇ!!§.§.~§.. 
Work, PP: 55 ff. 

57 
Ronald AIley, Picasso' s Three Dancers~ The 46th 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 pliinting Th~ Th~~~ Dagçm:.§. A further 
elaboration of crucifixion imagery in Pièasso's art is sean in 
Ruth Kaufmann, "Picasso' s Crucifixion of' 1930," !}~rlim{tog 

, M~azinê, eXI (September 1969), pp. 553-561. 
58 

59 
Parmelin. picasso Plain. p. 34, also pp. 60, 115. She 

claims, p. 76. that "Picasso suffered death from morning tilI 
night ... [he] was largely devoted ta his own suffering. Il 

60 
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Il In the past l refused. for many J'ears to 
exhibit and even would not have my ~ictures 
photographed. But finally l realized. that l 
had to exhibi~ - to strip DJYself 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 
what has gone into it. Il 60 

Pioasso's Atelier, MaToh-April and June 1958 

ç1 

a 

A second phase of studio subjects include L'Atelier, made 

six months later {from March to Apr.ilL followed by' studies of 
o 

Femm~ g!!D§ !':!!telier (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 1n the studio; and amongst the 

artist's bther . creations. ~ 

In the painting of March 30, 1956, a large square, blank 

canvas dominates the center of the comppsitic;>D (Zervos XVII;56). -
The brightness of -this area confronts the viewer and stands out 

in contrast to the somber hu'es of the room (pl. 20). The white 

field of the canvas wlthin the picture is exactly as it appears 

to be--the untouched prepared surface of Picasso's )actual 

painting. The viewer simul taneously sees ft canvas that is in the 

pa st and in ,the future; before the artist has touched it, and 

after it has been painted. The blank surface represents what ilthe 

picture before the viewer once was. The studio surrounding 

60 
Penrose, Eim!ssQ":" His ~if~ and Work, p. 400. 

61 
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1 , 

the bare canvas demoDs~r~tes its anticipated trans~orm8tion.' 

The viewer, faced with the untouched picture, experiences a 

sensation anaiogous to the painter. This ear Iy stage in the 

artistic pro cess is developed in the various ~egrees of 

completion of the stacked canvases scattered throughout the 
\ 

room. In this manner ~~Atel i!ll: presents the stages in the 

progression of a.work. 

Tbere is another aspect of the confrontation between these 

outward facing paintings. They are turned for the benefit of the 

viewer. Picasso commonly presented his most recent canvases to 

select friends in this way. MotiV'ated "by a desire and\ a need to 

observe the reaction of tthe Public", he would set up rows oÏ 
~ 

,completed canvases, 

eliminating anotber, 

rummaging among them, pulling out one,· 

spreading them out in a display, grouping 
• 61 '-" --

tbem as "he -feels they should be, " , as described by Brassai: 

61 

"It is basically a matter oÎ building a sort 
of pyramidal c.on~truction wi th the p~aintings, 
of assembling them--generally around an easei 
wh-ich already ho Ids one and possible several­
placing the smaller ones above the larger, 
showing them oÎf ta best effect, through 
either their affinity or their 
contrast ... Picasso's final reunion of works 
of the srune "generation," grouped as they 
~\~ht be for a fami ly porirai t rendered 
se~timental by the knowledge that they will 
shortly, irrevocable, be dispersed throughout 
th,e world." 62 

It was Picasso" G habit to arrange his own eanvaseG for 
criticsl viewing in this manner. See descriptions in Parmeljn, 
~icaâ~Q ~l~iD, pp. 52-53. One such presentation is photographed 
by Brassai, E.iÇ~â§Q .êng ç.Q!!œ~n:y. trans. F. Priee (New York: 
1966), p. 28; also Parmelin :Eic.9f!§Q~ Tbg ~.rtiât ~ng lli§ M.Qg~l. 
p. 5. 

62 
Brassai. Picasso ~nd ~~mE~n~. p. 123. 

\ 
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The importance of this enactment is further elucidated.: 

"1 think it is because this very act of 
presentat~on 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 public: .. 1 am seeing i t for the first 
time." 63 

The solemnity of Iookin~ at art is reflected in the 

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

effect of the 1955 studio's art nouveau decoration (pIs. t5 and 

'16) is restrained and stabilized in the 1956 ~:!!~li~!: paintings 

(pIs. 20 and '21~). .subdued cotours 'convey an almost religious 

silence ~nd a solemnity. They are made up of four colours: tan, 

black, ,brown and the white of the canvas itself. Alfred Bar~ 

recounts-- that while visiting Picasso's studio, he saw these 

paintings and questioned the source of this austere harmony. 

reply, ap»arently half in sel f -mockery , 
. 

Picasso' s\ terse 
64 

"Velàzquez ... The allusion to the Spanish master refers 
~ 

was 

not 

only to the subdued pàlette, butoto the perspicacity inherent 1n 

the series for which Velàzquez was famed. 

Picasso's awareness of bis place io history is linked with 
-' 

the process of transforming a blank canvas into a'work of art as 

63 
I.Qig., pp. 123-124. 

64 
Alfred Barr ,quoted in Rubin, Picasso in tb~ .coll~ction 

of the Museum of Modern Art, p. 179. 

63 
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demonstrated in L~ Atelier in !ID Old ~aster Frame (Zervo XVI!; 

56). Picasso surrounds the painted margins witb-an illusionistic 

"old master frame," then places his signature below in the 
65 

manner of a museum label (pl. '* 21). Frame and its tag 

~ assimilate with the art work. This expounds Picasso's aspiration 

to bave his works presented, associated, and compared witb 
66 

museum-quality masterpieces. 

\n these works on~an see the relation with Velàzquez' L~§ 
M~nin~§ on which Picasso would make many variations the 

" 

following year. Robert Rosenblum has observed that the sbadowy 

interior of L'Ateli~~ of March 30- (pl:- 20) will }ater lead a 
67 

second life in Velàzquez' court paintings. The interplay of 

"art and reality whiGh Picasso demonstrates in L'Atelier is the 
-~-------

Ibid. From .his earliest ,days Picasso relished 
incorporating such labels on frames painted around hisoworks, as 
seen in, Zervos II; 500, and 503. In the reproduction of 
L~~teli~~ in ~n Ql~ Master Frame, the museum label Barr sees on 
the signature of Pi~a;;o7;--pai~ting is unfortunate1y not 
dis~rnable. 

~~6 
~ One noteworthy incident dramatizes the' importance of 

this comparlson to Picasso .. -As recounted in Gilot, Lif~ with 
Pi~ssQ. pp. 202-203, Picasso's friend Georges Salles, Director 
of ~ench National Museums, arranged for Picasso to bring sorne 
of his canvases ta the Louvre on the day when the museum was 
c10sed. They -t~ .. en were carried around so that Picasso could see 
how they looked next to some of the masterpieces. This 
"experiment" seemed to satisfy Picasso. 

67 
Robert Rosenblum, "Ten Images," in Eiç~~§Q f~Qm tb~ 

Musè~ 'Eica§§Q-L r2r.i~, p. 79. 
Is it possible in the works oÏ Zervos XVII; 56-61 dated 

April 3-7, 1956 (see pIs. 20 and 21), that the outwardly 
directed canvas represents the beginnings of the two àutward 
facing figures which will assume a similar pose as the King and 
Queen reflected in the mirror and who may be the subject of 
VeIàzquez' hidden canvas L~~ M~nin~§ on which Picasso painted a 
series of variations? If so, in this paintings-within-a­
painting, the viewer is given a privileged position deep within 
the studio_ space. 

64 
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basis of Velàzguez' Las Meninas. Having produced bis own atelier 

witb a meaning similar ta Velàzquez' masterpiece using hues 

associated with Spanish paintings, it is not surprising that 

Picasso should then "tak~ possession" of Velàzquez by painting a 
68 

series of variations on his L§~ M~nig§§. 

. 
"The funny tbing is that 1 have never been 
able to paint a picture! 1 begin with an idea 
and. then it tums into something quite 
different. Whaty~is a painter after aIl? A 
collector who wadts ~o acquire a collection 
by painting other people' s pictures that he 
admires. That's how 1 begin, and then it 
turns into -sometbing else. ': 69 

The port raya l of an empty studio with only works of art 

present is also reminiscent of Matisse since tbe vacant rooffi--is 

'considered his virtual \signature'. Indeed, the resemblance of 

such works as Picas~o's At~lier to Matisse's magisterial Red 
70 

~tudio ttas been observed. The death of Matisse in 1954 would 
, 

bave stimulated Picasso to again take possession of a subject 

strongly associated with Matisse., As Picasso e'Xplained to 

Penrose in 1958 when pressed ab9ut the source oj1 the nudes in 

.., h:l s r:~mm~~ -g~6.lgi~!:~: 

68 . 
Picasso himself used tbis expressi9D of taking 

possession when discussing his cop~es of the old 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 ta possess in Chapter Nine. 

69 
Le Point, X~II (f952), quoted in Gallwitz, 

!!Q, p. 42. 
70 

Robert Rosenblum, "Ten Images,", in Picas§.Q 
Mus~~ ~iQas§~ ~~~i~. p. 79. 

65 
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CHAPTER 'l'WO 

Tbe 

-----
,\ 

" •.• when Mat~sse died he- laft bis- odalisques 
to me as a legacy ...... 71 

attempt ta capture bis place in the history of art and 

-' to transcend its temporal limitations is intrinsic to Picasso's 
72 

outlook. In IL.Arrli~!: oÏ March 30, for example, the canvas 

propped up on the right includes a paintng of Jacqueline in 

Turkish costume which is a study of the vari_ations Picasso made 
.. 73 

after Eugene Delacroix' s L~§! [emmê§! d~Algig!: (,pl. . 20). This 

single painting of L'Atelier, absorbs allusions ta Velàzquez, 

\ Delacroix, and Matitse. Yet these art historiesl referenees 

al ways center" on Picasso. 

... -

lPicasso refers to his own are additionally through the 

exhibition of his orienta,l portrait of Jacqueline and through 

bis bronze sculpture of a diamond sh~ped Ueay of .§ liQ!!HH! made 
74 

in 1951 (pl. 22). In two other works of the series a painting 

71 

Penrose, 
72 

Ashton, 
fiças'§QL 

fiç.§sso QD ~r.t, 
Hi.§ Lif~ !!ml ~Q!:!5;, 

p. 164., Quoted from 
::. ~ L~, 

(London:' 1958), p. 351. 

Elderfield'~ M~tis.§~ in tb~ ~olleQtion Qf tg~ My.§gum Qi 
MQdern Art, p. 89. Mr Elderfield notes the closeness of this ta 
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 influ€meed 
by Bergson's philosophy, especially in his early days in 
B~rcelona where such ideas were the subject of intense 
discussion. ~-~~ 

73 
For an insightful discussion of Picasso's variations on 

Delayroix' E~mmes ~a' Algiê!:§ see Steinberg, "The Algerian Women 
and Picasso at Large," in oth~!: Cri:t~~i.~, pp. 125-234. 

74 
Illustrated in Rubin, ~icas§Q in th~ Collection of ~g~ 

Mu~~Ym QI- Modern ~rt, p. 175. 

( 
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CHAPTEB TWO 

of a nude hangs on the opposite side of t~ studio. functioning 

visuallY'as a painted counterpart to the sculpture. 

Hben Picasso described tbe austerity "half-moekingly" to 

the influence of Velazquez, bis depreciating ~one can prooàbly 

be explained by the fact that there was an aspect of bis 

feelings be declined to divulge. According to John Richardson, 

Picasso "turned. bi~ thoughts increasingly to Spain" because the 

weatner over the Easter week of 1956 prohibited Picasso from his 
75 

usual practice of enjoying the bull fights. However the 

seriousness of the works' th~selves suggest further 

~ significance. Being Easter, thoughts of resurrection and perhaps 

of his own aging .. may have caused. him __ to~i.der, th~ place his 
76 

art will assume in posterity. Picasso encounters the transient 

character of bistory througb his own work and those of athers. 

Possibly be is seeking reassurances of his place in it: 

Tbe model is introduced into this three way SCI'4t iny 

between artist .. ,'art-work, and viewer. In this manner the 

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

75 ~ 
Richardson.. ..".teliers .... p. 189 

78 
Picasso anxieties about,aging are described. in O'Brian, 

fig~~§Q,~PP. 379-380, 455-456, and ~~§sim. 

\ 
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CHAPTER TWO 

77-
be transcribed into paint. -T'emporall~ sbe (like the blank 

cailvas) represents tbe past as weIl as the f!-lture image, as the 

artist had~een ber and as she will be represented. 

The model allies herse If with tbe spectator, becoming the 

observer within the painting. The works she gazes at are those 

of Picasso's studio at La Californie completed the previous 

month {similar to pIs. 20 and 21 in this tbesis}. In tbis image-

within-an image the mcxlel occupies the same space represented ~n 

the paintings she contemplates (Zervos XVII;- 60, 61, 67). 

The sculpted bead, previously associated with the artist 

and model theme, is replaced by two other sculpu'res both oÏ 

which were a1so made by Picas·so. One is the diamond shaped 

woman's head (pl. 22) previously seen inhabiting L:At~li~~ of 

March 30 and April 2 (pIs. 20 and 21). 
" 

The other is the·Femm~ 

Enç~int~ (pl. 23) wbich is incorporated in the Femm~ ",dans 

l'atelier of April 3-7~ 1956 {Zervos XVII; 62 and 66}. It faces 
78 

the seated model, acting as ber counterpart {pIs. 24 and 25}. 

The pregnant figure placed within the context of a studio 
, 

theme yields strong implica~ions-to the process of aL~-making. 

In Femm~ g~Q§ l'at~li~ of April 3-7 the statue faces the blank 

,,77 lu ---
. The ame mcxlel seated alone exists in a number of 

independent udies. See, €or example, J~çQy~lin~ in Turki§h 
Costum~ illustrated in Montreal Museum of Fine Arts, E~bIQ. 
Eic~2~Q~ Me~tigg in MQnt~eal, exhibition catalogue, (Montreal: 
1985), p. 215. 

78, 
Might this juxtaposition of model and sculpture be a 

biographie allusion to the relationship of Jacqueline Roque. ta 
Picassa's previous mistress 7 Francaise Gilot, after whom the 
Femme Enceinte was modelled? j 

68 



CHAPTER TWO 

canV8S (Zervos XVI;66). This expounds on the generative process 

of art--the giving birth to thé picture and the blank canvas 

8waiting its own lbirth' (pl. 25). The sculpture of the pregnant 

woman is enclosed by a cubist triangle wbich points to the upper 

right edge 

functions 

of the blank canvas _"__ (':The 

like an arrow directing 

apex 

the 

of the triangle 

viewer to the 

corresponding corner of the blank canvas where Pieasso\s 

signature is placed. Another triangle, emanating from the 

model' s 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 ult"imately after she is so will her image. The 

artist presents himself 

birth to the image . 

\pregnant' force which will give 
" ( 

. The feminine, generati e principle in the Fe~~'EnQ~intg is 
-----../ 

reiterated. by forms of the palm trees outside the 

studio window througho 
u 

the 1955 and 1956_~telie~ paintjngs 

and drawings (see pls. 15-18. 20-21, 25-26 and 27). ls ,i t 

possible that Picasso transformed(the branches of the palm tree 
79 

,into another image previously identified with himself? 

Bowever, when the seated model becomes part of the studio, . the 

79 
Picàsso's identification with such palm trees is 

reflected in his'personal motto as described in Gasman, MY.~tg~L 
Mrutiç ~ Lovg in fiç~ssQ. p. 849: fJ::~gmiYm :e!!lm~ Victm: -- the 
palm is the reward of victory. My appreciation to R~naid Lepege 
for advice on the translation. 

Picasso also assumed other surrogate identities ~s 
investigated in: the Harlequin is described in Theodore Reff, 
"Harlequins, Saltimbanques, Clowns, and Fools," ~rtfor!Jm, X 
(October 1971L pp. 20-40; and M. Reis, "Picasso and the My th of 
the Minotaur," Art Journal. XXXII (Hinter .1972-1973), pp. 142-
145 .. 
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trees - change their form~ creating patterns with the windows 

through which they appeai-_ In the last schematic pin-wheel 

shape, writhing and energetic or straight and star-like, they 

_are ·silent anthropomorthic elements eehoing the drama in .the --" 
studio. Placed at the far side 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 

the resonance of their expressive forros. 
~ 

Similarily, the image of painting within paintings is 

created by the enclosed rectangles enframing other canvases 

April 3-7 (Zervos XVIII; 62). The statue of E~mmg ~nQ~~nt~ faces 

and almost touches these multiple frames (pl. 24). The painted -If 

forms of this sculpture seem ta eontain another more slender' 

"figure within it, a figuration occasionally found in Picasso's 

Q.êyyre (see pIs. 96 and 109). It aIso demonstrates Picasso' s 

Q~ten-repeated precept_that art forms generate themselves: 

80 

"For me each painting is a study. l say to 
myseIf, l am gaing one day to.finish it, make 
a finished thing out of it. But as saon as l 
start to finish it, it becomes another 
painting and l think l am gbing to redo it. 
WeIl, it is always some ing else in the end. 
If l retouch, l make new painting." 81 

Steinber , "Iropl' Rearward Aspect," in Qthfn: ~.rit~.!:i~h 
pp. 182-183, descrl show Picasso allows "eye witnesses in the 
remote or middle distance ta function dramatically-though with 
no intent ta promote' a stereometrie vision." He further shows 
how the "all-sidedness" of foreground figures depends on the 
-recessed "inquis"itive rover peering from beyond .... " 

81 
Ashton, Pjca§~Q QQ ~Kt, p. 29. This statement was made 

ta Alexander Lieberman and first published as "Picasso," in 
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The - planned iDethodical development of a theme is foreign to-

Picasso. As Penrose explains, each painting serves as a gateway 

to the next, and the suggestions that come from one work often 

widen, rather than narrow the theme. This is a perpetu,al 

"turning ove r· '" of ideas, in which every solution had to be 
82 

quest iOll"ed. 

The witt y explorations of art, nature, and painted 0 

illusions becomes more complex. The model, seated placidly in a 

bent wood rocking chair, (pIs. 24-26) takes on several 

identities. She is Jacqueline Roque, well-known as Picasso" s 

mcxlel who will become his wife in 1961. Her almond shaped dark 

profile eye, long neck, dark hair, and straight nose 

âlready entered into Picasso's ~epe~oire. Numerous studies 

YQgue, _ (November 1, -1.956), pp. 132-134 ff. 

were 

of 

The multiplication of canvases as the pictorial idea takes 
holà may be visualized in a cur.ious • S' shape placed beneath the 
ong'oing canvas on the easel in several works of this series 
(Zervos XVII; 61-62, 402, 403) and illustrated in Pl. 24 of this 
study. Following the sexual imagery prevalent in this series, 
might this shape allude to that of a spermatozoon, whose life­
giving power would weIl express sueh artistic generation. Such 
an interpretation would be in keeping with the phallic ,forms 
discussed in Chapters One, Five, and Eight of this thesis. 
S::.'milar configurations are found in the work of Joan Mir6, as 

<>.Tb~ ~f!mil~, Th~ tlYnt~I:, and Th~ Birth Qf th~ tlQ!:lçL discussed in 
Rubir" MirQ in th~ Coll~ctiQ!1 Qf Th~ M!!§~Ym QÎ MQg~rn ~rt, pp. 
24-30. 

82 
Penrose-in PiQ~§§Q f~Qm ~h~ ~sè~ ~iQ~§~QL 

quotes Picasso: 

"The fact that l paint so many studies is 
just part of my way of working. l make a 
hundred studies in a few days while another 
painter may spend a hundred days on one 
picture. As l continue l shall open'windows. 
l shall get behind the canvas and perhaps 
something will happen ... 

71 
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CHAPTER Too 

ber in Oriental costume has been connected. wi th the 

variations after Delacroix' ~es ~~mm~~ ~' Algi~!:s 

series 

pain-ë~ 
PicassQ in December-February 1955 (pl. 

83 
20} . In the April 

o 

of 

by 

and 

June 1956, E~mme danâ ~~telie~ series, Jacqueline's image 

performs two related func"tions: sh~ is the model sitting for,. the 

artist, and an observer of the finished works. 

The model's du~l function was also vi$uali/ed in the 
• 

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

which she had posed. In the YQ.l.lard ~!:!ite, the presence of the 

nude ènables the viewer to compare the naturalism of her forms 
84 

against the artistic product. The model acts as a surrogate 

for the - observer, performing the beholder's cr.itieal 

observation. 

A similar relationship is evident in the ~t~li~~ paintingsoc 

Th_ viewer takes on the same position as the artist, who by 

implication readies himself ta confront his model. 
, 

By virtue of 

this similar placement, we the spectators, me.rge and identify 

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

be rendered, and the image already represent'ed. She i5 1 real and 

painted. 

83 

This double meaning is clearly stated in Femm~ . ] 

supposedly inspired by Jacqueline's resemblance to g 
Picasso's variations on Delacroix' E~mm~§ gt-h~Aelgf-ot~r~)§owunad.s 

woman. 
84 

The results of the model's scrutiny are occasibnally ",an . '--
amusing commentary on the discrepancy between the two realms, as 
wh en the beautiful nude is baffled by an abstract representation 
df her forms in Plate 74, Mog~l ~ith ~y~~~~li§~ §QylEt~~~ of the 
YQllarQ Sui~~ of May 4, 1933. In many other works from this 
Suite the model and artist look at the finished wo=k in a moment 
of shared contemplation, see Plates 53-54, 60, and 62-63 of the 
VollsrQ Suit~. 
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1'atefier "of April 2-8 ( Zervos XVI; 67) 

strategica lly placed. "before a blank cenvas" 

where 
\ 

she i's 

so that her~status 

a=;; living or painted image is deliberately ambiguous (pl. 26) . 

The' seriey becomes p,rogressively simplified and 

schematized. In a sequence of eightJ drawi~gs of June 7, 1956 

the mooel is graduallyO redueed to" an enlarged profile' head on a 

small triangular torso (Zervos -XVII; 109-11'6). Ber full eye. 
~ 

plac~ on her profile face, eonfronts the canvas which magically 

gr.ows 
, ,,-' 

an eye (pl. 27) .. The model and canvas scrutinize each 
85 

other "intensely -- until their eyes toucha - At the same time. 
~ f 

the woman:1 s body disintegrates into a schematized signa 

The canv'as dev'elops its own visual acuitY:J . in the eighth 
1 1 

drawing. resulting in the' somewhat ,fantastic image of a transfer 

of consciousness. Eye-to-eye -- the two .powerful elements 

interlock and become oné. 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 mutual observation the ..... 

model:l s direct" f~ontal gaze looks past the picture plane toward 

the a.rtist, who in turn scrutinizes her --" just. as the beholder 
. \ 

• will. 

The set of lookin'g, intrinsic to art-making is a projeètion 

, \ 
85 

This may be a visualization of a colloquial expression • 
.. she has her eyes glued to the canvas." In French -i t might ' be 
~11~ .§st s~i§i El!!: ÇQ t~Qle~y, or. les :l§Y~ !:ivè§ §!u];: 1~ 
:tfJhl~au .... 

1. 
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86 
of the P8~nting into' the mind' s 'i'ye.. This is Picasso' s 

. apprehension of ~rt. It' is not a thing of the world -- but 8 

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

'. .. .' 

~--

( 

'-

1 

r . .... 

8S 
Rubin~ ~iC8SS0 i9 tbg Collect~on Qf :!!b~ ~.§§y~. ,of, Hog§,rn 

~rt, p. 180 . 

/ 
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PIÇASSO'S LAS MlNINAS AND LI J)1JKUHlŒ SUi L'IJIBBlÇ: 

VARIATIONS ON TBR ARTIST AND ~DEL, TBBMK 

\ 

c 

Picasso' s deliberate paraphrasing of other painters' works 
1 

appears to s.ome as\a repudiation of his inventive imagination. , , 
.-
The dialogue between art and reality that characteri~es 

, -
Pic8sso's oe~~ has from the start of his career also includcd 

2 
a J:~ochem~~ between bis art and tha't! = of others. These 

a 

1 
Berg~r, The 

Edward Lucie-Smith. 
{New York: 1976}, pp. 

2 

185; 
1~~~, 

1, 
who 

other 

Blunt and Pool, Piçasso: Th~ EQrmatiy~ ï~!!!:§, p: 
repeat the observation of Picasso' s early friends, 
acknowledged Picasso's conoeptual approach in considering 
works of' art over natur,e: 

:'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 nature bu't 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 Marsha~, Art AbQut Art:, exhibition catalogue, 
introduction by Leo Steinberg, (New York: 1978). This hïstorical 
iqterplay is ~urveyed in the essay by Leo Steinberg, "The 
Glorious Company," in Art about Art, pp. 8-31. 
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visual adaptations 
3 

are the foundation of his painting. It is 

hard.ly surprising ,that such references integrate into vi~ually _ 
, 4 

aIl hi.s motlfs. Picasso repeatedly explained: "Copying other:s 
S 

is necessary, but what a pit y to copy oneself," and: 

3 

"What does it mean for a painter to paint in 
the manner df So-and-so or ~o actually 
~mitate someone else? What's wrong wi~h that? 
On the contrary, i t' s a gocxl idea. You./ shou Id 
constantly try to paint like someone else. 
But the thing is, - you can't! You would like 
to. You try. But it turns out to be a 
botch ... And it's at the very moment that you 
make a botch of i t that you' re yourself." 6 -

"Picasso on Altdorfer,) in Marilyn M~Cully, 
PiQ~~§Q Anthology: ~Qçyments~-Critici~~ R~migisc~gç§~, 
1981), p. 247, quotes Picasso: 

"l've been copying ALtdorfer. It'·s really 
fine work! ... AlI the details are integrated. 
lt's beautiful. We lost- aIl 'that, later~n. 
We've come aIl the way to Matisse - colour. 
lt may be progress but it's something 
different. These things ought to be copied as 
they were in the past, but l'' know no one 

, " 

ed~, h 
(London: , 

would understand. .. "'-; ~~ .. 
4 

The complex integration of multiple historical allusions 
in Picasso's Q~YY~~ have been the subject of numerous studies. 
On~ of Picasso's works which has stimulated these explorations 
is his q~~rnic~ of 1937. See for instance: Rachel Wischnitzer, 

, 

"Picasso"' s Guernica, ft... - Matter of Metaphor~" ln;::tiJ;;m~ .§:t '; 
Historiae, XII (1985), pp. 153-172; William Proweller," 
'''pi~;;;~-;-s "Guernica": A Study in Visual Metaphor, .. /}tl J:QYm~l, 
XXX (Spring 1971), pp. 240-246; W. Darr, ·'.Images of Eros and 
Thanatos in Picasso' s Guernica," hrl J.Q!JTIHtl. XXIV (Winter 1964-
65), pp. 338-346.1 

5 
Ashton Piç~§so Qn ~Kt, pp. 53. This comment was made in 

1960 to Dor de la Souchére. 
6 

Picasso stated this opinion in 1965, as r~cdunted by 
Hélène Parmelin, riQ~§so: Th~ ~Ktl~t ~Qg tliâ MQd~ and Qthe~ 
R~ç~nt ~Q~kâ, (New York: 1965), p. 43, and documented .in Ashton, 
riç~§§g 9TI ~r~, p. 53. Compare this statement with Picasso 3 s 
1954 claim to Michel Georges-Michel. reprinted in Ashton, 
riç~§§Q Qn ~r.k, pp. 52, and quoted in Chapter Seven, note 2, oÎ 
this dissertation. 
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CHAPTER THREE 

., 
'/ 

This ~hap~er considérs two of these variations: Picasso's 
1 

Las Menina§ after VeIâzquez and ~~ ~~j~YQer §ur l~~rbe after , 

Manet~ Both aIIude to art-making, representing an amb4guous 
'" 

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 eonsidered . " 
{rom tne point of view of t~e artist and model theme. 

~ i 
~ Manet, Iike picàsso, turned ta the past for inspiration. He 

/ 

particuiarly admired, the Spanish paint~ ,VeIàzquez. For his 

: ~~j~Yn~~ sur l~he~h~ Manet probed into the history of art, 

combining ideas derived from Giorgione. with motifs culled from 

Raphael and ancient art. 
\ 

One of the most important results of this overlay of 
il 1 successive hi~torrcai references is that it subordinates the 

actual content of the painting. The old master work becomes the 
. 

substructure to the new--highlighting ar't as' the subject of art. 

This phenomenon has heen succinctly elaborated by Rosalind 

Krauss: 

7 

"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 historieal archive that makes up the 
inventory of world art. Il 7 

Rosalind' Krauss, "Re-Presenting Picasso, Il Ar:!! m ~m.êriQ!!, 
• LXVIII (December 1980); p. 92. 

\ 
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1 

-
Picasso's Variations oc Las MeninD~ by Velàzguez 

When Pic.~gan to paint bis 1957 series 

Diego Velàzquez', 1656 painting of the same based. on titlè, , he 
. 

asserted his uOlque vision and interprets a masterpiece by a 
8 

past Spanish Master according to a contemporary - one. L~§ 

1 

M~nina§ shows Yelàzquez himself in the process of pa\ntin~ from 

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 Hl a way that affirms Picasso' s approach to art-

making. Picasso vind-icates his tw~ntieth-century style 'by 

-showing his own treatment ,of the scenario, using it as any other 
9 

"fact of nature ... He further individualizes bis dialogue with 
1 

Velàzquez by integrating details from his own life into the 

8 
The Velàzquez cycle is illustrated in Jaime' Sabartés, 

Piç~§§2~ L~§ M~ni~~§, (Paris: 1958). 
9 

As noted in McCully, h ric~§§Q ~nthQlog~, p. 247: 

.. [Picasso' s] favorite them.atic departures in 
the late work was the history of ait ... in a 
sense, Picasso was writing himself inta the 
history of art by virtue ta his choice of 
association wi th his predec;8ssors." , 

1 
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. 10 
illustrious court scene. 

" 

Velâzquez" ~~§\ ~~i!!ru! had a special persona"'l appeal for 
1 • 

Picasso. He hàd been made provisional Director of the Prado 
11 

~eum in Madrid by the Spanish Republican Government and one 
~ 

tasks was to ensJjre thé safe-keeping of that monument of ,of his 
12 

Spanish culture, Las Menina§. In undertaking a series of 

variations of as ,historieally an imporlant work as Velàzquez' 
, 

L~§ Mênin~2' Picasso aligns himself with the proeess of history, 
13 ~ 

as he had done in the past. 

10 ~ . 
McCully, A ~iç~§§Q ~ntholo~,' p. 247, mentions a 

parallel between Ve-làzquez who workéd 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 Velàzquez continued after the completion of the paintings. 
The enti·re series, including the paintings of the doves, were 
donated to the'newly established Picasso Museum in Barcelona. 
See Brassai, ~ica§so ~m! C~gjI:, p. '262. This retu~ing of 
Piôasso" s L~.§ Menin!!.§ to Spain may also be related to P1casso' s 
associations of Velàzquez' masterpiece'with Don Josè Blasco, 
Picasso"s father. As' postualted in Gedo. rie~§§o: Art ~§ 
B~~~, pp. 233-234, this conncction ,may be traced to ~e 
time Picasso's father introduced Velàzquez' L~~ M~nin~~ to his 
fourteen year son during the boy's initial visit ta the Prado 
Museum. An additional link with Picasso's father, wno was a 
painter of -pigeons. is through the choice of a pigeort-loft 
studio and the subsequent simultaneous canvases of pigeons that 
accompany the series of La.§. M~nin~.§.. For further on Picasso's 
relations with his father, see Gedo, Picasso: IH::!! ~§ BiQgrap~; 
pp. 12, ~4-18, 99-100, and Eas~im. 

11 

12 
Picasso last saw Velàzquez' work 

where it was held for safekeeping during 
in Patrick O'Brian. ~~blo Rui~,Pic~s~Q~ 
1976), p. :310. 

13 

in 1937 -in 5witzerland 
the Spanish Civil War, 
A ~iQgraph~ (New York: 

Fer a survey of Picasso's \copies' see: J. Lucas, 
"Picasso as Copyist,," Art N.ê!!'§'. LIV (November 1955), pp. 36-39, 
53-54, 56. On a related subject see Susan Mayer, · '''Greco-Roman 
and Egyptian Sources in Picasso' s Blue Period," A~.§, LIlI {June 
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CHAPTER THREE 

J 
The center of interest in Picasso's transformations is the 

..( '.\;iverse activities in the painterls studio. The artist's room is 

• 
transformed into a th:atre; th~ solemn members of.(''t~e court 

become characters in a parody enacted. throughout the '{orty-four 

canvases that make u~the series. 14 John Anderson l~es this 

flnderlying irony as central to picasso' s L~§. M~ni~§.I. Picasso 

collaborates with the impi\cit subversive content of Las M§ninas 

by Velâzquez 
16 

tradition. 

which subtly takes ~lcense wi th taccepted 

The artifice of ~as M~Qin~§ by Velàzquez invites the 

1979), 'pp. 130-137; Susan Mayer, "Greco-Roman-Iconographyand 
Style in Picasso~ s Illustrations For Ovid l s tMetamorphosis l ," 
A~~fo~m, XXIII (December 1979), . pp. 28-35; and Robert Judsoh 
Clark and Marian Burleigh-Motlf'Y, "New Sources for Picasso' s 
"Pipes of Pan"," ~~ts, LV (October 1980), pp. 92-93. 

Picasso also wrote poetry based on artworks as El Greco' s 
~~~i~l Qi ~Q~n~ Q~~§.z, see Pablo Picasso, El Enti~~~Q g~l ~9ngê 
g~ Org~9.1 prologue by Rafael Alberti and Gustavo Gili, 
(Barcelona: 1968). 

14 . 
This element of parody resurfaces in artist and' mooel 

themes throughout Picasso's Q~~Y~~. It was evident in the yç~v~ 
~~i~~ l~Q considered in Chapter Two above, and dominates his 
las~ prints on the theme: the Suite ~41 of 1968, and the Q~it~ 
lft§ of 1968-1970. 

15 
John Anderson, "Faustus/Velàzquez/Picasso. .. in Gert 

Schiff, ~iQ~§§Q in E.ê.!:speç~iy§, pp. 158-162. 
16 . 

Ibig. , pp. 159-160, considers the painful relationship 
between Velàzquez and Picasso. Anderson contrasts the "uneasy 
historic establishment" of the former with the "disenchanted 

'anarchy" of the latter; the "mannered play acting of' the 
Velàzquez" painting witfi the "_untransfigured expression of 
suffering" in the Picasso cycle. 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." 
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, 
spectator to play at speculating the sub~ect on the canvas. 

whose reverse side dominates the composition. Is the artist in 

the process of painting the maids of honour, the' Infants, the 

Royal Couple standing in the space of the beholder and reflected 

in the mirror behind the artist l or th~ painting of L~§ M~nina~ 
17 

itself? Picasso was intrigued by this conceit. Entering/into 

tbe game of sight, illusion, and reality, Picasso tried ~o 

\ 
!situate eacb figure within the space of the studio: 

17 

. 
"Velâzquez can be seen in the pictura, 
whereas in reality ha must he standing 
outside it; he is shown turning his, back on 
the Infants who at Îirst glance we would 
eipect to be his model. He faces a large 
canva~ 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 oIlly 
to be sean by their reflection in the mirror 
at the back of the room. This implies 
incidently that if we can see them they are 
Dot looking at Velàzquez but at us in the 
mirror. Velàzquez therefore is ~ot painting 
Las Meninas.· The girls have gathered rôund 

_ him n6t to pose for him but to see his 
picture of the \King and Queen' with us 
presumably standing beside - not them but the 
King and Queen." 18 

\ ( 

sen 'for example:' Charles' de Tolnay, "Las Hilanderas and 
Las Meninas 'ïGazette d~ Beayx-Art2 , XXXV (January 1949), ~p. 
22-38; Kar ~irkmeyer, "Realism and Realities in the Paintings 
of Velàzquez," g~zett~ g~§. J}~~~tS=Art~h LII (July-August 1958), 
pp. 63-80; Josée Ortega y Gasset, "Reviving the Paintings: 
Velazquez~" in PhenQm~D..QLog~ !!nd Art, trans. .P. W. Silver~ (New 
York: 1975); and M. M. Kahr, "Velszguez and Las Meninas," Ar:Ç 
»ylletin, LVII (June 1975), pp. 225-246. For a \post­
Structuralist' approach see Craig Owens, "Representation» 
Appropriation and Power," An in Am~g:iç!!) LXX (May 1982») pp. 9-
21. \ 
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CHAPTER THREE 

In his variations of L~~ ~nin~, Picasso d'oss. not 

rearrange the formaI relationsbips. He neither clarifies the 

image of the royar couple in the mirror behind the artist, the 

mys~ery of the painting, nor his interpretation of the viewer's 

stance in front of the -canvas. Instead he respects Velâzquez J 

work as it las created, his (copies' l~aving each figure 
19 

approximately in the position assigned. 

~icasso transcribes the seventeenth-pentury masterpiece 

into his tw'entieth-century idiom. The studio and its contents 

were simplified. The interaction between _figures, so ~nigmatic 

in the original, is expanded and re-enacted. Picasso enters into 
", 

Velàzquez' studio as if it were a theatre and Picasso the 

director. L~§ M~Din~§ by Velàzquez lS read as a script in whicn 

each character's role is reinterpreted. The actions of ~the 

figures, particularly those on the.right side, are clarified and 
1 

elaborated as Picasso expropriates Velàzguez' 'studio and makes 
. 

it bis owo. The scene is. as McCully observes. tha·t of· a "fellow 

Spaniard whose liie is his work and who is, 
20 

to the studio in late life." 

like Picasso. tied 

The dog in VelAzquez' painting. for example, becomes 

-- 19 
Michel Leiris, "Picasso and Las Meninas by Velàzquez," 

in McCully.-h Pica§§Q ADthQ~, p. 257. 
20 

McCully, ~ Pic~§so ~n~holgg~, p. 247. McCully, p. 254, 
includes in this serjes the paintings of pigeons outside' of 
window that Picasso made at the same time, ...... "as if ~icasso had 
opened the light-filled rear door in Velàzquez' painting." Gedo, 
PiQ~~so~ Art ~g ~igg~aph~, p. 235. observes that when Picasso 
donated the entire series of L~§ Meninas to the Musea Picasso in 
Barcelona, he incl.uded the canvases of the dovecotes. 
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Picasso's daéhshund -Lump. The enigmatic out~tretcbed fluttering 

hands of the. boy who pokes at the animal is explained by 
21 

placing a piana before him ta play. Similarily, PicassQ gives 

concrete meaning' ota a line in the paneling of Velàzque?1' esnyas, 

whiof Picasso happened ta notice rises from behind t~e nape af 

the boy's neck\ In one of bis variations. 'Picasso transformed 

that black line into a cord by\which the boy i5 suspended like a 
22 

marionette. . In this way Picasso ___ merges his own life with. the 

scenar"io" depicted in the painting. It through this falseness 
"', 

that reveals wtiat Anderson calls the "lfesture of despair" 
23 

inherent in the fabricaiion of Picasso's'Velàzquez cycle. 

Picasso's embodiment ~ithin L~~ M~nin~~ is supported by 

the personal investment with whiph they were endowed, and the 

intensity of their creation. The paintings after Velàzquez 
- , 

dominated the thought and conversation of the,Pica?so household 

during th~ir inception althougb Picasso would not allow them to 
24 

be seen. Not until their completion did he, with mu ch 

21 
El ~iano dated 17-l0-57 is reproduced in Sabartès, 

Picasso: ~es Menin~ 1 pl. 40. This integration of details from 
Picasso's personal life, into the scenario depicted in Velàzquez 
is also mentionned in Leiris, "Picasso and Las Meninas by 
Vel'àzquez," in MoCully, ~ Pica§§Q ~rrthQ1Qg~, p. 257, who 
describes tbese new characters as Picasso's way of moving into 
the interior that Velàzquez had arrange~. 

22 
Penrose, Pica~~ His Lif~ ~g A~, p. 423. 

23 
Anderson, "FaustusjVelàzquezjPicasso," p. 161. 

24 
• Hélène Parmelin, wife of the painter Edouard Pignon, 

was a frequent'houseguest of Picasso and his wife. In ber books 
and articles she recounts in detail the intimate emotional 
climate, the,artistic activities, and dicussions that took place 

-?\ 
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CHAPTER THREE 

trepidation, • 
finally show the series to his friends . 

25 

Picasso parodies Velàzquez' masterpiece while at the same . 
time affirming his expertise _at achieving equal spatial effects 

using means largely invented by himdelf. For 
i' 

instance. even 

though much of the cOlDPosi tion is flattened, the 'Chamberlain 

maintains his position at the back of the studio (as in pIs. 29 

and 30). Such recessive effects in the face of a contrary two-
-

dimensionality are accomplished by strong contrasts of light and 
26 b 

dark, and ,by Cubist angular planes. ,P 

Unlike his otber representations of the artist and model in 

which each figure is al igned at the left and right edges of the 

canvas. Picasso' s La.§! M~ninas pivots the action ninety degrees, 
.. 27 ' 
just as Velàzquez did in his painting. The spectators cross 

while she stayed with Picasso and Jacqueline. On her description 
of the pericxl during which Picasso worked on the. Ve!àzquez cycle_ 
see Hélène Parmel in. "Picasso and ~Las Meninas"'," Xf!lg R~vig~, 
XLVII (June 1958), pp. 578-588. . 0 

25 
Hèléne Parmelin, 

1959),- p. 227. 
26 

;eic!!.§§.Q J~l~ün. trans, H. Bare (London: 
!.';l 

Penrose, ~ic!!.§§.Q':" tl.:!§ Lif~ ~ng ~Q.d;. p. 421. Anderson, 
"Faustus/Velàzquez/Picasso, .. p. 158-159" also considers the 
formaI implications of successive related images each connected 
to a single aspect of objective reaLity inherent in Picasso' s 
L.!!§ M~!ün~.§ as a repeti tian of of the mul tiplici ty and changing 
point of view inherent in Cubism. 

27 -CI 

Another motif derived from these variations is the dark 
figure of the Chamberlain silhouetted before an open door in the 
back of the studio. Al though this figure would seem to have no 
meaning apart from his conj;ext ,witbin Velâzquez' painting, 
Picasso absorbs bis silhouetted form against a ligbt-filled open 
door and re-uses this motif in works associated wi th the artist 
and model theme as in a group of drawings of January 1964 
(Zervos XXIV; 42-44). . 
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\ 
the barrier of the picture plane to become the model, confronted 

by the artist. 
"'1 

Ooly four works of the series show the artist (Zervos XVII; 

- 351, 374-376). In the first, dated 17 August 1957, his towering 

,figure occupies the neight of the room (pl. 29). Superimposed 00 

his frontal face are multiple profiles suggesting ~ gaze that is 
'. '\ 

c 

~simultaneously left, right, and outward. 'This visualizes the 

full ambiguity of the.object of his scrutiny. As his glance 

takes in aIl that is around him, the observer is not certain 

whiGh one will be transcribed onto the canvas . 

. In the painting of Octoher 3, 1957 (Zervos XVI 1; 375) the 

artist is shqwn with a. triangular torso. This fi,gura:eion links 
o 

~im to other representations of the artist, such as the 1928 

9) . It is noteworthy that he .is , 

presented in black and wh~te hues. These same colours will be 

later associated ~ith the artist and his·model series of 1963 

"(as in pIs. 89-90). 

The 
",; 

painter' s palette and brushes have'" been omitted. In 
\ 

this the starkest canvas from this series, the artist is"only' 

identified by the emblem o~, the Order of Santiago embroidered on 

Velàzquez' chest (pIs. 29 and 30). A variation of this·sign will 

be modiÏied to form an ~~sociation with the 
, 

krtist and his 
\ 

creative potential (see figure ~-lJ. E - \ 1" ven ln an ear 1er canvas 

, \ 

where the àrtist is relatively small and many details are 

suppressed, the iosignia on the artist's chest are emphasized. ~ 

This sign lS a horizontaL and vérlical configura-tion, 

crossed at mid-point (figure :3-1). The mark of the Order of 
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Santiago was important to Pica~so just as it was to~ Velàzguez 

for it indicates the increased status the artist attained. If 
- 1 

Picas~o was not aWbre of the bitter obstacles Velàzguez had to 

overcome before he was granted the right to 

wear )pis emblem, he would have appreciated 

the significance of an artist acguiring a 

Knighthood 
28 

society. 

in 
.. 

the coDservative Spanish 

FIGURE 3,...1 

The insignia of the Oroer of Santiago May hâve appealed' to 

Picasso for its symbolic value. It is an emblem of prestige~ . 
showing the recggnition of'the artist's status within 'his 

society. The sign indicates the nature of the artist' s power. 
. ' 

rt is 8 mark of his creative potency which he proudly wears on 

his chest like the badge of honour it is. 

Pioasso·s Variations on Nanet's ~oer.sgr l'b~~ 

Intermittently between February 1960 and December 1961 

Picasso painted and drew a series of variations of Edouard 
29 

This c~lex nineteenth-

28 
For a cageot examination of the relationship between 

Velàzquez, the Royal Court, and Las Meninas, see:' -Jonathan 
Brown, "Ob the Meaning of 'Las Meni~as' , -"-in îiii~§ ang Id~as in 
Qevent~ntb-C~nja!!:~ ~~nisb E~inting, 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: ~~.§. ~èjeuners, 
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century painting contains more than its eharming title reveals 

(pl. 31). Tbrough its choic~ of subject and the treâtment of the 

figure~, Manet~s Le Dèjeuner §~ l~herb~ refers to the 
" 30 \ . 

processes of history and art-making. The painter and model are 

implicit in the very work from- which Picasso made his 

variations. Picasso assimilates and expropriates the 

significance of Manet~ s canvas. 

/ 
, The presence of a model in the studio is 1,. paradoxically 

suggested in this ~lein ai~ subjeet by the teut-out' manner in 
31 

which Manet detacbes ~r from the landscape. Picasso'absorbs 

this'ambiguity in a large oil painting of March 3 and July 20, 

1960 (Zervos XIfC; 204). Victorine Meurend, Manet' s model, is 

replaced by a cross-legged seated figure.who has the same long 

black hair, e~ongated neck and pointed facial features that 

characterize Picasso's model, Jacqueline Roque (pl. 32). This is 
fIitr.. t 

a subtle allusion ta her position as the seated. figure on the 

(New York: 1983). 
30 

The extensive bibliogràphy and interpretations of 
Manet's Déjeuner §ur l'herbe are summarized. in Galeries 

~Na~ionales du Grand Palais, Par-is and The Metropolitan Museum of 
Art, New Yqrk, M~n~t 1~~2-1~~~, exhibition~catalogue, (New York:, 
·~983), pp. 165-174. The critic that viewed Manet's painting 
purelyas a statement on art was Manet's friend. Emile, Zola. See 
George Heard Hamilton, M~net ~Dg Bi~ ~Kitig§. (New York: 1969), 
pp. 43-51; and LN. Ebin, "Manet and Zola," Q~.!'!~:tt~ Q..ê§ :B.ê1!:Y~ 
Ar;:t~, XXVII (1945). pp. 357-378. 

31 
Eunice Lipton, "Manet: A Radicalized Female Imagery," 

ArtfoJ:Yill. XIII {March 1975}. p.49, reviews this reading of the -
space stating "the schematic outdoor backdrop belies a r'latural 
setting .... the reality in this painting is an event in the 
artist' s studio-. " --. 
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32 
left in 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 Jacqu~line, and h~r companion Picasso. 

~ 

The model in Picasso's D~jeun~~ recalls the gDeat nudes of 

art. This is evident in on~ of the drawings in the series 

(Zervos XX; 120). I~ shows a woman whose form and posture 

simultaneously alludes to su ch well-known depictions as 

Giorgione's statues que Vénus', the reclining Odalisques of 
35 

Ingres, and to Manet's formid~ble OlYmEi~ (pl. 33). 

The lounging male on the right refers to a river ~od, the 

32 
Jean Sutherland -Boggs,- ""The Last Thirty /Years,," in 

Penrose and Golding, ~ica§~Q 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 their painted 
characters as weIl is given in the description of Picasso and 
Manet's LQl~ g~ l~ -Y~l~nç~ as given in Parmelin, ~iQ~~~Q ~l~in, 
pp. 120-121, 153; also reprinted in McCully, f:! Piç~§'§'Q 
f:!nthQIQg~, pp. 249-250. 

f~léne Parmelin, ~ica~~Q~ ~Qm~Q~ ~§nn~~ §ng MQ~gin~~ 1~Q1= 
1963, trans. H. Hare, (New York: 1964), p. 162, describes how 
Picasso spoke of the artists after whom he made his copies as if 
they were • living' menbers of the Picasso hous'ehold: 

34 

35 

"Picasso often says when he paints, aIl the 
painters are with him in his studio. Or 

v rather behind him. And they are watching him. 
Yesterday's, and today's. VelAzquez never left 
him the whole time he painted Th~ M~igâ Qf 
tlQnQY~. Delacroix had his eye on him while he 
was doing aIl the ~QmQn of hlgi~I§. And he 
,wndered what Delacroix thought', whether he 
was pleased or not .... A solitary painter i5 
'never alone ... 

-B.oggs, "The Last Thirty Years," p. 227. 

For further on the connection between Picasso and 
Ingres, consu~t Chapter Seven. 
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ultimate source of the corresponding figure in Manetls 
36 

~~~n~E. In this way Picasso incorporates artistic traditions 

extending from\ancient Rome ta Raphael, Giorgione, Ingres, and 

Manet--finally culminating in Picasso himself. Thus Picasso 

assures his own place in history and bis continuation of 

tradition by perpetuating these long-standing images. 0 This is 

related to Picasso's belief that art works ar~ an object 

possessed by aIl. But their images, 

require periodic revitalizing to maintain their potency. 

The'transformation of the ~~j~Yn§~ into an artist and model 

theme occur~ed after July 16, 1961 when Picasso eliminated a 

~ second mal~ figure, reducing the group to three and pushing the 
37 

bather further into the backgroùnd. With this change, painter 

36 
This is found in Picasso's Fourth- sketchbook of the 

~~j~Yn~~~, dated July 26, 30 and August 22 and 26. Illustrated 
in Cooper, Pica§so~§ ~gj~Yn~~§, plates 124-146. . 

The derivation of Manet's ~gj~~n~~ §y~ l:h~~Q~ fr0m an 
ancient river god is traced to Giorgione's Fête ~h~mE~t~~, who 
in turn expropriated the resting male from the figure of a river 
god in Marc Antonio Raimondi "s engraving after Raphael ~ s 
Jygg~m~Qi Qi ;e~~i§.. See Particia Egan, "Poesia and the Fête 
Champêtre," hrt ~yl1~tin, XLI (1959), pp. 303-313; Wayne 
Anderson, "Manet and the Judgement of Paris," ln:t M~Ylâ, LXXII 
(,February 1973), pp. 63-69. Aiso Michael Fried, "Manet' s 
Sources: Aspects of his Art 1859-1865," h.rtfQ.rum, VII (Winter 
1968-1969), pp. 28-82; and,Theodore Reff, "Manet's Sources: A 

"Critical Evaluation," hrtiQnJm, VIII (Winter 1969-1970), pp. 
111-122. 

37 
Louise d'Argencourt quoted in Picasso~ Mgeting in' 

MQntk§~l, p. 223, notes when the group was reduced ta three with 
the-bather oeing visually pushed into the background, the theme 
of t~e n~j~un~~~ evolved into an artist and his model motif. 

Picasso's 'paraphrasing' of Manet May be traced to a parody 
of Mnnet's Ql~mEi~ Picasso drew in 1901 in which he positioned 
himself and bis friend, Junyer, as 'gentlemen calIers'. Theodore 
Reff, "The Meaning of Manet' s Olympia,'" ~~Hi~tt~ g~§. ll~~y~ Atl§, 
LXIII (1964), pp. 114 and 122, note 13, comments that prior to 
Picasso, Gauguin had caricatured Manet's painting around 1889. 

89 



f 

THREE 

d nude not only partake in what has been called their secret 
38 

dialogue, but the subject of their discuss~ons is thrown into 
-

sharp relief. 

On July 27, 1961 Picasso integrated the ~~jeuner§ theme 

with that of the artfst and model motifs in a small but 

important painting he kept in his/personal collection and which 
.' 

his widow retained after his death (Zervos XX; 111). Within the 

carefully balahced architecture of the forest,. three figures are' 

positioned ~o that eacb forms a self-contained unit (pl. 34). 

Picasso's 'version of Manet's seated male figure, idcntified 

by Cooper as "1~ {;n:~mg Cau~~~r," is transformed from a 
39 

nineteenth-century bourgeois into an art~st. He is shown in a 
. 

strict profile, black boot resting on a bas:e line consisting of 

a narrow'blue band. Even bis ou~stretched hand is turned so that 

its dark silhouette is clearly identiÏiuble against the sunlit 
< 

pool behind him. But he gestures tow~rd an empty space--there is 
t 

nothing actually opposite him. The nude he addresses is further 

in depth, bracketed by two sturdy tree trunks. She holds the 

same pose, knee bent and hand to neck, as she was commis~io~ed 

to do at the beginning of this series. The blue tones of her 

torso are echoed ln her m"ale companion and in the .. surrounding 

woods. Neither communicates with the other. Each 

38 
Louise d'Argencourt quoted in riC8§§O: M~~ting iI!_ 

MQnt~~~l, p. 223. 
39 

• , 
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seems Iocked in his prescribed role. 

This variation on Manet's Déjeune~ is more than a pretext 

for Picasso's painting. The actual subject stipulates art as an 

entity unto itself. More significantly, Picasso is 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. Each seems surrounded by the vùstiges 

of a rectangular 
J 

painted surface. 

frame engraved and superimposed upun the 
\ 

The movement suggested by their gestures is 

belied by the frozen postur~'s. 

Th~r:rJcharac~ers are more than a K~Eri~~ of Manet's 

]~jgyn~~. They pointedly allude to the world of art ingrained in 

Manet's work. The element which reveals this most cleaily is the 

distant bather. She is enframed on the left by the combined 

yerticals of the edgc~of the tree trunk and the le~ of the 

sitting nude, and on the right by the artist' s profile and 

outstretched hand. She lS encased above and below by the 

horizontal lines of the trees and another emanatlng from the 

knee of the ç~~~eur. The bather's pinK tones and sunlit 

- surroundings further dist-inguish her from other elements in the 

:painting. 

This nude performs a double function that 

~~j~~g~~ series~~h the artist and his model theme. 

unites the 

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 canva~ on which her image is 

represented is brought outdoors and is in the pro cess of 
.fJ 
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40 
examined and discussed by the foreground couple. The ~llusion 

to the studio in an ostensibly plein ~ir subject iron~cally 

.çonfounds the interior/exterior ambiguity inherent in Manet's 

\ 

, 
The recognition of the bather not as a living form but as a 

painting explains the p,uzzling gestures of bath artist and 

model. His outstretched hand is not directed toward the seated 

nude across him, but at the image. of the bather against which it 

is silhouetted. Hence, the emphasis placed on this hand and i-ts 

proximity to tbe SllPPOSed distant bather. Tbe artist points at 

) the painting of a bather propped up behind him. Similarily, the 

'model does not look at the artist, but again motions toward the 

canvas behind her. It is this painting-within-the-painting that 
. , 

engages tbeir attention and is the topic of their discussion. 

The image which the painter and model indicate, is isolated 
\ 

\ 

in many drawings Picasso made in 'the ~gj~~Q~~ series. 

the bather is removed from the ~gj~gQ~~ scene. She is shown 

alone, sometimes wading 1n the water, other times precariously 
41 

holding up her chemise, and picking a flower (pl. 35) . Her 
;"1 l' 
\.. 

-forros closely rçsemble those found 1n both drawings and 

paintings in the Manet cycle (see pIs. 39, 40, and especially 

41). However, the separation of this nude frOID the context oÏ 

40 

scrutiny, 
Parmelin, 
Penrose, 

41 

Picasso was fond of bringing bis works outside for 
as described in Parmelin, EiQ~~~Q Plain, p. 31 and 
EiQ~~âQ Q~§, p. 33. See the photograph in Roland 

~ortK~it Qi PiQ~§§Q, (New York: 1971), illus: 310. 

Examples of drawings of variations on the bather subject 
is found in Cooper, Picasso's ~èjeun§rs, illus. 77 and 80. 

92 



1 

, -. i 

.' f( 

CHAPTER T1:fREE 

the ~~j~ner 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 another work 

may be traced ta the 19305. 
\ 

In a painting of January 20, 1930 

Picasso presents the distorted profile_of an artist confronting 

a canvas on which two figures, each of which have ~een painted 
» 

'individually, are combine9. (Zervos VII; 307, 308, and .309). The 

conceit is the same as that manifest in Picasso's ~~j~~nç~~; an 

artist shawn in the ac~ of creating one of his own paintings 
" 

(pl. 36). The grossly enlarged hand placed at the lower edge of 

both -the real and painted canvases is analogous ta the 

silhouetted paw of the Ç~~§~~r in the later DgJç~n~r§ . 

• ,...J 

The subject of ~he ~~j~~n~~ ~~~ l~hg~Q~ and its attendant 

association with the theme of the artist and model is made 

manifest at the end of Picasso's life in etchings from his SUlt~ 
42 

lQQ. In a continuation ~f the projection of paintings within 

paintings, a plate of April 9, 1970 shows il standin~ nude 

flanking an artist seated before a variation deriving from 

Picasso' s ~gj~!Jn!'H: cycle' (pl. 37). In it a contemplative 

\ gentleman casually turns taward 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 atti~de of the Q~~~~~~ 

------------------!-
42 

Pablo Picasso, lQQ gr~res E~2~ntg~, (Paris: 1973). 
These etchings caver a period from October 1968 ta April 1970. 
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.) 

casts doubt on ,~hether these figures are present with tHe 

'artist' or projections of his imagination. 
. 

These images-within-images are compounded by a rectangular 

frame with the back of a departing ,figure that appears from 

behind the artist's e el. In spite of the clearly defined space 

occupied by the a ist and model, it is not certain whether this 
"\ 

allusiv~ fa is an image in a picture or another persan in the 

. studio. Thi) ambiguity amplifies Picasso's 
~ 

long-standing 

discourse between reality and art. 

The Artist ond Model in Pioosso' s Déjeuner sur l 'b~ 

• ,:" The figuration of the ~!!Y2~Y!: in Picasso' s Il~j~n~!:2 

\ 
paintings will evolve into the forms of the painter in the 1963 

43 
artist and model series. An oil.painting of July 12, 1961 

~emplifies their points of similarity (Zervos XX; 89). These 

are the artist's somber Ïorms, emphatic buttocks, enlarged 

black boots and a powerful outstretched hand (pl. 38). Like the 

pa inters in the 1963 series, the head of the ~~y§gy!: is darkened 

43 
Among the similarites between Picasso's ~gj~yn~~§ and 

his '1963 artist and model series are the imag~ of male and 
female conÏronting each other. The men are usually angular with 

. outstretched hand. The women are rounded, nude and usually 
passive, with an occasional dominating presence. 

Douglas Cooper, Pig~ssQ~§ ~~j~~n~~§, p. 12, notes the 
relationship of the ~êj~~nê!: series to the artist and his model 
theme although Cooper does not elaborate on the exact nature of 
their connection. 
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\ 44 
except for a narrow vertical band at the back of his cranium. 

He is 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 
45 , 

foot on His boot. The posture of the figures on opposite sides 

of the canvas echo each other, so that they are loèked 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 

on 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 ln a -mo~ion of receiving. This 

emulation of their forms raises the suggestion that they are 
46 

joined by a powerful but invisible bond. 

Picasso's n~j~yg~K§ also probes the relationship between 

the foreground couple. 
~ 

The affinity of-artist and model is 

demonstrated by her shifting proportions in relation to his. In 

two canvases of July 31, 1961 the nude lS reduced, then 1 

44 
The narrow band at back of the artist's head is 

especially evident ln Picasso's E~~~~~~ ~k~tQnQQQk discussed in 
Chapter Four. 

45 
As in Cooper, ~iQ~§§Q~§ D~j~yn~~§, 

152, 155. 
46 

illustrations 150-

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 (pIs. 39 and 4P). She is absorbed into his orbit . 
through the placement of her cross-Iegged body on his dark foot 

which is extended almost ta the far side of the canvas in order 
\ 

ta accomod~te fer. In spite of their proximity, they· 'remain 

distinct from each other. Ber light, virtually tran~ucent forms 

compliment his somber, heavy bulk. 

,. 

As Manet's ç!!!!se!!!: i's transformed into Picasso's artist, 

his visual function 1S stressed (Zervos XX; 115). A large 

frontal eye extends over the lateral breadth of the painter's 

p~ofile from the bridgP of his rrose ta the ear (pl. 40). A dark 

pupil is 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 hypnotical'ly scrutinizes a 'canvas until they 

merge (pl. 27). 

confronts the observer with hi's enlarged 

frontal vision. He also gazes toward the left with his other 

profile eye. Its observatory function is stressed by th~ 

elongated lids which bracket, extend its boundaries, and 
47 

function as directionsl arrows projecting outward. He lookS' 

out at the obsérver and st the two nudes. Simultaneously. he 

looks 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 

are: Picasso's 195Q ~Qm~n ~ ~ HingQ~ (Zervos XVII. 
Th~ A~i2t ~q Hi2 M~el (Zervos XXIII; 196) -of 1963 . . ' 
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eut d~agonally across the projected canvas reiterate the 
/' 

distinction between the artist, his paintings, and the mode l \ 

.fram which they derive. 

Each absarb qualities of the other. The - male manifests 

female qualities. This is evident in the July 31, 1961 paintings 

in -which a peculiar metamorphosis occurs. 
, 

The artist~s right 
48 

hand which originally held the staff rests on his raised knee. 

tpen it undergoes an extraordinary transformation (pIs. 39 and 

, 40). As the fingers, hand, and elbow disappear the appendage 

loses its characteristic shape. Only the cane stuck through its 

fat sausage forro recalls its former identity. Finall~. it 

becomes short and round, resembling the profile of a breast 

contained within the artist's' ill-defined torso. 
.' 

The male's acquisition of femala anatomy oocurs on a number 
-"49 

of occasions in Picasso.' s Q~~Y!:~. Might this joining also 

secure their artistic internalization that preceeds her 

transcription into art? Following this contention, the model 

48 
As the Ç~yse~K derived from Manet is transformed inta 

Picasso's artist, his cap and staff are used less frequently 
a~though occasionall~ they reappear as a reminder of his origins 
as Manet's lounging male figure. 

49 
Transformations of male into femaie is not unheard of 

in Picasso's circie. Picasso acknowledged the feminine aspect of 
his own personality on several occaSlons. Aspects of this union 
are examined in Langston, ~i~yi§~ ~QYQlç ~Qrtr~it§~ in 
fi~§§Q~§ ~ork. pp. 65 ff, and 180 ff. A depiction of the 
transformation of the model become the painter is illustrated in 
fic~§.~ Meeting in MQI!:~!:m!1., p. 236, painted on January 25, 
1965. Examples of the integration of male aspects into the 
female form are given in Chapter One, note 48, of this thesis. 
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may .represent also another side of the artist, so that he joins 
t. ' 

with her sexually, but also figuratively, absorbing.her feminine 
50 

aspect into his masculine self. 

This intermingling of male and female forms, and its 

connéction with the making of art, is evident in two drawings in 

-:the ~~j~~!,!g!,: se~ies ,of July 7 and Decembet' 29,' 1961 (Zervos XX; 
51 

60 and 61). The integration of'paintings within the ~§j~gn~!': 

series is made overt in the second 'drawing (pl. 41). A rectangle 

,frames the artist's outstretched hand, embracing a port l'on of 

the bather tbehind' him. The cIear assertion of this enframed 

area as an image-within-an-image is furthered by its opacity, 

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," ~rt i!'! Am~:g:iQ~, LXVIII (December 1980), - p. 
178, this union of genders is rel~ted to the Jungian ~nim~, 
which posits a female, passive and intuitive side contrasting 
with the active, rational male characteristic. The task of thls 
~Qim~ 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 Mytb of the Androgyne," !g:tfQm!!!, XIV (November 1975), pp. 
38-45, where, p. '39, androgynous, forros are related to fertility 
myths which employ violent dismemberment as an essential 
function of achieving renewed unit y and ultimately creativity. 

51 
The' drawing of December 29, 1961 is in the Fifth 

Sketchbook. This is the last date on which Picasso painted or 
drew - works related to the series, although the ~~j~Yn~!':§ 
continued in 1962 in the form of linoprints. 

52 
A number of scholars have ointerpreted this phenomenon. 

Steinberg, Qther Qrit~~i§, p. 194 recognizes in them two sides 
of the same personality; EIsen views ~he heads as -a 
transposition of male and female sexual organs, Albert EIsen, 
"The Many Faces of Picasso' s Sculpture," f}rt Intern~tiQmÜ, 
XIII (Summer 1969), p. 32; ·and Langston, ~i§S:.!!isW I}Qgbl~ 
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J, 
distinct types are united in her single form: A frontal aspect 

) 

has flowing hair that luxuriously curIs at her shoulders. 

_~. ,Superimposed '-over this is the profile of a another human 

The head is similar in shape to . ·-~ark s.ap-like hair. 
", _/ 

a~ist-Ca~§eu~ figure of the later paintings in,the series 
• 

form 

the 

(see 

pIs. 38-40). This masculine persona invades the feminine 
53 

aspect. The model's resistance -to this infringement is 

apparent 1n her gestures in which 'her right, feminine half tries 

.' ta push away her other side. 

Using linoprints, Picasso pursued the theme of the 

~~jeun~~§ into 1962. One print shows the characteristic pose of -

the artist's hand indicating the 'painting-bather' and the 
54 

seated nude (Bloch, 1027). Surveying the scene from behind 

the model is the upper portion of a head and neck (pl. 42). This 

form is related to a brightly coloured drawing of a similar 

isolated head which is included among the ~~j~~Q~~ series (pl. 
l '<-

43). The shape of thi~ • observer' is reminiscent of the plaster 

peads in the 6tgli~r paintings of the 1950s (pIs. 15-17). 

It is also similar to the 'ph~ntom-like' form that emanates from 

the bent artist in Picasso 1926 ~~i§~ ~nd MQdel (pl. 6). This 

~Qitr§i~§ in PicQâ§Q~â ~Qr~, p. 
different individuals. 

53 

189, sees a combination of two 

In her analysis of the thcme of the kiss in Picasso's 
art, Langston, ~i~~iâ~g'~QYQle PQrt~~its in ~iQ~â§Q~ tlQ~k, pp. 
180 ff .. , postulates a stmilar division of the face into male and 
fema~e halves joinëd by their common passion. 

54 
This lino-print is owned by and illustrated .in 

~iQ~§§Q':" '~1 LiQQErint~h"' 1~59-1~2.;l': exhibition catalogue (Tokyo: 
1973), p. 27. 
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elusive configuration will further partake in the studio 

. activities. It will De transformed into a sculpted head that 

will watch the artist at work and integrated into the multiple 

facial aspects of the artist. 

Thè peculiarity of Picasso's prints is that be oftén do es 

not 
. ,. ~~ 

revers~ the image on the plate so that the ensuing print is 

viewed just 0" as he drew it. Conseguently, the artist was 

transposed to the left to confront the model on the right. Might 
-

·this arrangement have suggested the composition that will' be 

integrated illto the forlhcoming artist and model s'aries? 

, 
Toward the end of the n~~~Q~rs serîes~ Picasso moved ioto 

a home known as the Mas Notre Dame de Vie. It is here tbat the 

isolation which 
55 

\ 
began in the 

~ 
1950s deepened into virtual 

seclusion. It also represents a period in which, as Boggs 

'succinctly observes. "Picasso turned in on himself, on his own 
56 

resources" and in particular on his own life." Within this 
. 

solitary o..,m~ld, enbanced by his ~ncreasing introspectionJ 

Picasso revived his long-standing investigation of the work of 
t • 

the pa l'nter . 

o 

• \ 
• \ 1 \ ' 

-----~5~~---------~ 

A - description of the extensive grounds of the 
wïth the small'chapel from which 5t t~kes its name, is 
in Penrose, Pig~§~o: His 1~~ ~ng ~r.t, ~P. 439-440. 

56 
Boggs, "The Last Thirty Years," p. 229. 
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PICASSO'S 'ARTIST AND MODEL' PAINTINGS 
\ 

1963 

1 
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PICASSO'S SKETCBBOOK OF FlBRUARY 1963 

Picasso' s close friend, the photographer Brassai, 

-comments on Picasso's capacity "[to s~e in things] objects which 

are both common and rude, banal and marvelous, the latent image 
1 

[of something eIse]." His statement refleots, the intrinsio 

structure of Picasso' s visual thinking. Brassai was referring -, 

to Picasso' s ability to respond to l symbolio' and expressive 

values found in 'reality by transforming one thing ip,to another. 

In this way Picasso embedded associations in the objeots he 

represented by reconciling things seen with their possible 

mean.ings. In the artist and modél paintings, this was 

accomplished bl' distorting and altering the forms of the 

figures, 

explai:ned: 

1 

reducing them to a sign-like image. As Picasso 

-\ 
.. l always aim at resemblance. An artist 
shbuld observe nature but never confuse i t 
with painting. It is only transl'htab1,-e inta 
painting by signs. But signs are not to be 
invented. To arrive at such signs, you have 
to concentrate hard on the resemblance .... this 
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profound resemblance lis] something 
than the _ forms and the colours in 
objects present themselves." 2 

deeper 
which 

In the 1963 artist and model series these signs ara not enda in 

themselyes: Rather, they are the means Picasso uses to convey 

the internai creati va process. This "profound resemblance ... 

deeper than the ... objects themselves .. indicates inherent 

relationships and ideas not normally visible. The signa 

establish an analogy between the artist, bis model, and the art-

making endeavour they pursue. 

Picasso' s representation of the creative nct is evidont' in 

a group of drawings spanning a' poriod of twelve dnys from 

February 10 to'21 which initinto the 1963 nrtist und model 
3 

series of paintings. These drnwin(Is, contninod in fi Qp.bisn.:, 

identified in this thesi~ as the E~QrY~r~ ~~~tcçhQQQ~, rovosl'the 

on-going cr~tive process. 

\ 
The Projection Of The Nodel Onto The Artis't' 9 CanVBW 

In The Drawings Ot February 10--11 \ 
,. 

The four drswings of February 10, csluhl inh tho fif1,urOti' 

left-rigbt division which will remoin constant throufthoul mont 
\ 

of the following series of pointings (Zerv'os XXIII; 122- 12b). 

2 
lbig., p. 163. 

3 
\ 

Tbe majority of these drawings are in blaok lead 
pencil. with a few in coloured crayon. Ali are 21 x 27 cm. in 
size. They ore reproduced in Zonos -XXIII; 122-150. 
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ù The artist is located on the left while the model reclines on 
4 

the .right (pIs. 44-47). Their relative placement establishes 

the fundamental dichotomy between the artist and model. 

Picasso' s second drawing of February 10 (Zervos XXIII; 

122), lnitiates the 1963 artist and model series. In it the 
\ 

painter is separated from his model by his position and by the 
-

shadows whieh sur round the nude and the canvas (Pt. 44). Both 

figures are independently cloaked in this shadowy form whose 

character is ambiguous. It is transparent but also appears 

tangibl~. The shade covering the model is not consistent 'with 

the s~rong ligbt entering the window behind her. Neither figure 

possesses solidity nor do they communicate. The matchstick-like 

painter huddles behind his large, blank canvas; the nude 1S 

stiffly stretched out upon a couch. 

An analog~ is established between the rectangle of the 

artist's canvas and the shape covering the model. The rigid 

posture 'and featu~eless visage of the reclining nude sug~ests 

1 
less a renl person than the painting on which thè artist is 

working. The latter contention is reinforced by the rectangle 

which cuts across her, flattening and suggesting fi 1:t~0-

dimensional plane laid over her living forros. 

- This second drawing of February 10 demonstrates ~be net of 

transforming the .. three-dimensionnl 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 ~§j~~Q~~ 

series, see discussion in Chapter Three, and pl. 43. 
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the s~udio and as a painting; as reality and as work of ort. 

The paradox of the nude's position is amplified by her 

lower legs which extend beyond the 'shadow-screcn'. In contrast 

ta the rest of her torso which is summarily treated, these lower 

regions are clearly defined and even show clearly the detnil of 

her toes. Ber forms do not entirely accomodate the 'canvas-

shadow screen' superimposed upon her. Ambiguously, either her 

lower portions are not ta be included in the artist's paint~ng. 

or, the transformation 1S incomplete. 

Illusionism is minimized in these drawings. Thé artist i5 

flattened, particul~~ly in the first. However, in aIl threc the 

treatment of his forms reinforces the shape of the page. The 

vertical and horizontal co-ordinates of t~e sheet are reiterat~~ 

by the upright and reclining positions of artist and model. The 

pail}ter' s ill-definéd' body i5 pushed pnrnl1el to the le ft;. cdgo 

of the sheet. His heels are like ft T-square. nesigned to ropoat 

the lower left corner- of the page. Thus, i,he viewor is reminded 

of the visual field and brought into contact wit~ the reality of 

the picture plane on which the creative process i:.; cnnctcd. 

---, In the third dra"fing of February 10 (Zervos XXIII; 123). 

t~e model'.s form disil)te~rntes (pl. 45). ~)he dj:;~()lve:-; into li 

tangled skein of l ines fi j mi lllr t,o th Il t., prüv 1 OIJ~] y ::f!lm in Th!:: '" 

'J'h,::;,' forrn:; hlJvr: b'"!f!t1 

5 
trari~formed into a Cubis.t, compor,ition with it,:; r;hiftinft plllno::;. 

~------ --_.--_~--------

of 

5 
Picasso utilized the abstrnction::; flnd mcnrerwivfl lunEtUllf{c, 

Cubism throughout his Q~YYr~. This is oPP6ront in a loto .. 

105 



, 

( 

1 

CHAPTER FOUR 

The ambiguity characteristic of Cubism is repeated in the 

transparency of the model's feet which may also be interpreted 

as located behind the 'canvas-shadow' which overlaps her. The 

substantial forros of the artist contrast with her abstraqt 

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 tmodel 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 (pIs. 44 and 45). This 

element appears incongruous, its naturalistic three-dimensional 

structure contrasting with the abstract treatment of the figures 

on either side. F~cing outward, it appears to ~diate betwcen 

artist and model. In earlier works on the artist and model 

theme, chairs have been associated with the person of the 

artist. One example is in the ~t~li~J;: of 1955 in which a chair 
6 

with a palette represents the absent artist (pIs. 15 and 16) . 

As will be' seen later in the 1963 series, the forros oÏ the 

painting OT a reclining nude, the ~9m~n Qng~K ~ rin~ TKg~ of 
January 20, 1959. A fine colour reproduction Qf this oil 
painting is found in Pierre Dufour, EiQ~s§Q l~~Q==l~§fi, (Genev~: 
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 Miro was fabricating sculptures of chairs and stools 
which were sa constructed as to-evoke a human presence. See the 
catalogue Montreal Museum of Fine Arts, MirQ in MOD"tre~l, 
foreward by Pierre Théberge, (Montréal: 1986), E~~~im. 
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7 
artist will be integrated with those of his seat. 

In the fourth work of Feb~ary 10 (Zervos XXIII; 124). the 

painter appears in the identical upright poai tion behind hïs 

easel (pl. . 46). His eyes are now clearIy depicted as he painta 

purposefully with lines springing from his brush onto the 

canvas. The model is no longer abstract, her forms have swelled 

into those of a substantial, . recl ining' figure who looks toward 

the artist with a serene gaze. ,; As in the previous drawin(:ts, this 

nude has the superimposed tshadow-screen'. What distinguishes 

her is the cbmbination of this motif wi th her nai,urnl isti-c 

forms. 

Her sculptural massiveness, the elevated uppor torso 

propp~ UR on her elbow, and the stone slab which has 
8 

her couch. recall~ ancient sculpted reclining figuref'\' 

rcplacod 

Imoltes of 

this type are found on the lids of Etruscan snrcophagi su ch as 

Picasso may have obs~rved in the extensive collection locot.od in 

7 
A precedent for t,he integration of t.ho forms of filluro 

and chair is found in Spanish art. An examplc of thi::; in tho 
1,799 bittèr satire of Francisco' Goya y Lueinnt,m., l!\.1ll 
Ç~!:içhQ~. Print number 26 entitled :tll ~,~9DO[l ~wionLo which 
translates Ibçy ~~~ nQ~ D sQ~t reflents fi play of wordn. Tho 
r.idiculed. figures are represont.ed us boinH '"llllht,'" or 
intellec-Lua11 y defÎci eni,. Tbey nb~;urd l y. but W l1.h complot.o 
seriousness. place chai rs on thoÏ r hf-JadG to proven t. t..hUIDt;O l vou 
frOID (mentâlly and physieol1y) float.in#{ (IWUY. Seo .}onn AdhtJmnr, 
ed.., Lm! Ç;~U?J;:lQ~§ g~ ~~2:lU, (Paris' Edition:; r'ornllnci Ha'7.lln, 
D. d. ), plate 26. This oarly Spani!;h oxoIDplo uf 'dlU l r imlJl~nry' 

was pointed out by Profcssor Robert HO::lCnblum in 11 locturo nt.. 

the Montreal Museum of }t'ino Art,s on May 2~j. lnSfL 
'8 

-
The model is similar to ot..hor oarlior workt> by P1Gutmo 

which simlJltaneously sugges-L 'lifo' and 'nrt'. ~no dil.;nlJt;uionu 
in Chapters One, -Two, and Three bn}ow. 
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.9 
the Louvre. 

reflected by 

Picasso's interest in Etruscan art is also 

his possession of several volumes of a valuable 
10 

eighteenth-centuLY edition ûf ~Q~i9~it~~ ~~~s9ue~. 

The transient character of the model is reiterated by her 

position in r~lation to the artist's canvas. The nude's feet, 
. 

and particularly the upper leg is tapered sa that it J01ns with 
(~ 

the lower right corner of the artist's canvas. Fwrther, a 

horizontal line extends through the model and her tsnadow-

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 9learly segregates the areas 

containing the artist and his'subject. Picasso thus unites the 

( presence of the model in the ,studio with her projection ontol the 

artist's canvas. The suggestion is of a SculR~ural image 

converted into flesh and again transformed into paint. 

In the final dra~ing of February 10 (Zervos XXIII; 125), 

the altered position of the nude suggests Picasso was seeking 

new methods ta represent the transformation of figure into 

9 
Among the collection in the Louvre arc lids from 

Sarcophagi which show a single reclining figure, similarily 
propped up, leaning on a bent eibow. A sample of this type is 
found 1n items number B 402-4, B 415-6, and C 7 in Simone 
Mollard-Besques, ~§~~ H~tiQQ~l gy LQYY~~~ Qgt~lQgYê B~i~Qnng 
dê~ Eigy~iQ~§ ~t Rêli~f§ ~n T~~r~-CYit~ ~~~cs EtrY§gy~§ êt 
HQm~iQ§, volume one, EEQgy~~ Pr~h~ll~nigy~~ ~~Qmgtri~ê~ 
~~Qh~i~ê ~t ~l~~§i~~~ Ill~~t~~tiQQ§, (Paris: 1954). 

10 
Picasso FamikY archives, 'list of books as reported by 

Gasman, ~ter~L M~giQ ~Qg LQY~ in EiQg~sa, p. 293. Picasso 
owned three volumes of a work by Pierre Franco~s Hugues, 
~gtigyitès gt~~gy~§L g~ê9Y~~ êt ~Qm~in§2' plates by F-A. David, 
5 v.ols., (Paris: 1885-1888 ) .. 
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painted form (pl. 47) . The mOdel is not seen by the viewer 

looking 

studio. 

in, but as the artist does from his position within the 

Instead o~ a two-dimensional reiteration of thc picturc 

plane as in the previous drawings, she is shown with her upper 

torso receeding. Ber pose is now adjusted to the vertical format 

of the artist's canvas. 

The 'shadow-screens' superimposed over the models in the 

first three drawings have been abandoneg: In this w"rk, her 

projection ont;.o the artist's 
1. 

canvas ,1S accomplished by a 
i 

partition of painter and nude inta isolated portions 'of the 

drawing. The divider is thè verticai cambined edge of the cnnvas 

and easeI. This separation is blurred by -two significant' 

elements which invade the model's realm. One is the artist's 

lower legs, the othcr 1s the back support of the easel. 

Bath the easel and.canvas rest on the artist'~ cleorly 

indicated knees which are shawn frontnlly unlike the rest of his 

proflied figure. The back s\.pport of the easel ex1:.ends from the 

canvas to the corner of the model's bed. A~thou~h .the halvqs of 

the drawing are distinct, " ' 

aspects of renl i ty nrn intë~rflteù so 

i!hat the space of the 'studio merges wi th the painted image. 

Picasso emphasizes the visuai isolati'on of llrtist and 

model. Both are turned inward; their soli1:'llde ü; physicfll and 

psychological. Each belongs ta R dif'ferent level of renlity. The 

isolation of the two figlIres 13 alr-;o strOGsc:tl by the dl fforent 

lighting projected 'on ellch. Ho 1S cazt in dnrkncG~:;; ln 
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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 illumina1Hon. 

No longer alert, the model has collapsed, her head 

. awkwardly tilted back with eyes closed as she soundly sleeps. 

Ber entire position is one of abandonment. This twisted and 

exposed position, hands to face and flung legs are contrary to 

thetrestraint that characterizes the other models. Her lack of 

composure accents the concentration and control exerted by the 

artist. 

The importance bf the artist is asserted by his increased 
\ 

size. He is significantly Iarger than his companion. This is 

contrary to the figure of the artist in the previous drawings 

who are small in comparison with their modeis (especiaIIy 

Zervos XXIII; 122 and 124). The painter in this fifth sketch is 

now hunched over his canvas. The low stool on which he sits 

emphasizes the bulk of his form whose force is concentrated in 

the forward thrust of his arm) 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-making is 

11 
Similar figuraI con~rasts through the effects of the 

illumination can be traced to early works such as PLqasso's 1904 
watercolour, M~dit~tiQQ (pl. 3). The points in common with the 
Iater 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 Picassa's Sl~~~~tch~~ in the Introduction ta 
this dissertation . 

.) 
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eontained in the first drawing of February Il (Zervos XXIII; 

126, pl. 48). The foeus is elearly on the model who is rendered 

naturalistically. She reclines in a sensuous pose beside a small 

eat. Her recumbent figure seems to glow in comparison with,the 

surrounding gloom,~ heightening her sensuality and contrnsting 

with the dark angular form -of the artist. He does not appear to 

respond to her, but retains his stiff and impassive posture 
... 

isolated behind the large canvas which blocks her from his ~iew. 

The model' s reclining figure with the eat. on her coucb is a 

reversed image of anoth~r well-known nude, the clly-mEi~, painted 

by Edouard Manet (1863, Louvre). In addition to the feline 
-

presence, the points in common are their pose, t.hc overt 

sensuality, and the self-assured assertive gla~ce. Picasso had 
12 

-long enjoyed a fascination "'iith Mimet and his creations. 

Indeed., Picasso' s interest in -the crot.in image of Ql:ïrrœ.i~ CW1 be 
13 

traced 'ta h is youth wheq he drew a crude parody of ~er. " 

Picasso or;lCe again absorbs and revitalizes art histor,cal 

images. A previously controversial subject which was elfwated to 

an 'Old Master' work is given new interest. By represenLin~ the , 
model as Olympïa in the act of oeing painted, Picasso shares in 

a timeless artistic process. The Awareness of o-Lher artworks and 
. 

the allusion to thern thread~ through the drawings HS it will in 

the pairitings. These references function as reminder of 

12 
For the relation of Picasso ta Manet, see ChnpLer Threo. 

13 
See Chapter Three, note 37. Picasso's 1901 parody of 

Manet's Q1XmEi~ is rep~oduced in the exhibition catalogue 
Galeries Nationales du Grand Palais, M~nQt, p. 182. 
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Picasso~s implicit comparison between his actuai creations, 

acknow,ledJied ~masterpieces', - and his assimilation of their 

motifs unto his own work. 

Representation Of The Process 

) Ip The l)rawings Of February 16 

.. ' 

~y ~algam~ting the artist at work in his studio with the 

projection of the image. he is creating, Pinasso focuses on the 

artist and the product of his efforts . The division of the 

picture into confronting halves also rei terates the internaI 

conflict the painter experiences. Pinassa attemp,ted.: ta gi ve 

tangible form ta this invisible process. Through his treatment 

of the figures, the space~ the integration of the beholder into 

the picture, and the use of symbolic abjects, Picasso conveys 

sorne of the dynamic momentum invoi ved. This is evident ln a 

group of six drawings of February 16 (Zervos XXI II; 134-141)." 

/ Picasso depicts artist and model with a different 

·conception so that their separate roles in this en~eavour may be 

clearly formulated. These differences are demonstrated in the 

second drawing of February 16 (Zervos XXI l 1; 135). The movement 

of the model: as she poses 1S manifest by her ;twisted torso (pl. 

50) . Indeed she is gi ven two sets of büttocks, one above, 

l 

another below to indicate her roiling motion. 

Steinberg calls "the simultaneity image as a 

opposi tes ... [reflecting the]" psychic 
/'" 
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14 
engendered them. Il 

Distinct from the model 1 s mobile depicti~n~ the arlistl'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 whose acceptance as human is dependent upon_ the 
15 

viewer's knowledge of his normative forms. She derives from 1 

natural ism; he from a schema. Tqe contrast is of her 
16 

physical 

" entity versus his conceptual one. 

The fifth drawing of February 16 (Zervos XXIII; 138) reveals 

the multiple operations of the dynamic internaI process through 

which the artist enacts his transformation (pl. 52). The 

diagonal emanating from the top edge of his canvas separates the 
/ 

" realm of artist and model (as it do es in Zervos XXIII; 135-137; 

pIs. 50 and 51). He is static, his ely apparent movement is his. 

pa~nting arm. His enlarged form is ~nchored,to his seat by ~is 

-------~-----------14 
..f& SteinberLr. Qthm: ~!:itft!:i~~ p. 205. 

This is the basis of Picasso's adherence 
representational forms. As recounted by Gilot, Lifg 
Piç~~~Q. p. 72: Picasso explained: 

16 

"You can't impose your thought on people if 
there's no relation between your painting and 
their visual habits .... r give a man an image 
of himself whose elements are collected from 
among the usual way of seeinl! thinHs ... and 
then reassembled in a fashion that, is 
"Unexpected and disturbiIl/;! enouf!h to make iL 
\ impossible for him to escape the qUf~stj on:.; i t~ 

, raises." 

to 
~it.h 

The shift -from narrati vc ta conceptual presentation is 
explored in the cagent article by William Rubin, "FrOID Narrative 
ta "Iconic·· in Picasso: The Bur'ied Allegory in t Bread and 
Fruitdish on a Table? and the Role of 'Les Demoiselles 
d" Avignon'," ~!:t Bulletin, LXV (December 1983), pp. 615-649. 

, , 

4'} 
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o 

.emphatic buttock~ ~nd the rectangular frame above him. 
> 

· D~r,ectl~ #,~ehind the painter is an open door. Its knob is 

shaded on'the interior side and.outlined on the other. This, open 
. 

door is clearly indicatéd in three of the _drawings (Zervos 
. 

/, XXII!; 136-138) and superimposed over the painter in the Iast" 
' . . 

work of F~bruary .16 (Z&rvos XXIII; 139; pIs. 51-~2, and 54). The 

open door pro;vides an analogy of the passage the painter ,and his 
.-' / " 1 ~ 

work undergo. As Franroise Gïlot recalled Picasso saying: 

", 

" 

"While . l work I leave my body outside the 
door~ the way Moslems take off their shoes 
before enteri.ng the mosque .... He [the artist] 
must ~tay as close as possible to his own 
innér world if he wants to transcend the 
limitations bis reason is always trying to 
imposè on him.," 17 

The "'identification of -rhe persan of the artist with a door 

ls made t!xplicit in a drawing of .January 18~ 19&4 (Zervos 

xxiv; 142). The artist i5 the door (pl. 53). A long arm, such as 
,{' , 

is frequently fpund in the 1963 paintings, amanates from the 

" 
lev~l of the- door,kn~b. -Also protruding ~s a pa~ette with 

, 

brushes ana part of the profile of a leg. '. 
, 

The studiô with i~s dynamic architecture reyeals this 
.' 

internalized process. The energy is expressed in the' scalloped 

drape abeve the model (Zervos XXIII; 134), and in the'undulating , 

curves which permeate the-studio, linking ,artist with his 

'm~el-païnting' (Zervos X~III; 137-138;' pIs. 50 and 51). 
- ~- ... 

Each image in these drawings differ only sligt;>.tly from the 
,. 

-

'-17 , 
Gilot, Lif~, wi~h ~im!§'§Q, 

1" 116-117. pp .. 
c 

1.14 

, 
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other. Together they indicate the progression of the artiat's 

endeavour in time and space. The individual works in the 
-16 

sequence seem to represent a single frame in a film strip. The 

artist and 'model are the actors, the studio with its vurious 

props is the set. The lighting varies and the visual angle 

shifts: taking in a narrower range as in the first, drowing 

(Zenos XXIII; 134)~ th en widening to include the luterai walls 

(Zervos XXIII; 136) as if a wide-ang)o lens wern used. The 

imaginary camera hulds its position for the first five drnwings, 

and then 'pans inl close to the ortist in ordor to 8110w t,he 

spectator to see the model in the same mnnnor 8S the ~rtist 

19 
(Zervos XXIII; 139). Painter and vieWflr shnro li cmmmon vir.;uul 

experience and the beholder is {!iven the opportun i t.y of 

emulating the process. of eraat,ion (pl. f)4). 

18 
For a discussion of the appli<;atlCm of this tochnique in 

the writing of Picasso's friend and patron, Gortrude Stein, see: 
Wylie Sypher, Rg.QQçQ tg ~!J2iflm in l>rt: !J~(l Iâ.tm:!'!,~~r!~, (Nnw York: 
1960), p. 282. 

19 
Several scholars have made anulo,~in:-; l)(~t,w(!tll\ Pi(ll1fa~()'G 

art and techniques found in the cinema. Wyllo ~)yphr,r, Hoc;o(}() t(fI 
~yQi§.m. pp. 211-280, for example, hm;. obsorved numerous 
cinematic techniques in several of PicasEo's puirrt,inHH inefudinft 
L~6teli~~ q~ MQct!~tê of 1926. _ 

Poicasso acknow1edrtcs that his intorer.t. ln Uw (!lnomn "ftooH 
oack even before the war in 1914" 'nocordina to G. - Sadnur, 
"Picasso' aS film dircctor," 1~Y-;-J LfÜ!-.tnm ~~rOnç!V~l, no. BUU, 
(l'aris: October 26, 19(1). Trans lat,ad in Mur i j yn McCu Il)' ud. 1 A 
~im!§~Q l>ntbQlmIy., pp. 262··264. Picasso' s i5 said to hnv~ hm! IUl 

interest in bath the cinema and telcvision nnd i~; report,od t,o 
have commented that an artist could lelll"n lJ11JGh from t~bom, Bun 
Gilot, Li!~ ~ith riQ~m!Q, p. 89. ln uddlt,]Oll, ho J.lurt,lcipIlt.nd 
in E,ev~ral films, inGludin~ Nicole Vndrr~!;, L~J Vi!! çom~(:m.;p 
g~I!I~Ü.J, (France: 1949); Paul HuesllortG. '(i.G~t9 h -PiQ!)st,iQ, 
(Belgium: 1949; and l.!~ My.~rtt~~ }~i~J!'~,W(), Henri Goor«u;; Clouzot, 
(France: 1956). As weil, Plcasso dlrcct(.'(,i and (.1o(jitcd Il film of 
bis own complet.<..'<i in 1951 which_ rs bol iovr~d Wftfl nover ralooscd.­
See McCully, fl e!Q!HHH? tm!!bQl9B~, p. 262. 
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'--' 
As the viewer scans the drawings in their clearly marked 

sequence, the actors seem, to take- on their own life; The model 

reclines on her coudh, shi~ting her position as she first raises 

(Zervos XXIII; 134; pl. 49) and then extends her knees (Zervos 

XXIII; 135, pl. 50). Across from her, the artist industriously 

paints, stretching his neck to peer above his canvas at his 

model (Zervos XXIII; 134), then retreating behind ·his paï'nting 

(as in Zervos XXIII; 135-137), and again loo~ing over it (Zervos 

XXIII; 138-9, pIs. 49-52, 54). 

The link between beholde~ and painter is demonstrated in 

the last drawing of February 16 in which the artist is able to 

observe his model clasely (pl. The compositional 

arrangement has been altered. Only the héad and -shoulders of the 

artist are shown. His hands, which have been reduced in size and , 

bulk, seem ta emanate from the bas~ of his long neck. The manner 

in which the artist is shown emphasizes his perceptual activity. 

He is squeezed between the surface of his canvas and the picture 

plane of the ac~ual drawing. This close-up position permits the 

observer to approach and to identify with the painte~'s point of -view. The spectator has been given entry into the studio and is 

now placed close ta the picture plane so that the vision of the 

artist may be shared. 

Two 'additional iconographieal element.s emphasize the 

9P~ervational enterprise of the artist. One is a sculpted head 
A -;e..~ l'". ~ ~ 

which C rests on top of a chest of drawers. - The other i8 a light 

fixture suspended by a wire from the ceiling. Both draw 

attention ta the painter' s sight-. 
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The identification of the artist with ft sculpted head bas 
20 

long been evident in Picasso's Q~uvr~. In this series it 

takes th~ form of a sculpture placed on 8. 10'" chest of dra",ors 

on the extreme right side of the page. An il1-definod sculpted 

.head first 8.ppears in the drawings on February 11 (p 1. It 

is then represented more c1early and frequently. until in' the 

drawings of February 16 it becomes part of the studio (pl. 54) 
21 

and oeeurs repeatedly ,thereafter. Positioned in profile. it 

forms a counterpart to the artist whom it usually eonfron~s 

across the page. To emphasize the activity' of looking, the 

sculpted head has been placed oeside the modol in subsequent 

works 50 that it also seems to observe her. 

The light fixture is first found in t,ho third drnwing of 

Fe'bruary 16 (Zervos XXIII; 136). Aftor that, linos whi'oh rlldinto 

from the bulb are added (Zervo:;; XXIII; 13'/; pl. 51). Picur:a;'o 

then experimented with the' light' s position in rolation t~ the 

artist's canvas. In the lsst close-up drnwing of that data 

(Zervos XXIII; 139). the light was posjtion(~ ndjncont to tho 

eye of the artist (pl. 54) . In or,lor t,o v l %;UO 1 i .,,(~ i t,r-; 

illuminating quality ln aD omphatic monner, Picnsso furthor 

extended the lines ,emanating from the bulb. Nf;)vorthalm~G, thn 

"lighting is not consistent." The arOQ of tht, otudio whoro Um 

mOdel is P~8ced is bright, yet no ~hodo~~ oro C8B~. ln OOn~rhG~, 

the artist's face which is visu~11y closo tQ the fixturo is 

See Chapters One and Two. 
21 . 

. As' in ZerVos XXIII; 135-139. See also Chaptor'Kight . 
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inexplicably covered tby a dark 

1 
; ) 

2~ 
shadow. 1 Paradaxically, the 

light might be interpreted as obscuring the artist's s~ght as in 

the metaphor developed by Picasso in his play Le gèsi~ attra~ 

23 . 24 \ 
~~ la gy§~~. That is, the image of a light that blinds. 

Bèléne Parmelin recounts how Picasso would write the word 

OJQ repeatedly in large or small letters on a book, a bookmark, 

"on a piece of paper pinned to the wa!'l" or scattered througbout 
25 

his studio. Ojo is the Spanish exhortation to "pay heed" Qr 

"watch out." It is also the word for "eye," indicating the 

necessity for cautious observation. 'l'he placement of the light D 

adjacent ta the artist's eye reiterates the essence of the 
26 

painter's vision as the crux of his enterprise. 

22 
Earlier in his g~~YT~, Picas~o used similar lights 

.metaphorically. In ~~~rniç~ the. sun' doubles as a light 
containing a bulb within it's eye-shaped orb. See Frank D. 
Russell, Picasso's ~~~Kniça: Th~ L~b~rinth Qf H~rr~tiy~ ~ng 
Vi§],QD, . (London: 1980), p. 306, note 90, also Wischnitzer, 
"Picasso's Guernica. A Matter of Metaphor," pp. 158 and 165; 

23' 
Pablo Picasso, Lê gg§ir ~ttra~~ E~K 1~ gue~~J (Pari~: 

1945', rpt. 1967). See Chapter Six for additionsl consideration 
of the relationship of Picasso's play ta the artist and mode l 
theme. 

, 24 
Picasso, ~~ g~§i~, p. 70. This observation is made in" 

Russell, p. 306, note 90. Sabartès, Intim~te rQKt~~it, pp. 114 
ff., 169, and ~~ssim, observes the close relationship between 
Picasso's writings and his art. The correlation of Picasso's 
visual and literary works are briefly examined in Clive Bell, 
"Picasso' s Poetry," in Gert Schiff, ed., riçg§.§.Q in E.êI'§E.m~tiy~, 
pp. 86-87; and extensively in Gasruan, MQgi~ M~ât~rz ~ng LQY§ in 
riQ~ââQ, ~qâ§i~, where it forms the basis of Gasman's thesis. 

25 
Parmelin, ric~.§§.Q~ ~Qm~n, p. 36. 

26 
Picasso' S own F:yes were his most prominent fenture. Many 

who knew him commented on his charismatic stare described by one 
writer as "black coals that b~~ from within," P. Descarques, 
EiQ~ââQ, trans. R. Baloy. ~ew York: 1974), pp. 5 and 9. 

" 
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- 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 in a 

manner that stress.es the ideas they repres~t. As Picasso 

explained: 

"Art is a language oÎ symbols ... whatever is 
most abstract may perhaps be the summit of 
reality.·· 27 

Picasso's eyes are also cbaracterized by Parmelin. riC8§§Q. 
flain. pp. 56-57. who relates an anecdote.to distinguiGh between 
t~e ~xtern?l appear~nce o~ Picasso's ey!s and ~he ~nner po~er of 
h1S look. Parme11n. wbrle,a houseguest staYing 1n the Picasso 
home, chanced to see the artist as he pnssed from one studio to 
another, as she recount~: 

27 

"He did not "see me .... l sa", Picasso at 
work... In work ... In reality. Picasso's 
eyes ... consist oT a look. That clay, 8S they 
passed me, l saw they ",ere wide open. It was 
the first time l had seen il fixrnl and 
penetrating look, deeply rr:{!ard i ng somethinl! 
that was nOl~ visible, und whjch cou1tl exü;t;. 
only within .... But wi~h that wide, burning 
look, blind ta the world, he secmed 1,0 be 
watchine the blossoming and dcvnlopmnnt of 
somethinl! thaL wu:; ln proGc!~!; of ct"r!ation 
within himself, to be plJr~;uinl~ und 
eluboruting i t ... l'ID not ~uy inf! t,I'I1JL he ""'IlS 

reflectin{1. l'm not :.;aYHl{! th:1L ~Ù! ""'ur; 
merl i tut ing . l um Gay inH Lbfl t.. b, ~ wa:; .. a pre:;,' 
to ... 

Brassai, ri~i.!~::;Q !lŒl G.Œ!!I?!!DY, p. 211. 'l'hi::; i~; rJxc:orrJlod 
from il conversation which Look plaee on Muy 1'/, 1960. A fIrcnter 
portion of pj casso' s statement ü; quote'r! in th" Int,roriuct,ion, 
note 18 of this dissertation. 
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Until this point th~ 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 XXIII; 141), 

the previously solid forms of the artist open up into a series 

of interlocking components (pl . 55) . The most important. aspect 
. 

of this disintegra~ion is the reassemblage of 

his arms. These appendages become stem-like~ 
. ri 

radiating from the vertical trunk of a torso.-,. 
'Each arm has a vital function: the upper one 

paints; the lower supports palette and 

brushes (see figure' ·4-1). 
FIGURE 4-1 

, This process can be followed in drawings of the following 

days in which each separate limb assumes a distinct character. 
1 

The active, painting 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. 

57-60) This is evident in the first work of February 20 (pl. -57) 

where thé artist is seated along the 1eft edge of the page, with 

his dynamic appendage stretching almost -ta the opposite side 
28 

(Gee figure 4-2). The power which -the artistic process endows 

its maker is given concrete expression in this image of the 

28 
As seen in Zervos XXIII; 145-150. 
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painter's extended arm. It is ,a "ell 

chosen sign that conveys strong symbolic 

associations wi th established artistic , and 
29 

re~igious traditions. Used in this con~ext, 

it visualizes the strength, àuthori ty and 

potency inherent in the act of creation. An 
30 

~ almightiness is implied. 

As the artist's hand increases in importance, the brusb 18 

in1{egrated with it revealing the art,i's"t. creatinE! . .'~ith the foree 

of his touch alone.~rom his earliest daYS~t the boginning of 

29 
A deified figure who asserts his power with t,he foree 

of his extended. arm is found in the sun-god in tho Upper Part 
of the stele inscribed with the Legal Code of Hummurnbi (e. 1'160 
B.C.), whicb Picasso may have seun iri the Louvre (tu he 
discussed further in Chapter Nine helow), and thfl equully 'Woll-· 
known statue of Augustus of Primaporta (c. 20 B.C.; Vatlcan 
Museums). This uni versaI imal';e formed pari, of Ghri sti un 
iconography as seen in the depiction of Cbris!.;. Wa~;hjnl! t~ho Fpot, 
Qi ~~t~r as found in the Gospel Book of Otto II r (G. 1000, 
Bavarian State Library) in which t.hf' enlurgm1 hond llnd e] on/tH1,nd 
arm silence Peter's protestation fln(l revf~al (Ii:; power. AIIIWlorH; 
ta Di vine creat,i VP. power:-: ar(! 1<?/~ ion. 'j'W() LHTIf)\I~; I:>:~"np) (':; w i Lh 
which Pie<lsso undoubi.;.edJy wa~; famJlldr Jlru f;)()LLo':; fIHnOIJ:; 

fresco of the B~i~.ü!e Qi 1!~!'!t~I::~§ (AfLer 130!), Arnna Chupol, 
Padua) and Michaelangelo's <;I:~{li~j~m (Jf Adam (l!Jll, ~)i!;t,Hln 
Cei l ing). 

Picasso incorporaLod -the moti f 0.1 UH! ex Lcnd(?d ann i fi ta i~-; 
works. as for example. in his Nig~t Fi,shing aL AnLitH'~; of 1~):H). 

As stated in Gearae Levitine, '·The Fi liul.lon ()f Picat,l;o'u NiHht~ 
liïshing at Antibes," Tbg ~lQ\~rr:HS.l (~f {}m;1,ho~,ü:a:; und (\rl. 
çi:.it.iÇÜ§!!I, XXII (Winter 196~n. p. 174, 1,hi~i f~m;t.llrt! h; 1urUlPr 
related ta Tbç ~!!tbç!"~, a sevnnt,nent.h-cen1,ury unonymOlU; DULC;h 
painting in the Louvre. 

30 
The identificatIon of artit:;t,t. wi Ul dl v HUl power hur. hrmn 

traceG in Ernst Krls and Ot 1.,0 Kurz, Legon(L, Myt,h J Ilnd t4"g lP in 
th~ I~oo~ QÎ t.h~ (u:t: !.~t, (Now Havon and London: Un i VfJrtJ i ty 
Press: 1979), pp. 48 fî. Kris and Kurz pOInt out., pp. 4U -fJO, tho 
designation of the ortist as ~H,~r: f.iQ\l~ ~rol)tinft or. Gnd did, in 
encountered lnnumernbly l;incn the Glnquf:conf.;.o. 
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the century Picasso possessed what William .. 
characterized as a sense of the hand as a kind of 

31 

Rubin has 

thaumaturgic 

wando .. The imprint of his own appendage in his works is -the 
32 

real image of Picasso's hànd as the agent of ~heir creatiqn. 

This 'brush-hand' assumes an arrow-like shape with the 

brush pinched between thumb and fingers. visualizing a 

directional indicator (Zervos XXIII; 145. pl. 57). This reading 

is supported by the way Picasso 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 merg~s 
\ 

with brush, together formin~ a beak-like shape functioning as a 

large pointer. 

The artist's lo~er hand, holding palette and brushes, is 

31 

32 
Examples of Picasso's facination with the poweD inherent 

in his own hand is evident in one of the earliest of Picasso's 
many representions of it. Rubin, r~imitivi§m in 20tb Centu~ 
A~, p. 268, illustrates a 1907 Sh~~~ Qi Studi~â in which 
Picasso drew "lines' of force" emanating from his own palm 
suggesting "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 Brassai, Eig~§§Q ~ng ÇQmE~nY, plates 39-
41. 

As Rubin, Erlmiti~i§m in 2Qth ~~Dt~rY ~rt, also points out 
this is not unique to Picasso, but can be traced in works of art 
"from the cave pa inters ta Pollock," Picasso's compatriot, Joan 
Miro frequently used his hand as a personalized sign of his 
life force. See Roland Penrose, Miro, (New York: 1969), plates 
85 . and 86. A cogent discussion of these signs is elaborated in 
Sidra Stich, ~Q~!} MiKQ":" Ih~ Jd.QY:;üQPm~Q1 Qi .Q Q.-!gn 1~mg1!.Qg~, (St. 
Louis ~nd Chicago: 1980), pp. 18-19, who proposes a link between 
the imprints in the art of Miro' and silhouetted hand images, 
found in Prehistoric images of Castillo. 
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similarly transformed. At first it emanates from the base of the 

upper arm (Zervos XXIII; 141, pl. 55). It then separatos and 

• 
clearly originates from the middle 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 

this, the palette 
,,\. 

becomes light in hue contrast.inft wi"t.h "t.he 
33 

black tarm' (pIs. 57-59). The placemp-ni. of thi~ arm--palette 

arising from the middle of the torsa and the straight and round . 
form it assumes lJive~ it a double identity as a repr<-')senta1,ion. 

of the artist's penis. Thus Picasso transforms ~he passive 

appendage into an assertive s~ua] member. Thi.s coneretely 
:34 

states the generative character of his enterpriso. 
f 

The model underfIoes a similar convorsion. Ber pose, 
1; 

reclining on the couch continues as Oit had throughout most of 

the E~bry!!!:~ ~!t~tçhl!Q.Q!ç. However, the nude 1 s re Inti on to the 

artwork undergoes a change. At firs1J, tho couch's lort5 and hors 
3!) 

are caught in the sp_ace betweon ease l supports (p 1. 5~). ( 

Then, in the first drawillft of ,lI'ebruary 20 (Zervos 

33 
As seen in Zervos XXIII; 145-148. 

34 
See Chapter One, no"te 48 abov'e, and Chuptcr Six. 

35 
As seen in Zervos XXIII; 142-144. This format is 

similar ta that used by Picasso thirty years earlicr in drawin~n 
which ";ere puLlished in EUE!enio d'Ors' book on Picasso, sefJ 
Chapter Twa, note 13. Although these drawinfts Wf]re nnt.urnlistio, 
the ambiguity of livinl! and p'nin1.cd ima~es were expressed in 
much the same manner. The samu formnt is found in Th~ ôrt!.~t! l'Dd 
H!~ M9dê} of 1970, illustratod in Ponrose and Golding, ~iÇg2~Q 
in R~t~Q~~gt, plate 400, p. 247. 
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XXIII; 145). . Picasso seeks a novel solution to the problem of 

the integration of model and painted image (pl. 57). As the 

painter'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 seems that she qas hecome the artist's pain~ed 

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. Furother, the 

bottom of her couch extends beyond the lower 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 

iQdistinguishable lines. This chang~ is important to the 

absorption of the reality of the model into the reality of art. 

Indeed, the- ambiguity of the model in the studio ~nd on the 

painting i~ necessary to its meaning. 

The drawings continue to probe the integration of thle image 

of the model with the artist's painting. In the second variation 

of that day (Zervos XXIII; 146), Picasso displays the model 
-/ 

clearly located both on the canvas and behind it (pl. 
1 

58) . The 

place where her reclining forms transfer from painting to studio 
\ 

is indicated by the edge of the artist's frame. The continuity 

of her graceful forms are jarringly intprrupted by the thick 

black diagonal of the easel's back support. 

Perhaps these solutions were too literaI for Picasso. The 
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model becomes increasingly naturalistic as the artist's form 

disintegrates (Zervos XXIII; 146-7. pIs. 58 and 59). The f;hird 

drawing of February 20 (Ze~os XXIII; 147) shows ~he nrtist 

stretching his elongated arm across the reclinin~ nud~ to touch 

the profile of the unseen canvas (pl. 59). This accomodatcs the 
-

ambiguity of the model;s position, bub more importantly, it' 

draws attention to the treatment of the artist's disjoin~ed 

torso. 

The active painting arm not only is ex"Lraordinarily Iona. 

but supports the head of the artist. His neck i5 now topped by a 

dark~ round silhouette attached to a skele1~al armat,ur~. The 
/ 

painter has become transformed into a creature with two hoads: 
36 . 

one small' and black, the other bearded and smokin[{ Il pipu. One 

is an 'X-ray' of his internaI wor.kiIlLts; t,hu ot,her hit; Hxt.crnnl 

regard. Together they reveai form within form and a separate 

identity hidden from normal view. This mul1.,iph~ P"rojoGt.ion of 

the artist continues in the drawinl1G of Fehrullry ?l (Zürvof: 

XXIII; 
/:: 

148-9) . The dark emanatj on t,ha1, r 1!;{!!-; from h j s 

naturalistic head visualizes the unpalpable forco behind tho 
37 '-'" 

painter's facade (pIs. 60 and 61). 

--------------------36 J 

Also found in Zervos XXIII; 148 and 14U. 
37 J 

After December 1966 the E~!:§mH! of Pic8m.w' s nrt,ir-;t~[; 
merges with the image of the musketeer. As exnminnd in SC!hiff, 
fiQ~§~Q~ Ib~ L~§t yç~~§. pp. 30-40, one of the mUGkoteor'n 
characteristics is a smokinf{ pipe. Schiff. Il. 31, rocnlln 
Jacqueline's recollection of the Gource of thcso firturoG (aivon 
in a conversation with André Malreaux, I~1~?U;!:";9~G M~Hj~, pp. 4 and 
86), in which Picasso's wife claimed that the mUGketnors "Garou 

. ~to Pablo when he'd gone hack to Gt.udyine 1 embrnndt. ... 5chi ff. pp . 
39-40 f.tJrther explores the originG of t i5 'smokinr-t' motif, 
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The importance oÏ the model diminishes in the . last three 

drawings of The [~~~~~ §!~~~~~~~! (Zervos XXIII; 148-150). She 
. 

disappears 1n 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 reappears on 

the artist's canvas b~t not in the studio (pl. 61). 

The woman the arti~ had been painting finally gives up her 

place to the sculpted he~d. The second drawing of February 21 

(Zervos XXIII; ~50) and the last in the Sketchbook shows the 

artist working on a painting of a nude while at the same time 

looking at the sculpture opposite him (pl. 62) . This final 

drawing clarifies the meaning of the sculpture. Painter and 

portrait bust both possess the identical black internaI armature 

and jagged features. As these two confront eaeh other across 

the canvas, their mutual scrutiny is doubled as the artist both 

looks st the head and Foints at it with his brush. The 

. anthropomorphic sculpture represents another aspect of the 
Q 

disjointed sign-like artist. As they peer from oppor-;it,e sicles of 

the page, artifact echoes creator. 

In these first works of the 1~63 artist and model series, 

Picasso summons previous treatments of the theme. As Picasso's 
<ft 

biographer Roland Penrose observed, Picasso's drawings were not 

astutely stating the pecessity of seeking its signifieance in 
PicassoJs early life. Schiff suggests the emergence of the pipe­
smoki~musketeer in these late works may perhaps be related to 
a Netherlandish emblematic tradi.tion 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 recailed themes and characters 
38 

long familiar. The imagery of drawings and subsequen\ 

paintings on the artist and model theme demonstrate Picasso's 

probing to find new applications for established motifs'. 

'In summary, the first drawings of Picasso's 1963 E~2rY~~ 

~ketchbook demonstrate Picasso's projection of the model in the 
'1- 39 

studio ?nd onto the artist's canvas. Picasso then examines the 

process occuring in thè artist's studio demonstrating the 

internaI process the artist undergoes. The last drawings in the 

Sketchbook are the crudest, yet they also oyfer the richest 

imagery ~evealing the' power that creating endows. The sign-like 

treatment of the artist makes visible what Picasso described as 
40 

the "profound resemblance ... something çleeper than the forms." 

38 

,l- ~ 
1 

1 
J 

Penrose, Picasso: Dis 1ilQ ~ng ~Q ~, p. 449. " --------
39 

See Appendix 1: Picasso and His rOde]~, for a 
consideration of the uelutionship betwee Picasso, his 
his models. _ _ 

40 . 1 
Brassai, fj,cassQ !!ml ~QmPan:l, p. 1163. 
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THE CREATIVE CYCLE: 

THE PROCESS, THE PRODoeT, AND THE OBSERVER 

From the be~inning of the artist and model series in 1926, 

Picassq combined images of-the artist creating his work with the 
, . 1 

produet of his creations. The 1963 drawings of TQ~ EQQK~~r~ 

Q~QtQhQQ9~ furthèr explore ways the moqel interacts with the 

'process the artist perpetuates. They begin hy sbowing her both 

as a presence ,in the studio and as the projection on his canvas, .. 
. concluding by fully su~erimposing her onto the artist's 

r 

painting. ' This chapter wi l~ examine th:e methods Picasso used in 
'. 

"/ the subsequFmt artist and model r-ieries 1,0 present the nude as ~l 

painting in the studio. The manner in which the works visualize 

-
the' m~rging of the artistic pr~cess with its product will then 

be explored. Finally, it will consider the role of the third -- • • element in the studio,~ the sculpted head, ln the enactment of 
\ 

the creative cycle. 
. 

Picasso had previously visualiz~ed the fine dis:tinction 
• 

c: 1 , 
See especially the discussions in Chapters·One and Three. 

) 
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between 
f 

theme, 
• 

2 
reality and artifice. Earlier representetions of the 

as for example bis "Sculptor in the Studio" etchings of' 

the Y2~la~ SU!~~J dealt with t.he problems of art versus r9'àlity 

by having the sculptor and model together contemplating his 
. 

work, thus enabling the observer to compare the nude with her 
3 

transcription int.o an image. This juxtaposition osserted the 

freedom of the artist from both ortist'Ïc çanventions and the 

demanda of nature. It served as 0 demonstration of Picosso J s 
oft-repeated ·claim that: 

"Nature 
another. 

is one thing and painting if; qui1,e 
Painting is the equivalent of 

nature." 4 

In the 1963 paintings, the model is more frequently viewed 

. as both reali ty and art. Picasso· recognizes the arti.fice through 
5 

which the imagination is made concrete and transmuted ioto art. 

2 
-One of Picasso' s earlier works which deals with the 

question of whether naturalistic or freely invented forma are 
closer ta reality are IhQ Stu~U.Q of February 22, 1933, 
reproduced in Gary Tinterow, 00., M~~t!r!: D!:mÜnl1~:! ~y. riS.HHH:!.Q, 
tNew Yor,l( and Cambridge, Massachusetts: 1985), p. l'lb; and MQd~ü 
ang fiYcr~~list ~QY1EtlU:~, Muy 4, 1933. plate '14 of the YQ11nrd 
5!t!i.t~. For a deliberation of the latter compurison, srie 
Costello, fi.Q.afifiQ~fi ':YQ.lliu:d 5yitt}~_, pp. 111 ff. 

A cogent examination of this fundamen1-al issuo in r(,IBtian 
t.o Picasso's wark is given in Leo Steinberg, "The ~ye ls A Part, 
Of The Mind," in ~b~x: Çti:t!1ri~. pp. 289-306. 

3 
Castello, fiç~§~Q~S ~l~Drd 5yitu~. E~fi§iID. 

4· 
Ashton, fiQ§§~Q Qg AdH p. 18. quota takon :from Andrô 

Warrlod, "En peinture tout n'est que sign, nous dit PiU8SNO," 
Anli (Paris), XXII (June 29, 1945), pp. 1 and 4. This opinion 
was frequently repeated by Pi~8SS0. a~ for exaruple in Ashton, 
fi~Q~§.Q Qn ln::t, pp. 18-20. See olso below Ch8pter Six, noto 4. 

5 
Dale t4cConathy, "Pioasso: The Transformation of the 

Minotaur, n. AtlIiQAOAYft; XXXVII (September-october 1980), pp. 37-
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The metamorphosis from one form into another resolves what has 

been oalled the tension between substance and ide a in Picasso's 
6 

thinking. This alteration from canvas to oanvas is a rendering 

of a 'progression. This shift between states. or levels 'of reality 

is not"a physical movement but the internaI transformation 

oharacterizing the cycle that makes ùp the creative ~rocess, as 

Picasso explained: 

"For me eaoh painting is a study. 1 say to 
myself, l am going one day td finish i t, make 
a, finished'thing out of it. But as soon as l 
start to finish it, it becomes another 
painting and l think l am going to redo it. 

, WeIl, it i5 always something else in the end. 
Tf l retouch it, l make a new painting." 7 

/ 

Picasso eondensed sequential events into a frozen image 
F 

resulting in a combination of temporal processes with the 
-

produc-& of the artist' s efforts. The figures are immobile,_ 

locked ioto their respective positions: artist seated on the 
... 

·left,\ model reclining on the right. Both assume a quasi-dogmatic 

quality. Like a modern-clay Ieon, they are fixcd ln their 
., 

gestures, expressions, and positions exhibiting only slight but 

Î 

52, describes this process of metamorphosi~. See also Chapter 
One, note 54. 

6 
Ihjd., p. 51. 

7 
Ashiison, Piç!!~§Q Qn ~r.t, p. 29, also po. 30. A further 

consideration of Picasso' s working method is gi ven in Gilot, 
Li!~ ~ithQPiQ~~§Q, pp. 123 ff. Parmelin, ~iQ~~§Q ~a~~. p. 115 
quotes Picasso: 

"If there were only one truth. you couldn' t 
paint a hundred eanvases on the same theme ... 
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significant variations. ;, 
-
Despite their external rigidity the' figures are endowed 

wi th an interna 1 movement. This is accomplished through -the 

reduction of the models' forms ta a curvilinear arabesque and 

th~ transÎormation of the artists into interlocking sign-like 

configurations. Through these distortions, Picasso goes "beyond 

moveme!lt" - 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 ta 
capture the image; .... Only then is the thing 
real, for me ... a 

This arrested motion prevails throutlh the compo~itionul 

arrangement and the relationship of the elements. It conveys II 

subtle internaI kinesis thllt is t,hu "rcality" of 1~he . paint,or's 

endeavour. This movement is further conveycd by the dynllmic 

quali ty which emanates from the ugl iness of thnir forms und the 

childish.crudity of their execution. Leo St.cinbf)rft's conclusions 

of Picasso's expressive use of ugliness in t~e 1930s nnd enrly 
~ 

-1940s is equally .applicabl~ hare. He contnnd::: Pi Clls::m 

ùeliberately used thése repulsive images to make his conceptions 

'real: .. l suspect thut Picasso does not t d i!";tort,' 1 but :;Imks on ly 

8 
Parmelin, Eig~~QQ~ ~gm~D, p. 144. 

Leo.St,einberg, "Who Knowfl the Mtmniof{ of Ugliness?" in 
Schi ff, Ei~~~!lQ 1.0 l?r~l:rm!)Qt.i.yr~1 pp. 137 ..... 13!) (nrlnpt,r~l from 
Steinb~rg, Qtbg~ Çrit~ri~, pp. 223-226), postulutou u differoncQ 
bet",een the" "mon~ters" of the 19305 nnd the "non-sed~r,rs" of 
the carly 1940s. 
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to realize. In th~ ~inal 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 Cnto The Painting 

1 

The elevation of the model onto the <higher reality' of art 

is accomplished in several ways. The nude' s forms are united 

with the picture plane and placed so that she projects anto the 

artist's canvas. The partition between studio space and the 

painted subjeet on the artist's canvas is marked by -the 

splitting- of the picture into halves through correspondences of 
! . 

hue and the composition of the figures. A cl oser examination of 

~ach method might suggest the W~ys in'which this results in the 

transference of the model onto the painting. 

Union of the Model and the Pioture Plane: In three canvases 

depicting Th.ê Artist ~m! His MQ4el of March 3, 4 and 4, 5 

(Zervos XXIII; 158-'160). Picasso unites the model's living form 

with her two dimensionsl painted image by merging spatial 

readings (pls. 63-65). This entices the viewer to experience the 
11 

model in di{ferent ways. 

10 

11 
I!üg., p. 130. 

Tbe artist's area is/shown with a 

Zervos XXIII; 158-160. This concept \'las aiso found in 
the drawings of February 16 (II-VI)1 pIs. 50-52 and 54. 
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Iimited three-dim~sional space~ evident in the 8~gle of the 

easel. I~ contra st to normal expectations~ the model and her 

couch are :fIattened, repeating the two-dimensionality of 

Picasso's canvas. The torso of the nude is tilted forward and 

pushed againft the picture plane so that her illusion is united 

with the surface of the ·actual paintin~ 

Picasso st first appears to associate depth with the artist 

and flatness with tge model. Then he paradoxically contradicts 

t~is by the tr~atmétltJ of their respective back,:!rouncls. A 

screen, re9, in the first and grey in the second 'canvas, Gan bo 
, \' 

, 
found behind the artist (Pl:" 63 and 64)" In contrast, the modo] 

and the counh are set acrainst an 8iry winriow. Tbp. liaht from 

this opening invades her forms and contributeG to the 

insubstantiality creatcd by her m':llti1~udin(Jus a nI-! l es. .. 

Picasso' s process of tippihg the mo(~el upwnrd iG evident in 

the subtle changes between the first two paintinns of Mnrch 3, 4: 

(Zervos XXIII; 158 and 160). Thesu élrB un u w ide hori7.ontul 

canvas (50 x 107 cm. ) more than twice ne" .. long a<-.' high, n formnt~ 

not found elsewhere in this series ( pls. H3 und 64) . The 

horizontal rormat accomodates the model' s pOtin with her lonl{ . " 

legs stretched parallel to the picturc pIano. Hor knoes ur" 

slightly bent in the first (pl. 63) ~ . th'm strai/{htmwd in t,hr~ 

second with her hend und neck proppe<i upriftbt, (pl. 64),. 'l'ho 
\ 1 c; 

belly in the fir~t is oliminat,cd Ilnd aLtach,,j to tJm hutl,of.!k~; 

hang down in a vv-shape in bot.h. 

and more c learly definod in thu :;econd work rOH.1l l t inEl i roar 

projection lmposed ori ft bird's eye view. 
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Projection of the Model anto ,the Artist's Canvas: In the 

Artist And Hi§ M~l 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 cOl.lch are oste~sibly behind the easel, . its rear 

~pport reaches past the model so that she is sandwiched within 
r 

its scaffolding both fore and aft. The middle leg of the easel 

is omitted, conveniently accomodating her ambiguous position:' 
L 

Similarly, '~the sculpted head and dresser on the foremost plane 

on the right side is overlapped by both model and the baIl legs 
12 

of the couch supposedly in the rear --of the room. 

The model's c9mbined horizontal and vertical position 

echoes that of the artist. His sign-body likewise encompasses 

the co-ordinates of the canvas. Three parallel lines are 

contained within him. One attaches his legs to his body, another 

holds the palet~e, continues beyond it ta forro 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 an emphatic pointer indicating the model, but 

touching the edge of his canvas closest ta her. In this way. 

painting and model are simultaneously linked. 

The activity-depicted in these three paintings of March 3, 

---~-------------12 
This contrary spatial motif 

the paintings of March 1963. See for 
162 and 164. 
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4 ànd 4-5 transposes the model from th~ studio to the artist's 
J 

caDvas. This is the case whether she reprasents the image the 
':.t. 

artist is in the process oÏ painting or' a canvas leaning uftainst, 

,the studio wall. The ambiguity is part of Picasao's intention. 

This flattening projects her image close to the ohserver sa that 
. 

she clearly becomes a two-dimensional image--exnctly what the 

artist aims to make of her.-

~ 

The clearest example of the tran,,-;ferem:n of Uw model ont() 

-(Zervos XXIII; 168). The artist' Fi oasai is turnod f.,o f1WH t~he 

observer so U18t thn canvas on whic-:h h<, workl; iu eIoar]y viHihlo 

showing her forms painted on it (pl. BG). lIownvor. 
J 

tran,,-;parent. rcvcaling t.ho lower reIÜOOf> of 1,bt' rUGI iUHIH lIudn 

who is thus interpreted tU; a lso - be in/~ boh i nr! 1 t. Thf' amb i 111,1 i t~y 

is compounded by "lhe presenCH of Lho t,t!-_c::,~ mnrk!-: on Uw rif{h1-

edge of the painter's canvas. This demarcation Gt,oton thnt~ th,n 

portion of the nude overlappinF1 hi!'; G1\nV1U; in (:luor)y lntondcul 

wh i le the rest of her hody 1} Il uclm; t 0 1.hv u<:t.ulll lIlod (:] pOla nEt in 

th~ studio. The irony of thil? pointinct is that, Uw mod,,1 'With 

hdr sketchily indicl1ted forms i~ au Tm)] ur. tho f)](:t.op,rullhic: 

oonception of the artiGt. The lovel of rcality prmwnLod i:; s\.H!h 

tha"t a~ 1 arc! cleârly pnin"ted--not,hinH it; ronl. 

MWfll of March ., (Zervos XXIII; 160). t~h6 ortint. in in the 

prOC!HSS of pa i nt, iriEt thu - imaEJ(O! of Ua" nud~J who l1 i tlJUl t.l1n(Jouu 1 y nhU 
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characteristically reclines behind him (pl. 67). This is 

expressed by linking colours associated Iwitb 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 ares of artist and painting is set against a red 

background which terminates with'the model~ but which matches 
". 

the hue of the couch enveloping her. Conversely~ the area behind 

the model is the same white as the artist~s blank canvas. 

The artist is positioned in front of bis painting. He is 

also in the painting. His location is nat,stated spatially. but 
13 

by the linkage of colours. The dabs on the artist's palette 

are clearly discernable as red, blue-green, yellow and black, 

repeating the eolours of the pain'ting' itself. The ironie notion 

represented on this canvas is of the artist painting both 

himself and his model. It raises the unanswerable question of 
14 

what' is the painting? The activity depicted is ~ confusion of 

art and artifice; real and painted. 

This interpretation explains the pictographie fOrIn of the 

13 
An examination OI colour in Picasso's work is found in 

Linda Nochlin, "Picasso' s Calour: Schemes and Gambits," Art in 
Am~riQ~, LXVII! (December 1960), pp. 105-182. Rubin, Piç~is~ in 
the MUS§!!ID of Mllilern ~r1, p. 140, ascribes to colour "the 
awesome nexus of the picture' s iconographieal network." The 
principle of t linkage' is implicit in discussions of Picasso' s 
use of hue. This concept may be garnished as a underlying 
principle in the reading of Picasso's art. Its application to 
other pictorial elements, Sl.lch as shape ha~; heen explored 
recently, by Ronald. Christ, "Picasso's Hands: The Mutibility of 

..Htlman Form," hrtsÇg!!g~d(), XXXVII (September-October 1980). pp. 
22-24. 

14 
This is the same idea used by Ve~àzquez in LêQ M~ninas 

eonsidered in Ch~pter Three of this disseratation. . 
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artist which also determines his meaning. His torso 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 is 

contained ~within a cage formed by the base of the 'y' and the 
15 

back of his chair whicb unite with him. so that only subtle 

differences in hue distinguish the dark brown wood of his seat 
, 16 

from the black fabric of his attire. He is thus presented as 
ft 

human furniture, a painting-utility ready to·, perform his 

essential 
17 

action. 

'rhe 

function and designed ta provide efficiency in 

painting bas a poetic clement 
18 

en.hancinLI it.s 
19 

transposition into a 'higher' realm: It is absurd poetry. 

Every element sits on furniture and is attuched to it: the 

-15 
The motif of the inward-directcd palette ab;o scen in 

the painting of the 'emotional' artist with red fist, Zorvo:::; 
XXIII; 172. discussed in Chapter Six below. It. is al~o fouwl in_ 
the March' 8 state of Zervos XXIiI; 1G9. reproducoo in ParmeUn, 
I~ ~rtist ~Dg tli~ Mgg~l. p. 34. 

16 
Picasso' s fetishistic attitude towlJrd his own clothing 

is revealed in Gilot, Lif~ ~itb fiQ~~q9. pp. 223 and 232. 
17 . 

~~.Q~t~.!:~~ ~~~ ~Qll.Qeigt!J Pj~!ti2Dl}n, (Springfield, 
Massachuset·ts and Toronto: 1916, 1961), q. v.' "furn.ish, 
furni ture." p. 337. Sec further explorlltion df furn i turc llnd 
the artist, Chnpters Four, not.o:.; 6 anù 7, and Chapt.,cr Six. 

18 
i,'or Pic<l!;so'~; friend~hip;. wi Ul poet:; ~~ne t,ht-, 

Introduction ta this 1~hesis, note 12. S(}C 111GO Gennvi6vc 
Laportc, ~!dg!jbil)!,~ nt t-1i.ol1ü!bt,..:_ ~~JrTJQri~a (L( P..lQ:l:";!!() 'md, (;Qc;t_!):lIJ, 
pp. 3-5, 9-11, 69, and B1-85. 

'19 
Picas~o' G conneet,ion wi"t,h lh,: 'TIwat.ro of the Almurd', 

iz ,cvidcnt from hi:.; e:)rly per1.ud. ~;(m: Hon .John=:ion, "PiC1}~;:'O/S 
'Demoiselle~ d'Avignon' And The Thf!atrc Of The Ab~;urd." {}r:lt:i 
Mag~~in~, LV (October 1980). ~p. 1d2-113. 
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1 o~ 

artist to his chair; the painting to the easel; the model to her 
20 

couch;' the sculpted head to the chest. Such condénsed 

associations do not allude to reality--but to the transforming 

process. The poetic imagination cuts through the mundane to 

expose the essential core of things, tbat is, what Picasso both. 

insisted on ..... everything you find in these poems one can also 
21 

find in my paintings, Il and placed much value on: "it's the 
22 

most important thing: poetry." 

1 

Division of the Picture into BaIves: 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 Q~m model is found in The Arti~t 

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 1:n Albert Elsen, "The Many Faces 
of Picasso' s Sculpture," ~n Int~!:n~ti.QrHÜ, XIII (Summer 1969), 
p. 34; and Lawrence D. Steefel, Jr., "Body Imagery in Picasso's 
'Night Fishing at Antibe.::;', .. lH::t JQlJJ:n.f!.L XXV (Summer 1966), pp. 
356-363 and 376, who relates Picasso's Hight Ei~bing ~~ Antib~~ 
to Paul Schilder's Th~ Im~g~ knQ AE2~~ranç~ Qi th~ Hum~n BOQ~, 
(New York: 1951), Steefel, p. 361, concludes that the 
configuration of Picasso' s figures are a "continuously 
constructed, 'self-adjusting mechanism composed of complex and 
shiîting equilibrations." 

21 
DanüÜ-Henry Kahnweiler, "Gespr!iche mit Picasso" in 

J~h~~§ri.pg Q~=2Q, (Stuttgart: 1959), pp. 85-98, reprinted ln 
Ashton, f'Ü~Q§§Q Qn ~tl, P. 128. 

22 
Ashton, ~iÇ~~~2 9D hIt, p. 128. 

23 
Other works in this 1963 artist and model series show 

this division of the pictorial area into left and right 
sectors. Additional examples are Zervos XXIII; 209, 258, 260, 
277, and 286. 
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(--
His ~el of the first week of May (Zervos XXIII; 

24 
252) . 

Again the painting is divided with each part representinn a 

separate aspect of the process {pl. 68).-

The left. side of Picasso' s painting shows the nrt.ist as n 

somber form with a superimpose~ green profile placed over 

another darker one. This hue corresponds with the green modol 

seated on the right. The two halves are distinguished by 
, 

different st~stic treatments. 

silhouetted forms of the artist, 
25 

In contrast to the crudo 

the nude is an urabm;que of 
- , 

contoured lines. Thus each portion of the pict,urf~ ::';Uj:!ftcR1"r; a 

different aspect of the process depicted. 
,11 

Tho artisL pnintR the 

model on t the leît.. On t-he rir,ht, we t.he obscrven; ViHW t,ho 

projection of this efforts. Tho beholdnr is witness to both tho 

Bct of creation and it.s ensuing product,. 

--------------------" \ 24 
1'here ü; n, discrnpancy of th(-: <!at.m; of Udt; pain1,lnl~: 

i'armelin, Tl.1~ l~H:tj.§t ~nd His !-1odet, '7~J, f1ivl~r; 11, a:; MIlY 1. May 
Il. 196:3, (III); Zervos. ÇatBlol1!.J~, XXIII; 2~j2 da1.e!'; 11, May 1 
( l l l ), May 5 • 1963 . 

25 
The distinct,ivo style in which t,ho modo} in pn::;('tlf,pd 

rec~lls Mntisse's nudos wbo wcrf~ eharnct~'~ri:;ticiilly roprI!:.;nntnd 
as odalir.ques. Other simjlarit.ie~ boLwfnm UIO t,wn mUGLor:; 1:; the 
s11bject in Matisse' s sel' ies ()f eontemp lat j VI] f l{~lJrn:; Ka LI~ 
Linker, - "Meditations on a Goldfish Bowl: l\u1.oClOmy and i\n~tl()I!Y ITi 
Matisso," ~!:tt:Q.r~I!!, XIX (Oct,oher 1980). p. 6~, (!I)mment,~; on 
Matisse's work wbieh applies equally 1.0 many {Jf l'icll~;~;()/!; artu:t, 
and model canvasos: "the paintinf! #Jrl.Ïoys <J doublo uLttuu ,l!; <ln 
analof!~JUs and autonomous oh,iec:i,. reflec1.ini1 1.he worlel HW} 
functlonlng as an artiGtie structuro" 

Pi-::usso's "final point in common with 
shared subjeet of the art bit and h if; modo 1. 
IILes ' at.el iers' cIe Matir:;,(!, ft GolQg~iQ drt!!!.!. 
pp. 16-25. 
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the 

,0-

The Process ~nd The Product 

The pro~e~ion of the model onto the 

process of 1featlon and the artlstlc 

, 
artlst~s canvas merges 

product into a single 

image. PicAsso further asserts the separate identi ty of the 

a rtwor k in :rh~ ~rt i§!! ~ng Bi§. Mm!êl' of Ma rch 26 (II), showing 

the model ~ s independence from the studio context (Zervos 
/' 

/" 0 

XXIII; 193) . Ber -forms are treated -t,he same rè'igilrdless of' her 

angle or pose (pl. 69). The nude is presented. standing in a 
26 

position idel,ltical to her previous reclining posture . .W-shaped 
. 

brèasts arc placed together on the right, one a bave the ç'ther. 

W-shaped buttoc~s are likewise stacked vertically on the left. 

model' s arm is raised abovp. het heaù as in her usual 

By placing the reclining nude upright~ Picasso ~~gests the 

two positions are interchangeable. Neither hér configuration nor 

the lean of her body are influenced by gravi tational pull. 

Picasso stat.es the versf,lti l i ty of hü; forms wh ich cnnvny - the 

essence of the nude reftarùless of her orient.ation : , 

"What l'ID looking for 1:!t- this moment" is the 
ward tpat says · nuùe' on my eunvas, nt n 
stroke, without more aria." 27 

The ambiguity of painted cmd real is furt,hercù by -the 

placement of the model ngainst a areen sçreen decoratcd wi th a 
~ 

t ______ _ 

26 

27 
As for example in Zervos XXIII; 205. 

Parmel in, Th~ ~Ktist, anù Iii s ~_'JQ~!.~!, p. 64. 
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CHAPTER FPIE 

painted wispy 1andscape. 

with the surface behind her so it is not entirely clear wh ether 
1 

she is posinlj in front of the"i?art~ ~ion, or us part of i ts 

ornamentation. 

The latter "possibilit y is roinforced by tho !:~mall sizo of 

the woman compared to the man, and the faet that he dQes not 

look at her but seems to be painting "lheo ubiquit,ous scu1ptml 

head opposite him. This painter is of the samè typo as the 

sculpture. Both suggest (:1ass i (:a1 form~; he ll~ ft youth wi t,h 
28 

straight profile, the head as a muture beardt~ t~ype. 
-'-

The enmrtment;. of "the proccss wU.hin Uw r;t.udio wh ure the 

model is presen~ed ~;eparately is' shown in TpQ f)~t.j.s1~ /lnci H~s 
. 

Mw§l of June"8, 10 (IlL (Zervos XXIII; 2B4). Tho t:mt,t;.in(! look:; 
?oU 

rea 1 ist ie and tpe artist appears to he li purtra i t (p 1. '70) . 

The model resembles Jac:queline with hHr lont~ hair. distinGtivoly 
u .. 

shaped face, and dark almond-shaped eyes. She stands upriElht 

wi th both arms above her head. WU.hin hnr. rod and rtr(~(:n 1 itw~.i 

28 
'l'bis, bnHrded t,ypu (lf t;(!ulpl.fld heud Wtt1; ,aJ!;n • :;ntn~..I ln 

Picasso' s YQJ1~ni S~Jit~. For a disGw';Gi on of thiG 'Zmm - --f,YPH' 
!see Castello, }?iQ~H!§Q~~ ~Y5~ll~H:~1 ~iyJ.1!~~, pp. 47- bH, flnd P~S!~j_~. 
Costello, p. 68, note Hô, obsf!rveG 1Jm1. 1,hm·if! hOflch: hnvu nlno 
been identified as representations of .Jupitor by .Jamot; Thrull 
Soby giQ!:lIip- gQ Çhl..r.ü:~!. (New York: ri. cl ) . ' 

Ashton, l!i~!n~!'!Q [?D 6.~1 .. , p. '/4. r<!p()uL:~ l'i(;u~j:;o':~ aùrnJ rat.ion 
for e1assical fOrUJfj perr.:ü;1.ed t,brourtbou1. h i~; i i fo, I.IU ho 
admitted in 1964: 

29 

"Braque onen said to mo: 'Bm;ic:aJly you havo 
always loved cla:c;sien] bcnuty'. It' G trl.lO. 

I\ven today t.hat,'s t,rue for me. Thf~y dnn't. 
invent a type of beflut~y cVf,ry d ay ... 

Perhaps t,1'1 i s artîst ir; "a port.nn t. of PÜ!llt~l;O' s friond, 
the painter. Edouard Pi{!non. Sée the 1959 photop,rllph of PioaGso 
and P,ignon in Penrosc, ~Qt't.r{!"it ~I rj_fm§~!Q, plate 257. 
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CHAPTER FIVE 

follow her contours, and the base of her legs dissolve into·. a 

skirt-like form. 

The àrtist, like the Jacqueline-like model" is given a 

stick-like portrai t-like head which is attached to a - " 

M'od~. He, is redueed tQ head' and hand, two vital aspects of his 

enterprise. His in,substantial, torso causes him ta appear like 
" 

the sculpted heads, supported on a base,' which populate many ôf r • 

the studios in the series. 

The model bears a close s:i,milarity to the figure deptc~od 

in ~t!'!nging Hyg~ of April 4, May 8 (Zervos 'XXIII; 220~. 'The 

image of the fema{e in bath' canvases is charHcterized hy red and 

green contours, legs that dissolve into a (skirt-l ike' 

configuration, and li left-, arm with a green armature raised above 
, , 

the hoad (pl~ 71). These two virtually identical images of the 
, 

standing nude may be'regard~d as variations of t,he .same work 

(compare pIs. 70 and 71) . 

• 0 After considering the §t~Qgim! N!'!Qg (pl. 71), the di"'li~ion 

. 
of the halves separated by a strong vertIcal. in 

the MQQ,~l of .June 8, 10 
• 

(pl. 'ZO) implies two aspects 
<8 

of the same p.rocess. Tbe WOJDan in the latter work may be viewed 
J 

ei~her -as a living model, or as a canvas showing the painted 

image . of a standing nude. The emppasfs is on the dual aet of 

posing and transcription. 

·The on-going uha-r-acter of' the creati v(J is' 

preseilted in Th~ ~!:t!~r!! '~ml tl.!§ M~~l in '!!h~ completed 

" on AJ?ril 9" f963 in which Picasso themes of \The, 

Studio" with t~at of \The Artist, and His Madel' {Ze.;r-vos 

.. 
142 
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XXIII; 
30 

- 205)"_ Two -earlier unfinished 'states' of this painting 

were"photographed and published by Hélène Parmelin (pIs. 72 and 
31 

73). t 

Artist . and model are dominated by' a room convert,ed into a 

gaudy stage-set, dense wi th .arbi trary shapes _and colours (pl. 
32 

:', 74).. They are shawn schematiGal1y_ . Thè model,~ white with a 

heavy . black outline, reclines on her side with her legs 

str~t.ched out. str~ight and placed t,ognther. Hel" f orms are 

flattened sa that she is as two-dimensional as the picture 

plane: the W-shape of her breasts bencath ber ec:ho t,he M-shape 

of her buttocks on the upper side of herÇ)thigh. 

'Liko the model ~ -the artist is RIs\' indic-:nt.ed in monochrome: 

his body is black, his face white with dark outlines. 
33 

Although 

his appearance is a caricature;- he possasses muc-:h substBnca. 

-The 10w. angle from whieh he is vieweq causes biro T,a appcar 

disproportionately large. . . Shouid he rise, he would exceed the 

30 
, 

,'.rb~ Arli§:t ~m! tli§ M~êl iD tb~ ~:tmliQ is similnr to ~ 
some oT the studio st"!enes. found in the 1953-54 \[!"H:Yê ~~ljt~. The 

','~ ciJnfrontation between the 1Q9\)s of the stqdio and T,he works 
created thereip also relates this p~intina to Picasso's At~li~r 
series. See Chapt~r Two. 

31 
Pârmelin, Tb~ 6tl.iJrt f!DQ, ELi,~ MQd.fl_L p. 46. 

·32 ~ 

The tbeatrioftl aspect!') of t.hiG work arC? noted in Douglas 
Cooper, ,I:.1.Q§§'§Q Th~êt:r:§,- (Pllris: 1967), p. B4. Picasso's 
relationship witb the" theatre is also oonsiderp.d in Jean 
Southerland B'oggs, .. 'Picasso and the Theatre' at Toulouse," TaQ. 
H!U.:Ungt9n M~g~~in~~ CVIII (Janllary. 1966), pp. 53-51. 

33 
Adam Gôpnik~ "High and Low: Caricature, Primit.i vü;m~ and 

-the Cubist Portrait," ln:!! ~tm!n}~.L XLIII (Winter 1983, p. 313,' 
makes the appropriate observation in this context that 
caricature is a, '"kind of drawing about drawing. a style that, 
retUects on the nature of rep"resentation itself" whose "external 
forros . in sorne way mi rror the internaI structure of our 
mental: .. ideai ized and schematized imagery. " 
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height of the room. His upper torso is attached to and emerges 

from,jt:~~ back post of hrs chair, his legs a~e an extension of 
IJ 

his ~~cker seat. Thus he is fixed in place, locked in the act 
l 

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 pat1;-ern of the studio. The flattened space is in flux . 

.' Everywhere movement is stressed; ho~izontals and verticals are 

bent, elliptical shapes cross the wall anù ceiling, denying 

their solidity. Even the complementary colours. red/green and 

blue/yellow in which the studio is,painted, cause the room ta 

pulsate. 

Similar treat,ment,. of the ,spa ce :is cvident. in the E~!:!!:~.H!a 

~k~tQbQQgk - of February 16, (III-VI) and 17, (1) Curved lines 

extend frOID the art.ist's aanvas to the window (pls. 51, 52, and 

54),1 and may be vip.wed as linear equivalents' to the painterly ---, 

~rabesques found in this wor~ 

dated t-iorcll 20, furUwr ernphmüzes t.he semur: of motion (pl. 73). 

The floor beneath the model is given a watery appearance by its 

ôlue colouring and patterning with undulating· lines resemhl i,ng 

waves. The nurle" s couch seems t9 float upon this surface. This 

contrasts with the left side of the painting where the <lrt-jst is 
1 

on a fi~ wood foundation. The forros of each figure rei terate 

" 
the material on whic.:h they' rest. The .artist is staùle; anr,ulnr 

and dark. The întangible, light 0010ured model consists of 

elliptical shapes. Sclid and liquid, substance Rnd transionce 

are linked by the artist's easel--emphasizing the point where 
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the transformation oeeurs . In this way the separate realms and 

roles of artist and model are· defined. '. 
) ~ 

In the~final painting, the drama enacted in the studio is 

decreas~ (pl. 74). The fluid spaee.is stabilized, the watery 

aspect surrounding the model is eliminated, and the room is 

given an increased. three-dimensionality. The transformation 

completed, . both figures r~sume their allotted roles. The artist 
J 

now appears more substantial, the model prop-like, appearing 

l ike the work of art she is. , 
In aIl three states oÏ Th~ Art.!,;;!!! ~ml Hi.§! Model in th.ê . 

:J> 
Styd.iQ, a disproportionately large glove is pinned to the wall 

behind the artist. As it hangs abovp. and almost -t,ouching' the 

painter' s head, it is clearly associat~d with him. Head and 

hand, the action is of tbe mind. 

Throughout his Q~YY!:~? hands have played an (important. and 
./ 

J expresdive l'ole, they present' "elemcnts for narr11tive not 
34 

narrated, "they communicate communicating." Picasso liked to 

quote his o",n fatber' s dictum on painting: "In bands you see the 
. 

band," finding in this simple phrase the rnal iZlltion of the 

complexities between the reality of this ordinary appendage and 
3!>" 

the changing illusion encased in their multiple appearances. 

34 
ChrisT-, "picas!";o's Hanris: Tho Mutability of flumnn Form." 

p. 22. The subtlety wi th whir::h Picasso convert~:; gesture is 
explored in tbe 'seminal' article by Meyer Schapiro, "Picasso" s 
Woman With A Fan: On Transformation and Self-Transformation, ", in 
MQg~~n brt~ lQ±b, nn1 ~Ç~b ~2nt~Ii~D __ ~~lg9t~1 r~E~K§, New 
York: 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 15 white ~ith reflections of the blue-green wall 

behind it in the first version (pl. 72). The, shading is 

eliminated and finger nails are added in the second state (pl. 

73) It now appears as it will in the final work, looking like 

both a glove and a hand (pl. 74). Ironically, it is presented 

fastened ta the wall with a safety pin probably sa that it may 

be easily taken down when ~equired, acknowledging the ult~imate 

manuai foundation bf the execution. Picasso experienced, 

satisfuction w~t,h the physic;al achievement of the effort, as he 

commented: "After aIl, a work of art is 
37 

but wi th your' h;mds ... 

by thought 

The irrat.ionalii;y of the enlarged han -lHove, the pin wii,h 

which it is attached to the wall, incongruous jump in 
38 

scale suggests a similar çharacteristic f art-making. The 

p. 26. 
36 

Cooper. ri2g~~9 Th~~tK~ ~ pis. 1·-8, 
.Picasso' s 1919 studies OI his own hands. 
in the Introduction ta riQ?'§~Q~ E?Q§imil§ 
Picasso's fatner placed much importance on 
inteeration of images of his own hand 
Chapter Four, note 31 of this disseration. 

37 

eproduc:cs several of 
cGording to I.aSarte, 
§k~tQbQQQk, p. 50, 
ands. For Picasso's 

o ohis ~orks, see 

Ashton, ri.Q~~~Q Q9 [g:t, p., 3~, this stat.emen't is 
excerpted from Penrose, ri.Q~§âQ~ Ui§ Lif~ ~n 1 tl.m:::}c, p. 352. 

38 
These qualities allude to a well- nawn paintinr, wit,h 

which Picasso was familiar, Giorgio de Chi ico's ~QDg QÎ 1QY~, 
(1914, Museum of Modern Art, New York). Gi rgio de Chirico had 
been known in Paris art circles since 1913 when he exhibited hiH 
series of metaphysical piazzas in the S~lQn g~§ IngêE~ndgg~§, 
and at the ~êlQn 4~h~tQmg§. After 1917, André Breton began to 
regularly correspond with (le Chirico. See Rubin, D~g~L 
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~ 1 
'action of the mind' is neither entirely fo+eseeable nor 

rational. ' As Picasso explained, it follows uDpredictable 
1 

patterns of action and what he oalled the mobility 0:1; thought: 

and: 

i 
"When you work you don' t know what is aO-lng 
to come out of i t. It is not indecisioIl, ithe 
fact is i t changes wh i le you are at work. 'J 39 

"A painting 
beforehand; 
follows the 

1 
1 

is not though1. out and -flixed 
while bne i5 painting it l it 
mobility of onp,'s thought.s. ' 40 

An addi tonal analogy between" vision and illumination 
- 41 

reveals the complex funetions of the artiste In the first 

state" of .Tnp- hrt.!f:!j,. ~:m! li.!.§} Model .in tbG ~t~gi9, ;;7- --- a lamp hanging 

from the eeiline 'ahove t,he model rc:!sembles an Uw ~.;hude 

being the upper lid, the bulb becoming th~~ (pl. 72) . 

§~!:!:~~1 i;;H~.l.. !!Qg :kQ!t!J.: t!.g!:i:k~gê, pp. 197 ff. De Chiric:o captured 
the imagination of thé early twentieth-e~ntur~ French av~nt­
garde .and, according to .John Russell, M!!~!}ll)g~~ QI t:1QI!ern h.r::.t, 
(New York: 1981), p. 196, became a reaujar ,at Gui llaume 
Apollinaire's wBekly reeeptions, which Pümss( a]so frequfmt.mi. 
Enthusiasm for the Italian artist was enhancrn by de Chirico's 
1913 statement, "Mystery and Creation," published in André 

1 

Breton's 1ç ~~~~~gli§m ~t. l~ E~int.y~~, (Paris:11928), pp. 38-39. 
See Herschel B. Chipp ed.; Th~Qri~§ Qf M~~~~ ~r~~ 6 $Q~r.Q~ llQQk 
9:l ftni§!!§ ~ng Çr.i!!iQ~, (Berkeley: 1968), PP./401-4;02. 

39 . - . 
Ashton, Ei.Qf!§§.Q QD brt-. p. 30, quotinl! frOID Penrosc, 

P-ig!-!§~6-=- 1i:f~ !-!ng tlQ!"Iç· ' 1 
Ashton, fi.Q~'§'§Q QD h.!:1!, p. _ 29, tjoken from Anton i na 

Vallentin, r~QIQ rig~B§9. (Pari~: 1951). 
41 

The analogy between sight and light iis found elsewhp,re 
in Picasso's Q~~~~ê· The most notable teXamPle occurs in 
gY~1-"n.!i!~, 1937, where an eye-shaped sun co tains a li{!ht. bulb 
that also doubles a~ an iris. See Frank D. RI ssell, gygKnig~, p. 
306, note 90, 1 
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Concentric I ines 'on the window" behind the I ight further define 

T.he white tiris~, iQcreasing its ocular appearance. This image 

a~serts whai, Penrose caIled ~the dual roIo oi the artist: "the 
42 

seer who can teach others how ta see. 

~tugiQ iS,a1so 'linked to the drawings of February 16, (III-VI) 
43 

and 17, (I) (,pIs. 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 pàinter' s vision is linked wi'l~h the light. Their 

parallel functions state the illuminatil}g character of the 
44 \ 

artist's visionary powers. , 

~:t~giQ (pl. 72) the l ight appears as an E~ye looking down nt the 

model as ~ does in thè drawings. Howevp.r, t,he artist in the 

paiqting does not look at the model. Instead, he concentrates on 

working the large nanvus whioh also isolates him. 

light' image th en assumes a dual meaning as vision that 

illuminates suggesting hoth sight and insight, immediaté 

perception and mental conception . 

This rai.ses a question, namely if the artist does not need 

42 
Roland Penro::;e, .Tbg r;~s: Qi riÇ~§2Q, A Mentor-UNESCO Art 

Book~ (New York and Toronto: 1967), p. 6. 
43 

Zervos XXIII; 136-140. 
44 

- A his'torical perspective of this anal ogy is succinctly 
1 

presented in Kris and Kurz, L~g~ng~ ~~b~ ftnd M~giQ in.~b~ Im~g~ 
QÎ th~ ~~i§t, pp. 42-44 and E~§2i~. 
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to observe~e model~ why is she present? 
~/ - ~ 

found in the st y Ifst ie treatment of her forms. 

The answer may be 

Her figure is 

rigid .' 
~n its ~chematization and devoid of f?xpresr,;ion. She 

appears ta represent a two-dimensional eut-out plaeed against 
45 

the studio wall. These sehematic forms reinforce the artist's 

conceptual apppoach to his task, arising from a contemplation of 

the idea oï the nude~ as Pieasso claimed: 

.. l wapt to say the nude. l don' t want ta dp a 
nudo a~ a nuùe. l want. only t~o 'sny brm:mt., 
say foot, say hand or be lly. To find ;} way 1;0 

say i t--that' s enough. l don' t, wnnt, 1,0 pa i nt, 
the nude from hand ta foot, but succeml in 
saying. That's what, l wnnt,. \ When one ir,; 
talking about it, fi sinlSlr-: word in enollt:!h. 
For you, anf~ look and tJw nude t,clIs yat~ whnt 
she is, wi thaut verbiage." 46 

'l'lie mode) emboùics the procnBr; hy which hor fic~uro 
. 
]~ 

o 

transferred anto canvas. Ber propped-up form is a pllintin{1--the 

product of her creation. 

• 
The confusion of the 'realit.y' of the modul points out t.he 

basic problem faced by Picasso in workG of th is themp-. 

------45-------- ---~- _ 

Tt was , 

Furlher ;references to these sculptural fortnG 1.S found in 
the final painting (pl. 74) where Picasso placed a small, white 
figurine oÏ a horsf~ on a shelf beh-i.nd t,he modol. The t,rianf.!ular 
stiape which. fra~es the hQrse given it the appearance of B 
miniature pedimen1Aü sculpture. 

In addition, PiGasso's own sculpLural act.lvity in 1963 
inval ved sheet-metal eut-outs. many of wh i(~h were pa inted. These 
are similar ta the prop-like forms in thf: nrtisi,'s !;tudi.o. 1'hny 
have been described by -t''dan Bowpess, "Picasso's Sculpturn" in 
Penrase and Go-ldjng, riQ~§QQ .:rn I~~J.~KQ~Eç:~r!:!, p. Ib4. as markinc 
the final stage af the dialogue between sculptl1re, paintinE1') und 
drawing. 

46 
Asht,nn,. riç!!§~Q gr! tU:~, p. 101, taken from Parmf:lin" The 

~:d!i§t\~QQ. il!§ MWQ_L pp. 15-16. Compare thic with Appendi~-T.;­
Picasso and Elis Madeis. 
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first addressed in the Balzac illustrations, 
/ 

and continues in 
47 

this series as it will to the end of his .Q~~y!:~. The q~estion 

" where is the pictu,re?", nddresses a fundnmenta l issue. At what 

point does the 
. ( 

p1cture begin? Is it when the artist perceives 
~ 

his model? O~, is it when he is faced with the blank canvas? The 

corollary to this is raised by ~ore Ashton in her discussion of 

Picasso and the Balzac etchings, but is equally applicable bere: 

"What is a paintin{~?" Is it an 
creation? An extension of the 
detached object among ob'jects?" 48 

imaee? 
self? 

A 
A 

This struggle to seize in one image the'process and the 

prodtict 01 art cont;inues to odcupy Picasso. Even in his last. 

works on the artist and model theme, he flllctu~tes between 
) 

'showing one Hnd 'then another. In the 1964 ~!:tt~t nnd lllt! M.Qg~l 
49 

the' nude is projected onto the canvas (pl. 115). i.' ' In contrast a 
1 

1970 series of drawings' on the same theme shows the model posing 

in the studio, yet her position in relation ta the easei and 
50 

the painter ambigllously delivers a double meaning (pl. 116). ' 

47 
Sr-e Chapter One. This issue is raisfld in the discum;ion 

by Dore Ashton, "Picasso and Frenhofer: The Idea of Modern Art, ': 
~rt§2~Q~g~, XXXVII (September-October 1980), especially pp. 14-
15. Alno in the same issue and by the same au-tbor, "1'he I.atf~ 
Work: A Postscript," p. 17. 

48 
Ashton, 

Art," p. ll. 
49 

"Picasso and Frenhofer: The Idea nf Modern 

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 draughtman~hip. They also 
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1 

This apparent' confusion reiterates the paradoxical function: 
1 

of the mcxlel in the artist~ s studio in the 1963 series. She is; 
1 

looated in an ambiguous realm between flesh and paint, realit~ 

and artifice, representing both natural appearanoes and th1 
1 

~higherJ reality: of art. This shift between 'states" give, 

tangible form to the mobility of the artist's thougbt. Picasso 
J 
1 

attempts to present the unpresentable. 'PiC8SS0'S artists attai* 

toward showing an,experience which is felt -and known, , 
1 

visible manifest~tions do not approach the depth of 

they encompass. Picasso, like the pa inters he depicts, proce 
1 

by analogies and 1 intuitions signaling the suggestion of 
~1 

rather than the things themselves. 
J 

The 5~lpted Head and the' Creative Cyole 
1 

1- . 

1 
• 1 

In 
, 1. 1 

keepiDgrwith Picasso's paradoxical inclinations, the 

on o~ca1ion projected onto the artist's canvas, but 1s model 'lis . 
c 

not always the subject of the artist's work. 10 a few instances, 

when the artist's picture is turned towa~ the viewer, the 

painter is ,surprisingly not 
.t) 

encountering the~ nude ·but the 

bear a striking resemblance to illustrations P~casso made in 
1933 for Eugene d'Ors' book on Picasso. Could Picasso have 
intentionaLly be~n alluding to drawings made almost fort y 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. 
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CHAPTER FlVE 

sculpture across from him. This additional variation reflects 

Picasso~s disposition ta break up predictable patterns of 

thought: 

._.~ ••• !DY 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 , which seems most interesting to me. .. 52 

Thi~ principle of opposition is intrinsic ta Picasso's 
53 

thought. Significantly, it forces a ~onfrontation that defines 

'and opposes the studio elements so that tbey are 
/' 

thrown into 

sharp relief. 

A bust placed on a piinth or on a chest of drawers located 

on the right edge of t~e canvas figures largely in'many of the 

canvases, 'and often seems to absorb the full attention of the . 

artist. The appearance of this sculpture assumes numerous 

guises. It may be'a classical bearded figure~ or it may resemble 

a crude, uncouth type, 
r 
outward to the observer, 

and 
-, 

either face~ toward the artist or 

\ This sculpted head pas been linked wi th the artist 0 and 

model theme virtually from its beginnings. One of the first 

examples of 

wh:î'çh shows 
~~, 

52 

53 f 

this motif is found in tb~ Drawing L~~D of 1925. 

a youth drawing fruit with an animated bust 

This disposition is the same as the 1954-55 yery~ §yit~, 
and the A~ie~ 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 towaDd the beholder, 

and two profiles, one dark the other light, look toward the 

artist. Each embraces a unique discriminating posture. The 

somber face with its open mouth seems ta judgmeqtally scrutinize 

the work being created; the other lighter aspect'regards the 

youth more acceptingly. Collectively, the ~ltiple visages of 
o 

the ,sculpture state the facets of the artist's awaren~ss. It 

~oints out his cognizance of the beholder, and his critical 

responses to the work underway. From the beginning the sculpted 

head externalizes the painter' s consciousness, 'giving visible 

form to the menta.l paths of his creative activity. 

Such c~sts are, like the palette, traditionally part of the 
55 

props that make up the studio paraphernalia. As an art student 

in the school of fine arts in La Coruf'ia, Picasso was enrolled in-.. 
8 figure drawing - class which required the students ta make 

56 
drawings based on antique plaster casts. What 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, ~stg~ M~giQ ~Dg Loy~ in fiç~~Q, pp. 708, 131-2, 735-
736, and 749. AnDther early example of a sculpted bust is 
Picasso's §till Life ~i~Q fla~~~~ tle~g, (1925, The Museum of 
Modern Art, New York) where the head's ~ight ear doubles as a 
door knob. ,See again, Gasman, M~gj.Q.L t.T.l§:Çea ~ml LQY~ in 
f~ç§§~Q, pp. 852-810. 

55 
As presented in Michae 1 Levey, .:rb~ e~iQt~!: 12~Eict~g.!.. 

Pain:Ç~~§ ~~ ~ ~YQ~ct in E~inkigg, (London: 1981), plates l, 13, 
15 and 37. See a1so Werner Hofman, ed.. , KYn§.~==~~m i§.!! g!!s? / 
exhibition catalogue, (Hamburg: 1977). 

56 
,LaSarte, IntroductioQ ta riç~§§Q~ FaQ§imil~ Sketçbbogk, 

p. 4~. and The Museum of Modern Art, Piç!l'§so":,, A B~tI:Q.§~~çtiy~. 
p. 16. Picasso's proficiency with these studies of plaster casts 
gave rise to an often repeated story that graduall)' assumed 
~mythical' proportions. Apparently they were so accomplisbed, 
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many of Picasso's sculpted heads is their animated quality. For 

instance, in bis yolla~g Suite they assume the .appearance of a 

~living' Zeus-head. Costello sees the head as a surrogate for 

tbe sculptor, ,painting out its "uncanny sense of 
57 

life" 

suggesting "near-magic or 'oracular powers. This quality is 

e~en evident in a survivitig drawing made by the ~outhful P~casso 

which shows sucb an antique head endowed with a vivid expression 
58 

and the suppleness of living flesh. " ' 

The motif of the isolated head is not unique to Picasso. 

The Symbolist artist, Odilon Redon. used the ~ image of an 

isolated floating head to convey his fascination witn 
59 

"the 

unknown on the bounàaries of thought ... Picasso's exposure to 

Redon was through his Qontact with the bohemian circle of 
60 

Barce10na l and w,as later reinforced through his association 
,61 

with the Surrealist circle who claimed him as predecessor. 

Sorne scholars contend that ~he seminal influence of Symbolism 

they caused Picasso's father to become so overwhelmed by bis 
son's talent that he handed over his bru~hes ta the young boy, 
vowing never ta touch them again. 

57 
Costello, ~iQ~§§Q~~ ~Yoll~~g ~~it~~, 

correlation of bis art with 'magical powers' 
Chapter N ine'. 

,,58 , 

p. 50. Picasso's 
lS investigated in 

Juan-Eduardo Cirlo't, EiQ~~âQ~ Bitlh Qi g G~!1i!J§, trans. 
Paul Elek Ltd., (New York and Washington: Publishers, 1972), pl . 

. 50. 
59 

Robert Goldwater, . §:l!]boligg, pp. 116-7. 
60 

Pool and, Blunt, E.:tQ~~~.Q';' Th~ E.Qm.êtiy~ Y~~Iâ, p. 6, 
notes this'early influence w;:,.s enhanced by Pir.asso's viewi.ng a 
Paris exhibition of Renon pastels in 1900. 

61 
Goldwâter. ~mQolism, 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 ambiguous use of multiple images and the inclu~ion 
. 
of the observer into the creative cycle echoes symbolist 

o Il 63 
thinking: 

o 

"The s'ense oÏ mystery lies in always being in' 
the equivocal, in double and triple aspects, 
in_ the surmisal of aspects (images within 
images). forms which will come into being, or 
which will exist in accordance with the state 
of mind of the spectator." 64 

These concepts of double and triple aspects and the state of the 

mind of the spectator have been i~trinsic to both Picasso's art 
65 

and bis s,tatements about it. The sculpted heads in the 1963 

paintings prpvideo the multiple aspects that allows, the 

confrontation between the observer',outside the work and the 

figures within it. .' 

The role of ~his en,~grnatic bUGt in the' studio may be 

approached by an examination of the relationship oetween the 

scu lpture and the mode l'. Bath form an alliance that is 

62 
Langston, Di~g~i~~g DQ~Ql~ r2KiKQ2t~ 2Q Eiç~~EQ~§ ~~I~, 

pp. 38-46. For discussions on the seminal impact of Symholism on 
Picasso's thinking consult: Edward Lucie-Smith, S~m~Qliât ~rt, 
(London and Ne.w York: 1972) 201-208; /lnd Ronald W: .Johnson, 
"Picass.a's Old Guitarist fInel th(~ Syrnbolist Sens:ihilii~y;" 

lH:tfQK!Jffi, XIII IJ(D(~CCIDbcr 1974:), pp, 56--G2. 
'z" 63 : 

">'. SCP- Pi.~asr;o' s rc[crence to Rimbaud quot,ed ln Ashton, 
"ll!~· ~iÇgâ~Q Q!} ~Kt, p. :JO, and irl CClapl;,cr Nine, not(~ 18. 

64 
Goldwater, 5y~b21i~m, p. 114, this stat~ment was made by 

Redon in 1~02. 
"65 

See the section "The Plurality of Aspects in the Art:i:st 
and Mode 1" in Chapter N ine. " 
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pronounced in the first staté of Ib~ ru;ti'§!! lmg Hi§ Model of 

March 6~ 7 '(Zervos -XXIII; 163). As reproduced Dy B61~ne 

Parmelin, the subject of the artistls picture is ambiguously 

bath the head an~,the nude (pl. 76). 

The model' s forms are interwoven wi th the artist and bis .. 
easel: her raised knees'overlap his pàinting, and the easells 

legs èxtend out of her couch. She is present simultaneously in 

the studio Jmd on the artist1s canvas. Ber presence is further 

reiterated by her characteristic green hue·whichfcovers half his 

painting. Paradoxically, the other portion of tbe artist's 

pictur~ is defined by the red colour that distinguishes the 
66 

buste Model and sculyture share the focus of, the artist' s 
\ 

attention, both are the objects of his imagination, and both are 
.. 

transformed into his work. The~ irony ~s compoUI)ded by the 

further linkage of similar colours. Artist and model bath being 

green relate ta eacb ether. Tbe red head is outside them, yet it 
, , 

~ . 
is 'this sculpture that the artist conf~onts so that the artist-

. 
observer becomes the one who is observed. .. . 

This visual interplay is rep~ated in the first canvas 

March 7 (Zervos XXIII; 165). Picasso-placed the blue-green hue 

" of the nude behind the artist~ and extended one of her legs 
, . 

tbrough the opening of the easel ta rest on the artistls thigh 

(pl. 77). However, the image the artist depicts is a" blue 

~-------
66 

The final version of Zervos XXIII; 
108 of this thesis. See Chapter Nine 
consideration of this work~ 

--
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silhouette resembl ing the frontal view bf the sculpted head as 

he would perce ive it from his position beiore it. 

, . The implication of tbese examples is tbat artist and model 

represent one kind of artistic relationship~ and the painter and 

sculpted head embody another. The artist ~ s contact wi th the 

moq.el suggests the product of the artistic enterpr~.se; tbat with 

the head partakes oÎ its process. 
# • 

' . 
•• The head as stimulus for the artist ïs stated by its form. 

ci 
(' ; 

The allusion to classical origins int:>talls it as an intellectual 

and inspirational presence in the studio. This is seen in Th!:! 

Ax:tist 1!mi Hi; Mod.~l c~vas of March ~6 where a large bearded , 

.classical head looks out and smiles slightly"toward the observer 
67 

(Zervos XXIII; 190). The human ..... like quality of t~is he ad is 

enhanced'by its skin tones~ 
68-

. (pl. '78). ' Ironically~ 
'" 

further confoun~ing stone and flesh 
, 

the bust is more animated than the 

painter~ who is conveyed. by a uark contour over a greyisb 

generalized arèa. This artist~ who vaguely resembles Picasso~ is 

small in comparison with the sculpture and lacks its substance. 

The bead' s unblinking outward gaze additionally cements the 

\ 

67 
Another example of a bearded head looking outward toward 

the beholdér is Thê Arti§.!! ~ml Hi§. M~~l of September 20 (Zervos 
XXIIIj 161) and a bearded. sculpted head looking toward the 
artist is evident in the warks of March 6 (II), Zervos XXIII; 
164, and March 26 (II), Zervos XXIII; ,193. On the subjects of 
bearded sculpted heads see, Castello" ~ica~§Q":§ ":YQl1arg Qyi:te" , 
pp. 41 ff. 

68 
Castello, Picasso":§. ~ Vollard '§yi:t~":, pp. 52 ff., points 

out the connection between the image of a head resting on a 
pedestal existing on the baundary between life and art and an 
episooe in the play Orpheus by Picasso' s friend, Jean Cocteàu. 

; 
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relationship bétween observer and the observed. 

This head is part'i tioned from the rest of the studio by a 

black vertical (the same us~d to isolate the model-painting in 

other works). Emanating from the top of this divider is a black 

and white shape' resembling the profile view of a hand~ -seen as 

thumb below and collectively bent fingers âbove. It reaches 
69 -

toward the artist' s painting, and joins with the sculpted head 

below to lform a counterpart to the arti-st whose dwn hand is 

emp~atically projected. As a result 7 the central portion 

• containing the diminutive nude is "encased oleft and right by the 

dual forces of the artist and sculpted head. 

In these paintings, Picasso responds to the implicit query 

"wHere and what is the painting?" "The tHeme is phi10sophical, 

exploring the degree to wh6Ïch art intervenes between the artist 
• 0 ' 

and his . model. The doubling of ·the heads 
70 

creates an 

,"oppositional symmetry." It is a transforma'tian' of the 

reality of thing's in the worTd inta the thigher reality' of ait. 

However, i t dÇJes not excll..\de the never-ending fluctuation 
t 

bet,qeen art and reality which provokes a dialectic relationship 

between the _ two realms tha"b is the basis of the painter~ s 

69 
This is in the IOanner of medieval manuscripts in which 

the hand aÏ Gad inspires the Évangelists who are portrayed 
writing the Gospels. 

70 
Christ, "Picasso' s Hands: The Mutability of Human Fb'rm," 

p. 24. In this eannect.ion~ the observation by Nochlin, 
"Picasso's Colour," p. 170, a1::;0 applies ta this aspect of 
Picasso' s work : "Opposition, ambigui ty, perversi ty--an 
overwhelming refusaI to accept the limi ts of things as they 
are--are at the root:of the varied stratagies of doubleness ...... 
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enterprise. The artist's (and P'1.casso' s) picture exists in the 

continuous shifting from one work to another. In this way a 
71 

Ploture is'1l as Picasso claimed~ never finished. It is 

enacted in the narr~ gap between creation and its product. Tbe 

process depic~~ is a cycle that begins with the artist' s 

initial concept~on and qoncludes with the observer's final 
- , 
comprehens ion: 

.. A picture is not thought out and settled 
beforehand. While it is being done it changes 
as one' s tboughts change. And when i t is 
finished, it still goes 'on changing, 
accordiog to the state of mind of whoever is 
looking at it." 72-

fi 

--7ï"-'---
Numerous examples of this opinion are quoted in Ashton~ 

-"Pic~ssQ QI! Art, p. 38. 
72 

Ashton, PiQI!§§Q ru! ~rt, p. 27 . 

./ 
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THE ABTIST 

The artists Picasso depiqbs are engaged in an impossible 

'task--that ~of trying to convey the reality- of their subjects. 

cd.! lecti vely they have been descri bed as "the painter who is 

prey to ah inaccessible reality, and the painter wh~ triumphs 
1 

over it by knowing how to show it in""" its inaccessibility." 

Picasso was attempting to ascribe ta this qngoing 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 "somêthing beyond that fully 
2 

observable canscious construction." 

.This chapter consiUers those paintings which show the 

artist alone in bis studio. First he is viewed in relation to 
D 

the inéep~ion and on-going cr~ation of his work. The second part 

of this chapter examines the representation of the forms of -the 

artist and its correspondence with his manner of working'. 

1 
Parmelin, ~iQasso: ~omen, p. 19. 

2 
Brewster Ghiselin ed.. The Creative 

~mEQ§i~m, (New York: 1961), p. 17 . 

.. 
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CHAPTER SIX 

FinaIly~ it studies two examples of the depiction of the 

internaI m'ovement of the painter' s mind, seeking to comprehend 

Picasso's portrayai of the painter's solitary performance in the 
,1, .• , .. .......c.:{ 

studio. 
\\ 

. 

" 
Artit ~ The The Conception of Bis Artwork 

The character of the artistic endeavour is asserted from 

the first painting of the 1963 series, Th~ Artist of February 22 

(1), {Zervos XXIII; 151}. The artist paints his model, a 

sculpted head positioned on a chest of drawers in front of bis 

easei (Pl. 79). At first it appears that the painter is engaged 
~ 

in a perceptual activîty as he transcribes the sculpture before 

him onto his canvas. This is contrary to Picasso'~ frequently 

stated precept 
3 

app~arances : 
r" 

... 

3 

"They 
modern 
anyone 
Nature 
canno~ 
expres,s 
not ... i4 , 

..,. 

that 'art is distinct from obse~ablé 

speak of naturalism in opposition to 
painting, 1 would like to know if 
has ever seen a natural work of art. 
and art, being two different things, 
be the samé.thing. Through art we 

our conce,ption of what nature is 

Picasso's friend, Jean-Paul Sârtre, ,with whom he shared 
many intense discussions as mentioned in Gilot, LiÎ~ with 
fic~§~Q, p. 41, discriminates between the mind, its perceptions, 
and the role of images in the operations of thought. See Jean­
Paul Sârtre, Im~gination, trans. and intro. F. Williams, (Ann 
Arbor: 1962), especially the section on "The Relations Between 
Images and Thoughts," pp. 104-117. 

4 
Asht9D , picasso QD Art, p. 18. This is excerpted from a 
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While Picas~o views art and Dature as being disparate, the 
5 

artist and bis creations are not. Th§ Actist depicts four 

similar images. Viewed from left to right they are: the shadow 

of the artist's' head.. the artist himself, the painted head on 
1 • 

bis canvas, and the sculpted bust. These forms may be divided 
, 

into two pairs occupying opposite sides of the canvas. On the 
. 

left are the artist and bis shadow l • representing two aspects of 

the seme image. On the ri~,-I,are the p'ainted and sculpted heads .. 

each 1S an artifact fo~lated in a different medium. The 

painted image is based on the sculpture and both may depict a 

subject grounded in reality. 
. ' 

These four images also couple themselves according to their 

function. The active artist and his shadow on the left serve as 

a foil to the passiye artifacts on the right. The forms may also 

• 
be considered from the point of view of the angle of the heads. 

Two are lateral perspectives and two are full-face. The 

b profiles, painter and sculpture confront each other; the frontal 

images' are two-dimensional projections of other likenesses. 

'The identity of the painter merges wi~b his work. 'As 
o 

Picasso' admitted., "we are not merely the executioners of our 

1923 interview between Picasso and Marius de Zayas.· "Picasso 
Speaks." The Arts, III, pp,' 315-326. 

5 
Literature on the relationship between the artist and 

nature is extensive. A ,pertinent observation i8 made by Jacques 
Maritain, Cr~~tive Intuition in Art ~nd Poetry, The A.W. Mellon 
Lèctures in the Fine Arts. National Gallery of Arts, (London: 
1953), pp. 27-34, who contends, p. 29, that the painter grasps 

'tbe Self in things, enabling his subjectivity to become the 
vehicle to penetrate exte~al objectivity. 
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.6 « 
work; we 1 ive our work-. .. The domination of art causes aven the 

artist to be absorbed into its service. The painter's forms lack 

movement, his 
.tJ, 

fS'ce is expressionless. head, The back of his 

body, arms and legs are aIl black and the triangle sign 

representing his ~orso is grey. His prominence is rei terated by 

bis central position anchored in place by a horizontal rectangle 

above bis head. 
-

The artist resembles the sculpturE! before him. Beth rheads 

are black w.lith plaster-coloured fa-ces and both have a dark dot 
'l' ,.'-

for an eye, da straight nose, and a horizontally drawn moutb. 
,~ 

-~ 
~ However the sculpted head is more express ive in appea~ance than 

, 
its buman counterpart. While the arlist' s summarily drawn 

"'ff;atures present no affect, the sculpted eye is larger than the 
\_~ 

living one, and the sculpted mouth reveals a frown. 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, -aIl four images in .The Arti!2t represent 
7 

aspects of the painter. The artist bas ah affinity with tbe 

rounded shape on his caqvas which' does not resemble the 
, 

elongated sculpted bead it supposedly repr~sents. Inqtead the 

pballic shaped shadow cast by the artist repeats the contour 

6 
Ashton, PicassQ QD Art, p. 43, from an essay by Roland 

Penrose in Bom!!gg ta Picasso QI! Hi!'! 701!b Binbd!U!:, (London, 
1951) . 

7 
Schiff, PicassQ: The" I&f.i:t Xg.aJ:.§, p. 18, notes the 

similarity in three of the images: "Thêre is a perfect equation 
between the painter' s face, the bust and its image ... ·• 

'1 
r 
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painted on bis canyas. 

reflects tbe other. 

8 
Reality an~ painting blend sa that each 

l' 

-
Tbrougb an analogy" of their phal1ic sbapes Picass"o 

f ident~fies the artist's shadow behind bitn 'With the ':gainted 

image before him. The painted head literally represents its 

creator. The forms tbat sprîng from under the artist's brush 

began 'Within the artist and disclose his inner self. As P~casso 

pointed out. two years after this work.. "The inner l is 
9 

inevitably in my painting, since it is l who made it. ,,- The 

artist is trans:formed into a concrete . and univers~lly 

acknowledged. image of fertile power. The" multiplication of 

images asserted by these phallic shapes in lh~ ~~ist visualizes .. 
the t'Wo-fold na~ure of creativity: the potency that creating 

conf ers upon the artist, 
\ 

and conversely, . the generative force 
10 

that is the basis of the artistic"enterprise. 

8 
This configUration is similar to the 'egg-head' of 

Picasso's 1955-56 paintings and drawings as considered in 
Cbapter T'Wo which conveys the procreative intention througb its 
egg shape. It is a1so similar to the shape of the sculpted head 
in his 1955 ~~~lier .. pIs. 15 and 16. A related phallic shape was 
evident in Picasso's linopTint of the ~~j~~Qers .. (pl. 42). 

9 
Ashton .. PiçassQ on ~rt, p. -47 .. quoting from Parmelin .. Th~ 

~rtist ~ml 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', 
c1Pfor which its compound 'to procreate' is still used. Picasso 

might have been cognizant of this as the Spanish term criatur,a 
denotes 'a child', as stated in R.G. Collingwood. "Making and 
Creation," in Vincent Tomas, ed ... · Creativity in :th~ ~rt.§, 
Contemporary Perspect~~es in Philosophy Series, {Englewood 
Cliffs, New Jersey: 1964}, p. 7. Picasso upbolds tbis 
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 Februa~ Sketchbook drawings of the artist (see pIs. 

60). In ~e fourth sketch of February 20 (Zervos XXIII; 

55-

148, 

pl. .60), made two days prior to Th~ Anist, a dark sbado,"" rises 

bebind the painter's shoulders and head, corresponding to the 

phallic form in Th~ Anist (pl. 79). A comparison of drawing 
\ 

and painting shows the isolation of an integral component of the 

artist and its reassembly into a shadow behind him. 

In a drawiog of February 21 (1) (Zervos XXIII; 149) made 

the day before The ~rtist, the male geni tal shape is again 

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 folIo,"" the logical direction of the illumination as 

projected by the easel, but is reversed to emphatically point 

toward artist and canvas. The position and -configuration of the 

, tphallic sbadow', visualizes the artist' s ,~ower and· the 

procreative character of his labour. 

The incepti,on of a work of art is conveyed in a secon 

painting of February 22, :rh~ Arti!:r.t in Hi~ ~tudiQ (Zervos XXIII; 

children, quoted in Chapter Eigbt, note 29. 
11 

This figuration is als~ evident in tbe FeQrua~ 
~ketchbook drawings of February 20, 1963,-- Zervos XXIII; 147 and 
148, PIs. 59 and 60. See the discussion in Chapter Four. 
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12 
153). WhiIe the painter's a~ivity is perceptual~ his forms 

are presented. in a conceptual manner (pl. 80). They are signs~ 

carriers of ideas. Bis multiple profiles and the wide space 

between chair and easeI suggest a back and forth movement as he 
13 \. 

sights his subject from varying~.,positions. 
- :P' 

The artist is a 

dark profile with a branch-likg neck supported by -the upper 

portion of his painting arme The spot where bis bead should be 

becomes a small knob on a spine growing out of his triangular , 
torso. This minuscule protrusion seems to have evoI~ed from the 

ph~llic-shaped shadow in Th~ Artist. in what Meyer Schapiro has 
14 

called the "transforming manipulation" of Picasso's forms. 

The generative imagery evident in Th~ brti~t continues in 
.,-

the treatment of the painter's arm which is a horizontal line 

emanating from his lower torso. A circle representing his 

12 An earll"er state'ol t this work is reproduçed in Parmelin, 
Th~ Artist '§nd His Model. p" 19. The differences between the 
two • states' lies in the direction faced by the scùlpted buste 
In the first version, the bust confronts the painter. In the 
final work, illustrated in Zervos XXIII; 153 (pl. 80 in this 
thesis), the head looks outward ta engage the spectator. 

13 
Gert Schiff, Picasso: Th~ L~~t Ye§~, p. 18, notes this 

movement. It seems ta reinforce the conception that the artist 
ia engaged in a perceptuai activity. Nevertheless, as observed 
in note 3 of this Chapter, this doe~ not exclude the creation of 
j~ner directed. images. 

14 
This description is taken from Prof. 'Sc}lapiro'" s lectures 

.. ", modern art at Columbia University > 1951~1952, quoted in 
A it<ert EIsen, "Surprise, Inv"ention, Ecomomy In The Sculpture of 
{- i~:~sso," brtfQ!:Um, VI (November 1967), p. 17. lm example of the 
forms of a motif yieiding others similar in 'forro and meaning in 
cl l J(fering contexts is demonstrated in Meyer Schapiro, "Picasso' s 
Wornan With A Fan: On Transformation and Self-Transformation," 
pp. 111-120. 1 
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palette is positioned. at the end of this stem so that the 

straight limb boldiug the round palette metamorphoses into the 
15 

image of an erect penis. 
16 

As the painter is engaged in bis solitary enterprise he 
~--. 

emphatically indicates the object of bis 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 
17 

{I motif also function as pointers. Lest the unaware viewer fails 

to notice.. tQ.e artist thus directs the viewer twice to the 

object of bis attention. These indicators may suggest the 

inception of the painter' s art. The band in the upper position 

15 
The concept of metamorphosis is extensively considered 

in the Picasso literature. See Chapters One and Two. A furth,er 
<exploration involves Picasso's transmutation of sexual imagery, 
as in William Darr, .. l'1Dages of Eros and, Thanatos in Picasso' s 
Guernica," Art JouPlal.. XXV (Summer 1966), p. 345, wno observes 
in ~ue!:nica, 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 ~rt [mg The Creative UnconsciQY~, trans. R. 
Manheim, Bollingen Series LXI, (Princeton, New Jersey: 1959 and 
1974), pp. 149-203. 

16 
This isolation has been called "monastic" by Gert 

Schiff, Picasso: The Last Paintings, p. 18. Picasso also worked 
in solltary circU;;ta~;;~s-~;;-discussed by Jean Cassou, "The 
Solitudes of Picasso' s, .. in PicassQ, trans. M. Chamot, 
(New York: 1940), pp. 7-11, rpt. in Gert Schiff, ed., ~iç~~so in 
~~trospect .. pp. 32-34; --and explained in George Salles, "Histoire 
d'un portrait, -" ~ou!: Df!niel-H~g.r.t KMn~eileI, (New York, 
Wittenborn: 1965), p. 271, trans. and rpt. in Ashton, riç~§so QD 
~rt, p. 84: 

17 

"Because 1 cannat work except in 
solitude .... lt is necessary that l live my 
work and that is impossible except in 
solitude. " 

Compare the drawings from the E~Qruau 
Zervos XXIII; 145 and 146~ pIs. 57 and 58, as 
Cbapter Four. 

~setQbbooS~ 
examined in 
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extends frOID the arm that supports his head, contrasting wf.th 

the lower placed phallic-arm motif. TQgether they may represent 

what Picasso identifies as the instictive and intellec'tual 

conceptions of the artistic enterprise: 

t"'·· 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 Representatibn of The Creative Act 
o 

The isolation of the artist from the surrounding studio 

. and the ever-present model enabled. Picasso ta focus on the 

unique forms of the painter. In a group of paintings 

concentrating on the head of the artist, -Picasso manipulates the 

painter' s external features, inserling certain 'signs' which 

suggest meanings b~ond themselves. 

Three canvases of Th~ PainteJ: begun on March 10, 1963 

(Zervos XXIII; 175-177) show a close-up view of the artist's-

profile, painting arm, and cY'anvas whose edge is visible along 

the right side of Picasso's painting. Each designates different 

aspects of the artist's nature (Zervos XXIII; 175,176). Similar 

in composition, they demonstrate variations in emphasis '" and 

coloring, presenting distinct personalities and aspeqts of the 

creat ive process (p ls. BI and 82). 

18 
Christian Zervos, "Conversation with Picasso," rpt. in 

Gbeselin, The Creative Process, p. 59. 
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The treatment of the pa inter' s heads are what \8Y be 
19 

described as the 'contour facial' type. These cranta are 

characterized by bracketed eyes, a profile encased in a 

projected triangular frontal view, rouged cheeks and a red 

spermatozoon shape inserted into the open mouth. A cl oser 

examination of the pecularities of this figuration will clarify_ 
') 

the expressive features Picasso employs. Tbe~separate areas of .. 
the artist's head are mapped out in defined qontours 'with each 

region assigned an expressive personality. They are from left to 

right: 

The baok of the head: This area includes the hair and back 

of the neck. The curIs of the long brown or r~ locks are 

~iterally depicted as waves," each wi'th its own pointed crest. 

These forms gi ve motion and agitation to the static figure. 
~ 

A siokle 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. 

'" Occas i ona lly it is subdivided into two règions (Zervos 

XXIII; 175 and 179). Tbe undulating shape and pleated striations 

on the neck reinforce the sense of motion. \ 
19 

These cranial divisions are apparent in a number>~f 
canvase~ of March, 1963 whicb at first show only a male' s head, _ 
tben add canvas, hand with brush and palette, thus transformi'fl{ 
him from a generalized image of a man into the artist at work 
(Zervos XXIII; 173-160)w See the study of the multiple facial 
aspects in Chapter Nine. 
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raoial feature.: These are shawn in profile and are 

comparlmenta1ized in ye110w with a green 'outline. Bowever, if 
( 

the siokle shape described above is yellow, the faoe is shown 
i 

in white (Zervos XXIII; 174 and 179). The eye contained in this 

'profile ~s composed of two concentrio oireles, resulting in a 

:wide-eyed staring look (see figure 6-1).' The intens i ty of this' 

expression is augmented by the open mouth and emphatio nostrils. 

A mask-like quality suggested by the division and colouring of 

the face is further eohanced by red painted cheeks. 

li wbite triangular faae: Thl.S region projects forward from 

the artist's forehead' and chin, meeting at a point approximately 
, 

level~with hIS nose. Contained within this'triangle is a bulging 

eye brow and a faintIy rouged cheek.· The triangle may be 

interpreted 8S a pro.iection of the profil 12~rnY into a full face 

view. These t'Wo aspects of the artist' s faèe àre l'inked by the 

ovaJ. joining the eyes sa that ~he visionary quatity of the 

~ artist's· sight appears to be enhanced. He ,is thus able to 

simulataneously look in severai direotions. Wi thin the triangle 

the shape of the mouth found in the profile ts repeated in 

reverse and a black/and red spermatozoon-like sign swims into his 
20 

open mouth (see figure 6-2) . 

20 
Robert RosemblUlp, "Picasso and the Anatomy of 

Eroticism~ ", in Theodore Bowie and Cornelia V. Chr-istenson eds. , 
Studie§ in Erotig Art, (New York and London: 1970), p. 346, 
notes frequent paraileis between the work of Picasso and Mirb 
and cites -similar "wriggling spermatie formsl~that flows toward 
an egglike breast" in Mirb' s Maternit;y:. Similar sperm;-like 
sha~es were previously found in'Zervos XVII; 61, 62 of April 6,' 
7, 1956 and again in' Zervos XXIII; - 173-177, and 179-180 of 
March 9, 10; and 16, 1963. / See pIs. 81-82 and 85 of this 
dissertation. ~/ 
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FIGURE 6-1 

1 

~ , 

) ) 

- FIGURE .6-2 

An. examination of the figuration ~f the artists in the 
J \ 

first -t;wo canvases of 1b~ Pain:t.m;: of March 10 (Zervos XXIII; 176 

and 177) discloses how the presentation s>f the forms in this 

~oontour facial' type suggest a conneétion between thé artist 

and his art (pIs. 81 and 82). In the first canvas the smaii 

tightly pointed "'sves that make up his hair suggest an energy 

- that is ooi1ed., ready to spring (pl. 81). The yellow ear turned 

inward towards the face likewise implies a spirit that is inward 
. ( 

lookibg. ThiS--'tenseness is augmented. by the treatment of his 

hand which is small i; relation to the head. 

The painter holds his brush with prec:i.sion in a tight but 
l ," , 

delicate grssp (figure 6-3). Its static'outline contrasts with 

the movement of the forms portrayed in his head. The rigidity of 

the artist's painting hand \s echoed i~ the upright position of 

his canvas. and in the firm horizontal angle of his bracketed 

eyes. The manner in which the edge of the canvas is illustratea 

shows the precise roupd tack marks each one sharply delineated 

" (figure 6-3). One wonders whether the style of this artist ' s 

work isl' characterized by a similar minuteness. 

The artist in this first canvas of March 10 also conveys a 

sense of being watched (pl. 81). This is stated by the' black 
; ., 

neck-shoulder shape placed between bis own neck and hand which 

it may be interpreted as a transference of bis 0"70 upper torso. 
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The observation of the artist is furlher reinforced by a third 

ooular shape placed against the white triangle almost eye-to-eye 

with bis OWD, looking inward toward ,him.' This eye is a circular 

baIl with a black dot~or an iris. Might this represent a second 

self which scrutinizes his efforts and ~alyzes his responses? 

In this respect it relates to other'projections of the artist 

baside himselî sucb as have slready been seen in the ~phallic-
J 

shadow' motif of the February 22 Artj,§t (pl. 79) and in the 
-:- -

'spinal knob~ in the Iater drawings of the E~Qruan QketçhboQk 

(pIs. 59-61) . _Does the eye pressed against the painter's face 
1 

rapresent the self-criticàl constituynt to c~eative activity or, 

doaa 'the double image represent his projection of the audience 

who will yiew the product of his efforts? Perhaps it is bath, 

for Picasso freguently makes a,mbigui ty ta 'allow for muI tipIe 

meanings. 

In contrast with the rigid and tense paioter in Th~ Painter 

(pl. 81), the artist 'in the second painting of March 10 appears 
a • ,21 

ta be more expansive (pl. 82). This distinction is augmented 

bl' their opposing, g,ackground colours: blue in the first, red in 

21 
Castello, ~icasso' s YQllard Suite, pp.' 195 and 248-

249, reviews the Dionysian and Appollonian characteristics 
aGsigned by Nietzsche in Picasso's Yall~~ §yit~. She reiterates 
Picasso's familiarity with Nietzsche's view of art as consisting 
oÏ opposi'ng' and camplementsrY forces, as conveyed in The »itlb 
Qf ï~~~. Nietzsche accorded to the Apollonian the qualities 
of o~er, discipline, and self-awareness; and characterized the 
DioDY.sian by ecstatic and unrestrained abandon. The latter are 
axhalted feelings, what Nietzsche described in EçQê HQIDQ as 
.. something profoundly convulsi va and disturbing ... There is the 
feeling that one is utterly out aÏ hand ... Ev erything occurs 
without volition .... as quoted in Tomas, Creativi:!!x in th~ lH~t~, p. 
105. For further on the relationship between Picasso and 
Nietzsche, see Chapter Eight, note 57, and Cbapter Nine, note 5. 
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the second. 

In the latter cred! canvas the artist's hair flows ou1jward 

(pl. 82). His- bracketed eyes are sligbtl~ 1Dclined, adding to 

tbe :ealization of bis fervent conc~ratio~. An energetic 

.personality and artistic manner are visualized in the vigorous 

gestures overlaid with a bravado of white brushstrokes tQat 
~ 

describe bis hand and the canvas on which he works (figure 6-4)'~ 

This artist's canvas is presented in multiple facets, suggesting 

. / 
constant change the work undergoes. Unlike the upr1ght support 

on which the previous painter worked, the edge of the canvas in 

tbe second work is not certain. Pa~ seems ta emanate from the 

artist' s hand, while the other sides are a series of diagônals 

le8l'ling toward. the artist. 

1~ 
~ 

Tf '.: .. 

FIGURE 6-3 FIGURE 6-4 

The condensation of the image of tpe painter and the 

concentration of his work into one potent image is evident in 
..1 

the third and 1as\ canvas of Tb~ ~~inte~ of March 10 (III), and 
-

12 (Zervos XXIII; 177). This is an important painting since it 

summarizes motifs described and hëralds tbemes ta come (pl. 83). 

In particular it conveys a figuration of 'the artist that is one 

of the most cagent in estab1ishing the boundaries of the 

painter's identity. The imagery to be examined bere are the 

mask, hand-moutb siges, the chair as torso, and finally, the 
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boot forms. 
,-

The artist is ch~racterized by rouged cheeks~ cosmetic hues-
22 

of his face, and red hair~ 
23 

This gives his, face the appearance 

of a mask. In this connection Andrè Malreaux~s chronicle of 

Picasso' s objective is noteworthy: "r 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, 

A but one of the same nature: the emphasis that a great style 
25 

confers upon the l1umân face." These mask-like figurations are, 
26 

as he observes, signs of the upktiown~. J.j It was what Picasso 

This cosmetic application alludes to the theatre. As 
demonstrated ~n Cooper. ~ica§2Q The~t~~. ~ssim,T it was a 
subject Picasso explored throughout his life. See Chapter Five, 
note 24. Costello, ~ica§§Q~§ ~Voll~rd ~uitg~, 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 ta the 1963 artist and 
model series. This the connection between Picasso Yollard ~uitg 
and Jean Cocteau' s film, l}lQQQ Qi ~ 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 
Castello, p. 132. points out the role of the mask in 

plate 42 of The Yoll~rQ, Qyite, in exploring the "problematic 
relationships between ~rt. illusion, and reality." The motif of 
the mask 'is also exPlored in Theodore Reff, "Picasso' s Three 
Musicians--Maskers, Artists, - and Friends," ~rt in hmeriç~, 
LXVIII (December 1980), pp. 124-142. Later. Picasso again 
integrated the mask in his Ve~y§ ~~ite. See Chapter Two and, 
Picasso's ink drawing of masks reproduced in Zervos XVI; 222. 

" 24 

25 

26 

ana l ogy 
styles 
statues 

Malreaux. Picg§so~§ M~§~. pp. 68 and 97. 
~ 

IQi~ .• pp. 33 and 69. 

Malreaux. riç~§§Q~ Mask. pp. 96-97, further makes the 
with the collective artists of aIl the greàt religious 

who created the religious forms. "The icons [and] the 
in cathedrals conveyed to CatholiCf.? the unknown within 
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continually stressedj "naming~ that"s the point! In painting one 
27 • c~ 

can never manage to name objects!" In a typically obscure 

aphorism Picasso axplains: 

"The cat eats the bird; Picasso eats the cati 
painting eats Picasso .... It~s always painting 
that wins in the end." 28 

) 

MalreBux interprets this parab~e as a demonstration of Picasso 7 s 

belief that painting had captured beauty 'just as it ha4 captured 

religion, and in prehistory "whatever it was, we pon' t know." He 

perceives Picasso as "!;;atisfied by the certainty that, like the 
29 

cave painters, he had captured something." The mask possesses , 

a circus-like aspect that links the artist witti a subject that 
30 

is also close to Picasso. It shows the painter to be a clown . , 

themselves ... they had 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 oÏ 
speaking .... in harmony with what the [Romanesque and] black 
sculptors "fearcd, loved, and had'Do knowledge QÎ in the spirits 
they depicted ... 

27 

Eight. 
28 

29 

30 

Malrepux, Picasso's Mask, p. 68. See also Chapter 

Ibid., p. 97. 

Ibid. 

Theodore Reff, UBarleqùins, Saltimbanques,', Clowns, and 
Fools," Artforum, X (October 1971), p. 31, has noted Picasso" s 
interest i;;~lowns is "a forro of concealment that i~ alsp a form 
of revelation, the familiar aspects of things disappearing while 
their normally hidden ones emerge." 

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 ~h~ Lapin" 
Mil~ and Family Qi ~~ltimlH!ngyes. This contention is supported 
by Carl Jung, "Picasso~" in.The Spirit in Mm!~ Art. and, 
Literature, trans. by R.F.C. Hull, (~Collected ~Qrks of C.G. 
Jung, vol. 15), Bollingen Series XX, {New York and London: 

" 
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'" with his mask, his snties reveslîng his eharacter through the 

unusual manner in which his forms interâct with the proeess he . 

pursues. 

The focus of the artist's diverti.§sement is manifest in the 

treatment of his mouth shown with the b~sh emanating from it, 
- 31 

so that he is physieally linked with his canvas (pl. 83). The 
\ 

spermatozoon-like shape placed at the junetion of arm and mouth 

i~ presented as intersecting elliptical red lines which projeet 
32 

from the open mouth ,(see figure 6-2). 1 This configuration is 

, 

enhanced by the 

rises from the 

shape of the artist' ~ tri-coloured palette which " 

bo~om edge of-Picasso's canvas, repeating the 

1966}, p. 139.' Jung also comments on the origins of the 
Harlequin as a chthonic deity. 

Ellen H. Bransten, "The ~ignifieance of the Clown in the 
Paintings by Daumier, Picasso and Rouault," Pacifie Art Review, 
III (1944'), p. 27, views the clown in Picasso-;-s work ;;-sy;bolie 
of the artist' s isolation, and social alienation: "the alter 
ego~ the objeetified essence of Picasso's own predicâ~ent as an 
artist." Blunt and Pool, ~iç!!§§Q~ ThQ EQKm.§tiy~ Year§., p. 22 .. 
contend that the clown in Picasso' s work is rcmoved' "from the 
world of reality ... [and linked] with a m,ore mysterious apd 
generalized arder of being having its own mystique and ritual." 
Later, Gilot, Life ~ith Pic~§!so .. p. 349, observed l "the elo..wn, 
too, with his ill-fitting 'cQstume, was for [Picasso] one of the 
tragic and heroic figures ... 

On the connection between clowns and masks, 
Reff, "Picasso' s Three Musieians--Maskers ... 
Friends." Art in America, LX (Deeember 1980),' pp. 

-- -- l C 

31 

see: Theodore 
Artists, and 
124-142. 

In a drawing of July 2, 1970, illustrated in Zervos 
XXXII; 180, and Tinterow, Piç~§!§!Q~ M§st~~ ~~~wing§, 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 Th~ E~Qruar~ ~ketchQQQk (pl. 58):> the size and 
location of 'his painting limb convey the charaeter of the 
artist's interaction with his work (also applicable to pIs. 59-
61). 

32 
• This motif was first seen in the second 

February 22, 1963 reproduced in Zervos XXIIIj 153. 
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phallic shapes previously evident in îb§ Arti§t in ~b§'Stugio of 

February 22 (pl. 79). Together the sexual imagery displays the 

potency of the painter's forces and discldSes the procreative 

character of his work. 

The appearance of this sign ils a ,wagging 'tongue' suggests' 

the verbal connections of the artistic enterprise. This is 

~eiterated by the shape of the painter' s hand, vÙ3wed. together 

with the brush that runs through it, and resembling the nib of ~ 

pen. Could Picasso be suggesting an analogy between the written 

and visual arts? Alternately, might it be a visualization of 

the 'language of art' referred to by Maireaux and often repeated 

by Picasso: "[I] paint as r write, as fast as thought, in rhythm 
33 

wi th ~he imagination." Picasso viewed his paintings,' Iike his 

poems, as expressions of thought, communicating through the 
34 

force intrinsic to the imagination. 

The extent of the artist' s power is demonstrated by the' 
35 

folding of the edge of the . \t canvas ln 0 opposing diagonals. , , 

33 
Quoted in Gjon Mili, Pica§so' § Ibirç! Dimen§,ion, 

York: 1970), p. 184. 
34 

(New 

Steinberg, Qthe~ Criteri~, p. 110, comments on the 
internaI souroes of P.icasso' s imagery, observing from 
descriptions of his working prooess that they "flow 
unpredictably from intercommunièating leveis of personality" 
involving bath oonscious and subliminal capacities. 

The correspondence between Pioasso's visualizations and his 
poetry is expounded in Clive Bell, "Picasso' s Poetry," in 
Pi.Q~§so iI! PersEective, pp. 86-87. . 

35 . 
This dynamic motif of the bent canvas is a1so evident in 

Picasso' s \ March 10 (II) Ple Paint~ with the red. background, 
(see Pl. 82), and in his lLemln:fIDQ,:t !!nd fulsk;i,a (pl. 87). -
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36 
This motif can be described as the tbent canvas' form. 

. ~ . , 
;' . 

In it 

..... the vigour of the artist' s' brush forces the normally rig:j..d 

canvas to collapse under the impact of his touch. 

The complex imagery o~ The PainteK also discloses the 

diverse, and often contrary traits which Picasso recognizes are 

combined when the artist begins to work on his canvas: 

"Of course, when one paints, one mus't 
utilize, along with his own inspiration, aIl 
the conscious derluctions one might make. But 
between using a conscious and relatively 
dialectical thought and having a rational 

- thougbt, there's an enormous difference. It 
is because l a~ antirationalist that l have 
decided l ha.ve no reason 'ta be the judge of 
my own work. l leave. that to time and to 
others." 37 

Picasso presents the painter as a haad ~ith only a three 

buttoned vest for a torso. The plaster coloured hue of his face 

and the arrangement of his head slung aver the back of his chair 

converts h.im into a sculpted. bust. Artist and his seat are 

completely unified and the figuration of one completes the 
38 

other. This symbiosis oÎ dissimilar forms allows the 

visualization of multiple identities of the artist. As Picasso 

admitted: 

36 
The potency of the artist's Louch will be further 

explored in Chapter Nine. See also Chapter Four, notes 29, 30 
and 32; and Chapter Fi've, note 34. 

37 

38 
For further discussions on the merging forms of artist 

and chair see: Chap~er Two, Chapter Four, note 7~ and Chapter 
Five, note 17. 
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lO'In painting everything is sign. Therefore~ 
there is a great-difference betwe~n-the sign 
and the work. ' l'he word 'chair' doesn"t 
signify anything, but a painted 'chair' is 
already a'sign. Its interpretation goes ~g 
infinitum." 39 

-. 

The painter 1 s conception is a blend of intellectual and 

visceral, merging person with thing. He is-released from his 

physical corpus to engage the inner self. This is reiterat~ in 

~he treatment of his boots whose crucial role i~he creative 

endeavour is realized by its contact with the asel support 
, 

which rests upon it. The significance of the connec ion between 

'foo1fware and the ,painter may be clarified by a closer 

investigation of the orig~ns and character of this imagery~ 

The dark attire of the painter in 1h~ brtjst continues' into 

what appears'as a single black boot with tapered toes and raised 

heels (pl. 83). Separated from the rest of bis body the boot is 

united witb the palette and easel. This is characteristic of 

this series where the-usual depiction of. the artist emphasizes 

his feet,' aven when other aspects of the body are summarily 

treated. The mass of the boots are often like a base on whicb 

the forms of the .artist rest. The origins of the enlargeâ foot-

boot were evident in Picasso's variations on Manet's ~~euner 

§Y.t: l~berb~. As Picasso transformed 'Manet' s ~ause~H: into the 

39 
" Ashton, Piças!!Q Qn Art, p. 98, quoting 

Rothenstein, "A Letter on Paris," Combill M~~in~ 
1964}, pp. 288-295. The letter is dated April 1945. 
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40 
artist~ the boot imagery began to?dev'elop. l ' 

.V 

The Joot--figured 1arge1y in Picasso's imagination for near 

the end of the 1963 artist and his model paintings he drew 

another series which con~entrated on the lower extremities of 

the pa inter, presenting -a monumental image of these 1.6gS with 

their thick 
41 

heeled boots. 

dated May 18 (III) and (IV), 

An examination of 
~ 

two drawings. 

reveals a naturalistic treatment 

showing the a~ist 'wearing a traditional vested suit and holding 

'"' a palette and brushes (pl. 84). The left limb is slung over the 

right. The body is twisted to show the crossed leg~ from the" 

the torso with hand clutching t~ palette -in three-

quarter vi~w, and the painting arm extending horiz9ntally across 

the top of the drawing. A (;tow view point is taken sa that the 

observer's eye, 'level with the f.loor, looks up at the underside_ 

of the boat dangling from the crossed. leg. These drawings 

confirm what has already been \Jbserved in ether depictions of 

the artist: that the enlarged thick heeled boots are a part of 

what has become a standardized representation of the artist, and 

are as intrinsio to his identity as the palette and brushes. 

An association of the motif of the crossed legs witn- an 

artist occurs very early in Picasso' s life. It is faund in a 

sketchbook Picasso filled st Corana, Spain in 1894 when he-was 

-40 
The evolution of the srtist from Picasso's paraphrase 

of Manet' s !2!!jg~~!: ID:!!: ~he!:l~~ is -explored in Chapter Tbree. 
41 

These drawings ~re dated May 1963, and are reproduoed 
in Zervos XXIII; 265-212. 

/ 
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42 
,thirteen years oid. It contains .. severai portraits of Picasso's 

father, the painter Don Jos'é Ruiz Blasco, one of which shows a 
43 

painter seated. with palette and brushes. De Lasarte, who wrote 

the introduction to the f8csimile carnet," suggests that. this 

• figure might represent Picasso's father, an opinion supported by 

- a comparison with, known portraits of Don José. On another page, 
44 

Don José is shown with his legs crossed. The suit and heavy 

shoes are simil~r to those found in 'the 1963 drawings" aven 
45· 

th...ough they were made about sixty-nine years earlier. 

~ The imagery of the fQot originates with men of authority, 

substance, and artistic achievement. This was repeated in a 
') 

group of drawings Picasso made in trfe 1920s of his early 

men~ors, such as Ambroise Vollard, André Derain and Igor 
/ 46 

pttavinsky. They wear beards, vests, suits and heavy shoes, 

--~--42-------------

Pablo Picasso, Çarn~ g~ ~QrQn~~ 1~~1=Q, introduction by 
Juan Ainaud de Lasarte, (Barcelona: 1911). 

43 
l~ig., folio 111.508. 

, 
44 

l~ig., folio 111.509. 
45 

P~asso's late life reeollections of his early ehildhood 
are diseussed in Beryl Barr-Sharrar, "Some Aspects of Early 
Autobiographieal Imagery in Picasso' s 'Suite 347' .. " ~rt 
BYlletin, LIV (December 1912), ~. 516-533. Barr-Scharrar, p. 
516, repeats Picasso's 1943 conversation recorded in Brassai, 
çQnyer~~tiQn§ ~y~ fiç~§§Q, Paris, 1964, p. 71, translated as 
Pi.Q~'§.§..Q ~!Jg .Ç.Q!!IE~, QI? .Qi:t~: wh en Brassai pointed out to 
Picasso that aIl' of the men in this series (of drawings) are' 
bearded;' like Zeus the Father, Picasso answered: 

~ / 
1 

" 

46 

"Yes. They aIl have beards ... And do you know 
why? Everytime '" l draw a man l think 
involuntarily of my father ... For me the man 
i8 Don José, and that will be SQ aIl my 
life ... He wore a beard ... AlI the men l draw 
more or less wi th his features ..... 

r 
Picasso' s Portrait of AmbrQi§~ Voll~rd is reproduced in-

1 

\ 
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\ 

like the attire sean in bath the earlier portraits of Don Josè 

as weIl as the later works of 1963. 

The ~uthoritative association oÏ tbese hea~ boots is 
/ 

developed in Picassols writings. In his play, ~~ Dèsil:': ~ttr!!~ 
,+ 

E~~ l~ gy~ue (written January 14-17, 1941 during the occupation 

oÏ Par~s) reality gradually disintegrates in the face of 

~xperience. Within the spirit of a~imism ~hat permeates _the 

script, the drama is dominated by BIG FOOT, passionate herol 

poet 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 
\ 

personalities,' as this passage may suggest: 

Il 

<:, "The gallowing pace of his [Big Foot' s] love, t 
the canvas born each morning in the fresh egg 
of his nakedness,. cnstallized io.to thought, 
jumps the' barrier and falls on the bed." 48 

V 

live 

, 

The big feet become those of poet and painter, cruel lover and 

desperate men, as The Tart, Big Footls lover in Picassa's play, 

Zervos II; 922 also Tinterow, M~§t~r Dr8~ing§ ~ ~ig~§§Q, plate 
52. 

47 
Picasso's close friend, the poet, Paul Eluard l sees ip 

this play the fragile key ta the problem of rea~ity. Describing 
it he writes fi ••• to see what he [Picasso] seels, to liberate 
vision. to attain voyance .... Realism is attai~ed by looking 
"behind the behind of the ston." Quated from D~fti!:~ !&ygtrt ~ 
.!:tb~,~il, tlians. an,d intro. - by Roland Penrose,' (London: 1970), 
p. 13. See a1so Chapter Nine for additionsl influences of Elua~ 
on Picasso. 

46 
Ibid., p. 32. 
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explains: 

"You know, I have fOUnd love. He" has aIl the 
skin worn off his knees and goes begging from 
door to door. He hasn't got a farthing, and 

. is looking for a~ job as a suburban bus 
conductor. It is sad, but go to his 
help ... he'll' turn on you and sting you. Big 
Foot wanted to have me and it is he who is 
caught in the trap." 49 

The boat is part of Picasso' s conception of "a Real 

,~, - Painter" whom he identifies witb beard, shoes and creased 

. ' 

trousers. "Why not" Picasso responded when questioned. about the 

presentatiop of footware on one of his artists. 
50- 1 

"He's a reai 

painter, with bis heavy shoes." 

The Artlst's Performanoe In The Studio 

The artists "alone at work in their studios -demonstrate 

emotive qualities wbich are reportedly experienced by Picasso . ., 

A~ Hélène Parmelin vouched: 

-' 

"[Picasso's] daily task [hadJ so austere and 
sometimes tr~ic a meaning. Nothing is ever 
easy to the~ainter to whom ev eryth ing is 
easy." 51 \ -. \ 

\ 

Some of these complex~mpul~es are shown in Ihe hrti§~~ of 

~arch 16 (Zervos XXIII; 180>: The~ainter is pla9ed close to the 

49 

50 

5.1 

j, 
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,f 

picture plane (pl. 85). Bis hand is squee~ed into the lower 

corner between his face and the edge of his canvas. A "double 

profile placed at different angles emanates from a single 
c, 

fo'rehead sa that bis face appears ta be,simultaneously tilt~ng 

forwa'rd and backward. 'rhis movement, coupled with a' mouth that 

is opep wider in the profile the nearly touches the canvas, 

causes him to app~ar to be vibrating. 
,) 

The external motion that originates within the artist is 

\. graphically arràbged. The facial contortion reveal's a conflict, 

a 
.. 

puliing in opposing directions. Mobile forms radiate from a 
\) ~ 

central axis on the side of the artist's face: the hair is 

pointed upward; the beard and hand pull -down; the jagged profile 

juts to .the' right; and a zig"-zag pattern behind the held 

ariimates that us~ally passive space. The artist is pairlted with 

" broad, ~nergetic strokes in earth tones which spill beyond bis 

forms to the surrounding area. These motive and emotive elements 

create an intense and expressive image of the artist. 
/\ 

The ag~tation conveyed by these works r~flects Picasso's 

oonviction that art emanates from sadness and pain, as Pa~elin 

states: , 
"There is not one'partiele of [Picasso] which 
is not devoted day and night to painting, or 
is not suffering day and night beeause" of 
it." 5"2 

() 

Th\· 1-3 insight was shared by those close-ta Picasso sunh as his 

52 
Ibig., p. 115. This assessment may be compared with~the 

statement quoted in Chapter Two, note 59. 
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confident and secretary, Jaime Sabartè~, who documented 
\ 

Picasso' s beliéf that "grie~ is at the weIl springs of li~e" and 

"life itself with aIl its torments 

foundation of [Picasso"s] theory of art." 

constitutes 
53 

the very 
1 

The emotive responses represented in these artist's heads 
i 

is further explored in Ille ~rti§t in Hi§. ~tygiQ," of on March 14, 
54 . 

15 and June 4, 1963 (Zervos XXIII; 172). The painting centers 

on the 
55 

artist' s enlarged, red claw-like painting band (pl., 

- 86) ._~~=_T ...... his paw is startling in its assertion of the strength 

, contained within the pai~ter's touch and his implicit domination 
~ 56 ' 

over' matter. 

53 
Sabartès, _ lntim~tg ~Q~~~it, p. 65. Ashton, ~iQ~§§'Q QD 

~!:t, p. xx, eomm~nts on the "indisputable" aeeuracy of both 
Sabartès and Madame Parmelin reeolleetion~of Picasso . 

. .tP'armelin, EiQ!!§§o: tlgmgn, p. 19, deseribes the agony of 
spirit tbat the aet of creativity entailed for Picasso\~nd his 
persistent refusaI to give it up. This resulted in ~requent 
fits of misery and self-critieismJthat sometimes imm~bilized 
Picasso. Fortunately his mood would only last a few days or "its 
sheer violence wou!d destroy him." 

The painters represent archetypa! figures who may reflect 
aspects of Picasso. Penrose, riQ§§§o: Hi§ Life ~ng ~Q~k, p. 444, 
quoting Zervos, describes one such fit that occurred in April 
1964, while a delegation waited severa! days for Picasso's 
decision regarding the creation of the sculpture: which 
ultimately became known as the ~iQ~Q MonYm~n~. 

54 
The early statê of Tb~ ~K.ti§t in bi§ StygiQ was 

published in Parmelin, Th~ ~r.tist ~ng lli§ Mçg~lJ p. 42. The 
definitive version is reproduced in Zervos XXIII; 172. In the 
first version the painter' s band is sur,rounded. by an _ area of 
red, which in the final work (pl. 86) is concentrated onto the 
band i tself. 

55 
Additional instances of Picasso's tsymbolic' use of the 

red hue are discussed in Chapters Eight and Nine, particularly 
in connection with Zervos XXIII; 195 and 197 (pIs. 96 and 106). 

56 
The act of creation implies "a feeling of power and 

domination over matter analogous t0 those whicb religion 
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The artist~ s facial movement, with its open, protruding 

mouth reflects what may be viewed as ~ similar restlessness, 

heightened awafeness, or apprehension discussed in relation to 

Ihe Painter of March 16; (III) (pl. 85). The face of Tb~ Arti~~ 

in The ~:tudio is seqmented into two facets (pl. 86). The main­

portion is a white profile encased between a green oJtline in 

front and a black form in back. The second view is a variation 
-

of the white triangle found in ïb~ Paint~~ of March 10 (1) and 

(II) (pIs. 81 and 82). 

However, in Ille hrtist in th~ Studio, the normally hidden 

side of the profile is brought forward and encased in yellow 

(pl. 86). The hand and head of the artist are based on the-

colours of bis palette, suggèsting an intended relationsbip 

between tbe colours on the palette and the b?dY of the artist. 

The vivid red colour oz his hand corresponds to one of the dabs 

of paint on the palette. In' addition, the yellow hue of the 
~ , 

distant portion of his face extends downward past the shoulders 

to his chest and finally touches the corresponding yellow paint 

nn his palette. Paint being the medium of the artist~s 

avocation, is also the heart of his being. 

The turmoil conveyed by the artist is reflected in the 
'0 

irenzy of brushstrokes surrounding the area of his painting. A 

possible source of this uneasiness may be the figure represented 
\ 

attributed to Gad." See also Chapters Four, note 29; Chapter 
Five, note 68; and Chapter Nine. AIso, Etienne Gilson, 
"Creation--Artistic, 'Natural, And Divine" in Tomas, ç~ea:tivit:l!: 
in thg Art~, pp. 55-66. 

,'. 
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against the left edge of The Artist in Bis 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 summarily so that only the upper portion of the 

figure is represented. The sensation that the artist is being 

observed implied in Tb~ ~~inte~ of March 10 (1) is sharpened in 
1 

this work. Two possible interpretations of the form on the left 

would identify it either as a spectator standing behind the 

artist or as the sculp~ed head frequently encounter.ed in Thè 

FeQruaa Sketchbook, The ~~ist of February 22nd, and in 

paintings of The Arti~t ~Qg His M~el (see pIs. 50-52, 54-55, 

57-58; 65-67; 72-74; and 76-8q). 

Emphasis on the observer is ensured by its pl~cement on the 

left side of the canvas. The attention within this work is 
. 

dlrected from silhouette to artist, from canvas ta easel. The 
, 

, 

vagueness of the farm on the left allows for easy identification 1 

with the viewer of the painting. 1s he the source of the 

artist's anxiety or, is he a projection of something within the 

painter? The resemblance of the silhouette to the sculpted head 

again presents it as another aspect of the artist. The h~a4 is 
57 

outside of his persan, yet is part of him. lt couples the 

mania implied by the red-claw-hand, ~with a heightehed awareness 

57 
An inquiry into, Picasso's subjective perception of 

reality which may apply to the multiple views of the artist is 
given by Victor Carrabino, Eirandello ~Qg Picasso: ~ pragmatiç 
Yi~~ Qi ~~~Iit~, (Tallahassee, Florida: n.d.), p. 7, observes 
"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 P1casso 

olaimed: 

"Some (works] are nearer our sensations and 
produce emotions that touch our affective 
faculties; others appeal more directly to the) 
intellect. They aIl should be allowed a 'place 
beca~se l find my spirit has quite as much 
need of emotion as IllY senses." 58 

These paintings of the artist alone in his studio probe the 
59 

nature of artistic p'ractice inherent in this series. Although 

Picasso, as he repeatedly stated, abhorred formulae attempting 
J 

to theorize art, he tries to show that the 'mystery of art' is 
60 

plain. Its fountainhead is simple, sprouting from the 

58 
Astrt#. ~i.Q~2§Q QD Art. p. 16. Quoted fro~ Christian­

Zervos, "Conversations, avec Picasso," Q!!hi.m;:: ~l~brt. X (1935), 
pp-. 173-178. 

59 
Schiff, riç~§2Q~ Tb~ Last Y~~K§, p. 18, aptly notes this 

applied to the first drawings of the E~bru!!K~ S}œ:t.QhnQQ)s 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, Sabartès, 
In~im~~~ EQ~~~~it. pp. 206 ff. Ashton, EiQ~§§Q Qg ~~t, 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 
him: 'But say it with brushes and paint'." 

Nevertheless. aS recalled in Gilot, Lif~ ijitb Pica§âQ. pp. 
66-67. Picasso in his paradoxical manner, expressed regret that 
there is no standard or "cannon where by aIl artistic production 
is submitted to rules." Because of this Picasso beliéves: 

"Painters no longer live within a tradition 
and so each one of us must recreate an 
entire language .... ln a certain sense, that's 
a liberation but at the same time its an 
enormous limitation, because when the 
individuality of the artist begins to express 
itself, what the artist gains in the way , 
liberty, he loses in the way of arder ... · 
(emphasis added) 
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successive states of the artiste 

il , 

61 

t 

.. [The creating of] art goes througl, states of 
fullness and emptiness, and that is aIl tbere 
is of the mystery of art." 61 . 

\ 

, 

, ' 

Ashton, ~iÇ~2§Q Qg ~rt, p. 43. Statement ~ade by Pablo 
Picasso published in, ~Qrt ygg »~~~gtnis~ ~i~ g~§~mm~lteg 
Uiçbt~ ynd ~~ygni§§~, (Zurich: 1954). 

Q 
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PlCASSO'S JmHBRANDT AND SASKU: 

" PAINTING AS THE SUBJECT OF ART 

Pioasso has long been able to extend the meanings in his 

, paintings by incorporating aspects of pa st works by other 
1 

artists into his own. He discovers and restates the content and 

forms embedded in established art. Picasso absorbs them sa that 

they enhance and broadon the sjgnificance of his unique imatles: 

"Don't expect me ta repeat myself. My past 
doesn't interest me aoy more. l would rather 
oopy others than repeat myself. At least l 
would injeot something new into them. l like 
disoovering tao much." 2 

Picasso frankly explores art as the subject of art. Without 

the guise of another "theme', Picass9 is free to probe the 
'" 

relationship between a~ist and model: his own as weIl as those 

1 
See Chapter Three for earlier examples of "copies' in 

Pioasso's work. Later instances of the special relationship 
betweeb Picasso and Rembrandt are surveyed in Janie L. Cohen, 
"'Pit, asse' s Exploration of Rembrandt' s Art~ 1967-1972," (g:1!§., 
LVIII (October 1983), pp. 119-126. 

2 
Ashton, Piças§,Q on ~rt, p. 

Georges-Miohel ~~ H~g,Qir ~ PiQ~§§Q, 
(Cambridge, Mass.: 1957.) 

190 

52. Quote taken from Michel 
(Paris: 1954). English cd., 



c 

, 

CHAPTER SEVEN 

used. by past 'masters'. 
.) 

This exchange between pa st and present 

is embraeed in an important 
r.J 

work, Picass~~s 

§~§~i~J of March-13, 1963 (Zervos XXIII;17!). A,study of this 

complex 'variation' provides the opportunity to investigate the 

ways Picasso is able to "in je ct something new" by blending art 

.. historieal allusions to enhanee the meanings already inherent in 

bis study of the creative process (pl. 87). 

Pioasso and Rembrandt's Self-Portrait with-SD~B Lap 

Picasso's B~mQr~ngt ~ng ~~§~i~ reflects maoy of the forms 
3 

and ideas found throughout his artist and model series. Its 

complex - / lmagery matches that of its oame-sake, 
f 

Rembrandt van 
4 

(pl. 88) . 
.. 

Although the seVenteenth-century work éontains no specifie 

allusions to Rembrandt the painter, it is clearly a portrait of 

"the artist with his model. Rembrandt's wife, Saskia, was his 

favourite model from the time of their betrothal until -her 

death.' Rembrandt himself is easily identified through his well-

known likeness reproduced in the numerous self-portraits painted 

throughout his lifetime. 

3 
Sehiff, ~iQ!!§§Q':" The Last :X~ar§; p. 

Picasso's 1963 painting, H~mhr~ndt ftnd ~~§ki~, 
and model series of the same year. 

4 

23, identifies 
with the artist 

Gemâldegalerie, Dresden. Hereafter, this painting is 
also referred to as Rembrandt' s .s~..l.f=Po.t:trait or his ]2Qyb~= 
fQrtrait. 
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In bis Self-Portrait wi~h Sa§~ia, Rembrandt does not 

present 'bimself in his professional role as an artist. There are 

no canvases, no palettes or easels--all accoutrements 
1 

traditionally associated with a subject Rembrandt frequently 
5 

represented under the title of TQ~ Arti§t in hi§ ~tygiQ. 

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 ~~lf=rQKtK~it ~i~b 

Qn bi~ L~ are the multiple and often contrary levels of 
6 

interpretation. One of these sees the artist and I his model 

deliberately masquerading 
\ 

as the Prodjgal Son with his female 

companion in order to warn the spectator against the perils of 
7 

su ch a corrupt life. Another reading understands the Dresden 

5 
An example is,o Rembrandt's h~ti§t in tli§ ~t~giQ, in the 

Boston Museum of Fine Art, Boston. 
6 

These are surveyed in: Ingvar Bergstrôm, "Rembrandt's 
Double-Portrait of Himself and Saskia at the Dresden Gallery: A 
'l'radi tion Transformed," Hwm:::l!!m!§ ISy§tbi§tQ~i§ch J!!!:u:12Q~k, XVII 
(1966), pp. 141-50. 

7 
BergstrBm, "Rembrandt's Double-Portrait," p. 147, cites 

Karl Neumann, RemQK!!ndt, (Berlin and Stuttgart: 1902), pp. 206 
ff .• as the source of this interpretation. Bergstrôm's scholarly 
'analysis supports the explanation of Rembrandt's ~~lf=EQ~tr~it 
~ith Q~§ki~ as an illustration of the biblical stoL.Y of The 
~rodigal SOD, in part, due to the presence of food, drink, and 
the suggestion of love-making. 

For the connection of this painting with other biblical 
texts, Bergstrôm, "Rembrandt's Double-Portrait," p. 149, refers 
to J. A. Emmens, Bmgbr~mlt m:! gg ;rgggl§ vag g~ KY!Urt, Diss. 
Utrecht, {Utrecht, 1964}, p. 165. 
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8 
painting as a direct reflection of Rembrandt's privat~ life: a 

'il 
happy depiction .of bis newly married state, as "weIl a 

demonstration of "the libertine manners of bohemian artist 
9 

life." 

an 

On a pers6bal level. Rembrandt role-plays in o~er to state 

opinio a out his ac~ual manner of living and bis social 

ambitions. new bride is being toasted as the .. ideal of 

womanhood. " e reveals bis ambitions by 
11 

wearing a sword, 
- ------ - - - - -----

although he is not entitled'to do so. Through his person and 

bis art, Rembrandt 
12 

displa~s 
\ 

the pre-eminence of 

p:rofession. This self-aggrandizement would aooount 

8 

his 

for 

The role of Rembrandt's Double-Portrait within the Dutch 
tradition of the double Marriage Portrait is examined in David 
R. Smith, "Rembrandt's Eàrly Double Portraits and the Dutch 
Conversation Pieoe," .:rb~ ~n ~yl1ètin, LXIV (June 1982) ~ pp. 
281-282. 

9 
Bergstrôm, "Rembrandt's DoUble-Portrait." p. 150. An 

interpretation which links the moralizing and the personal 
themes has its basis in the confessional oharacter in 
Rembrandt's "Self-Portrait" which is oonsistent with the -way 
Rembrandt is known ta have"projected his feelings into biblical 
subjects~ combining the personal and subjective elements. See 
also Bergstrôm. "Rembrandt's Double-Portrait," p. 166. 

10 
~ Jacob Rosenberg, E~mbrangt, 2nd rev. ed. (1948; 

Çambridge, Mass.: 1964), p. 23, discussed also in Bergstrôm~ 
"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 oÏ a seventeenth-century artist attempting to 
enhance his status by presenting himself wearing a sword he is 
not entitled to, in Rubens' M~~~iag~ Portrait of 1610. This 
latter work bears a close relationship to 'Rembrandt's Self­
EQ~~~it ~itg ~~âkia and may bave been the inspiration for it. 

12 
For a further example'of Rembrandt's demonstration of 

his elevated profe~sional status in his Self-Portraits of ~he 
1630s .. see Ed. de Jongh.. "The Spur of Wit: Rembrandt' S" Response 
to an Italian Challenge," Jlelta .. XII (Summer " 1969), p. 49. This 
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Rembrandt~s pompous manner and apparently fo~ced laughter that 
13 

have 81so be~ commented upon, Picasso certainl; might have 

responded to the important question which Rembrandt's painting 

raises concerning the relationship between an artist's personal 
14 

and prqfessional life. 

Sucb divergent interpretations are not surprising given the 

complexity 'of Rembrandt~s Self-Portrait and his acknowledged 
- \ 

method of transforming traditional symbôls and iconographical 
15 

conventions into personal inventions c-- procedures inherent in 
16 

Picasso~s work as we~. Along with others Picasso would likely 

,--------------------
desir-e to display the artist's status is similar to Velàzquez' 
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, 

Dtl~gh ~rt and Architecture. lQ~180Q, The Pellcan History of 
Art, rev. ed. (1966; Harmondsworth, Middlesex: 1972), p. 90. 
A1so Bergstrôm, "Rembrandt's,Double-Porlrait," p. 147, repeats 
the observation "made in Karl Neumann, H~mQr~ngt, \that the 
appearance of Rembrandt~s laughter in this painting is 
"unnatural." 

14 
John Richardson, "Picasso's Last Yea.rs: Notre-Dame-de­

Vie," in rablQ Pic~miQ-=- M~~t.ing.in MQnt~~l, pp. 94-95, points 
out Picasso's desire to emulate Rembrandt's success in his "old 
age. See also, Jean Sutherland Boggs, "The Last Thirty Years," 
in r.ig~sso in H~t~Q§E~ct, p. 235. 

15 
Jan Bialostocki, "Rembrandt's 'Terminus'," ~llllI:~f= 

H.iQhart~ J~hrbyçh, XXVIIJ (1966), p. 49. 
16 

Examples in Picasso's art of the transformation of 
traditional symbols into personal inventions are legion. Most of 
the ~iterature which examines this process is centered around 
individual works and themes. As examples see: Ronald AIley, 
Picassc's Three Dancers, The 46th Charlton Lecture, (London: 
19(7); -Marti~Ri;;;-,-7."prcasso and the My th of the Minotaur." lu::t 
JOYlm!!l, XXXII (Winter 1972-1973), pp'- 142- 145; and Willard E. 
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\ 
have understood that Rembrandt depicted both reality and 

" artifice, a presentation of the artist both as he is and as he 
17 , 

aspires to become . Similarily, Picasso altenlated between 
• 

showing things as they are, and as he knew them to.be: _ 

,.. 
"Reality is lyore than the thing itself. l 
always look for 0 its superreality. Reality 
lies in how you see things .... A painter who 
copies a tree blinds himsel~ to the' réal 
tree. l see things otherwise. A palm tree 
cao become a horse." 18. 

The ambiguity between reality and 'art with which Picasso 
-) 

associates the Dutch Master in Remb~ngt ~ng Saski~ is evident 

much earlier in a print showing Rembrandt with a Standing Nude 
19 . 

(pl. 89). Rembrandt appears as a portrait with the frame 
. 

extending on the lower edge of the etc~ing, wh~le the upper 

portion surroundirrg Rembrandt ambiguously doubles as a~ window. 

The wide-eyed Old Master takes the hand of the classically drawn 

Misfeldt, "The Theme of the Cock in Picasso's Oeuvre," Ar:!! 
Joux:nal, XXVIII (iiinter 1968-1969), pp. 146-154, 165. 

17 ? 

/ 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 ~ng Spinoza, (New York: 1962), p. 169. 

18 
Quote made by Picasso when speaking of his 

transformations of tas M~nin~§. See Penrose, ~iç~§so~ His Life 
~ng Wo!:lç, p. 374 .. 

19 
The full title of this print as given in Picasso's 

YQ11~~ Suite, intro. by Hans Bollinger, trans. N. Gute~~n-{Néw 
York: 1977), plate 36, is ~t~gging Nyg.ê ~ith FIQ~.§riDg He~gres§ . 
and Port~~it of H~mbrandt ~ith Palette. It is dated in 

~Lf • 

" Bollinger, p. xvi: P4ris. 31 January 1934. - , " 
Jean Sutherland Boggs, fica§§Q ~nd th~ YQlla~ ~yit~, 

exhibition catalogue, (Ottawa: 1971), p. 15, 'considers the 
distinction between the "classical serenity" of the nude and the 
"figure of Rembrandt himself, . who is drawn with complex, 
animated and broken lines which suggest his creative force." 
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! ., 
young w~an. The powe~fu1 1ight which bath revea1s'and concea1s~ 

i 

(which Picasso associated with Rembrandt's works), is suggested 

by radiating 1ines. Th~se extend upward from the lower 1eft and 

are echoed in the distant sun behind Rembrandt's head. The Oid 

Master emerges from the past into the present. In a de1iberate 

ambiguity getween reality and art) the portrait of Rembrandt 

comes to 1ife as the young woman takes his hand-to 1ead the OId 

Master out of his pict~re frame. 

Like Picasso, Rembran9~ has long been criticized for his 
, 

preference for the ugly and realistic over the beautifui and 
, 20 

idea!. Picasso's depictions oP Rembrandt forro a witt y 

intel~lay between the idealism of art and the cruder aspect of 
\ 

reaiity. Picasso~s understanding of this is disclosed in-a print 

in which Rembrandt is placed between a grotesque sculpted head 
21 

and an elegant classical feminine profile (pl.' 90). The Old 
, 

Master holds bis palette and brusbes with one hand and in the 

other a brush with which he ~oints to the sculpture. Could this 

20 
For an exploration of Picasso's-use of the ugly see 

Steinberg, ':Who knows the Mèaning of Ugliness," in ~ica~H[Q in 
~~~spe2tiy~, pp. 137-139. Further on the critical attitude 
dïrected toward Picasso's art see: Eunice Lipton. ~iQ~§~Q 

~~~itiçi§m l~Ql=l~~~~ Tb~ M~king Qi ~n 6~i~t H~rQ. Doctoral 
disseration New York University, 1976 (New York: 1977); John 
Berger, Ih~ Suçç~~~ ~ng~E~iluK~ Qi ~iç~§so, (New York, 1965);­
and Glement Greenberg, "Picasso st Seventy-Five," in Art HM 
~~lturê~ Qritiç~l E~~~~, (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 
Clar~, R~mb~~ngt ~ng Tb~ Itali~Q R~Q~i~§~Q2~. (London: 1966), 
pp. 1-40. 

21 
Bollinger, fiQ~§§~~ YQll~~g §y~. Plate 34, made in 

Paris, on,the 27 January 1934. 
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be a reference to Rembrandt~s preference for naturalistic over 

idealized types? 
22 

Picasso had long ide~tified, himself with Rembrandt. He 

a~itted this' whe~ showing an etchi~ of a yOUng man cl~ssically 

represented in a Ph~gian cap drinking with 
23' -

an 
" o 

Remb~dtesque figure. As picasso explained: 

takes,himself for Rembrandt.­
and you can tell from the cap 
at least 3,'000 years -before 

"Every painter 
Even this one~ 

'he flourished 
.' Rembrandt came 
delusions." 24 

along. Everybody has the same 

Visual qualities of 
> 

may Rembrandt's Self-Portrait 

oider 

have' 

~specially excited Picasso~ s interest. FOl:::emost is the energy" 
-J 

with which Rembrandt simultaneously holds Saskia while twisting 

22 J 

Picasso's coupling of his representations of Rembrandt 
and the aF-tist. and model theme began in 1933 when he made five' 
etchings of the Old Master, ,four of which were included in .1'h~ 
Yolla~ §~ite. For the etchings of Rembrandt of 1933 see: Block, 
207-8, 214-5, 278. .Later in, the §ui:t~ l~Q of· 1953-1954~ 
discussèâ 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," 
E~nth~Qn, XXXIX (April-June 1981)~ p. 119, this is similar to a 
1649 drawing by Rembrandt presently in the British Museum which 
als~ shows a model raising her clothes over her head. Common to 
both . is th~ strong chiaroscuro,' and the artist seated in the 
corner. Kieser, p. 119. interprets Picasso's var~ation on 
Hembrandt' s drawing as an .. academic imitation" in which the 
"conception and perception remain 'ohopelessly behirul the demands 
of ~he motif." 0 

23 
Bollinger riçg§§Q~~ YQllgrg ~~i~~. Plate 12, c. May 

HJ33 ;'1' Rembrandt i's displayed as a caricature. He is facing 
tiutwarct with a ruff'Ied collar, a round puffy, face, wild circular 
eyes. fat lips, and unruly curIs pushed out from beneath an 
OST-entatious cap. 1 

24 , 
GiI"ot" I,;if~ ~jth Ejcasso, p. 51. This passage is also 

quoted in Cohen, "Picasso' s Exploration of Rembrandt" sArt, .. p. 
126. . ~ 

" 
197 

L 



. , 

a 

. , 

CHAPTER SEVEN 

,-

to hail the spectator (p 1. 88). The artist' s vita1ity and 
.1 

exhl,lberanoe dominate the p~inting and _characteriz~ the 

extroverted manner with which Rembrandt projects himself into 
25 

the world.' " This quali:ty is extended beyond the persan 

Rembrandt shows himself to be, to his art. Indeed, his wor~s 

we~e praised for their "affectum vivacit~s" by Constantin 
, 

Huygens, the contemporary connoisseur, diarist, and intellectual 
26 

who visi~ed Rembrandt between 1629 and 1631. 

appealed to Picasso not only for the complexl ty of·i 1:,5 imaE{ery, 

but for the bravura of its ex~cution. Picasso's Rembrandt - : .. ' -- ... --~-

S~~ki~ equals the Dutch work in bath respects. 

Picasso' sart is generally characterized by :i ts vigorous 
'~ ,\ 

~ualities. This is particul~rly evident in his Hembrundt and 

where Picasso's treatment of the figures ochoos 

Rembrandt's dynamic conception (pl. 87). Rembrand~'s Saskia is 

:'stiff and stat.ic, a figure enc,losed. in i tself," and tho f iguro 

of Rémbrandt is "active, a figure in movemon~, SpIH!e dc:mandir.g 
27 

and open. 

::~::~: __ :::::~:::_:~gure and éurvjlinear ~orm"oontr8st 
25 ~ 

Baret, n~~!D\Jnmdt ~nd SJ!!n9~1l, p. 179. 

with the 

1 26 
Quoted from Ba.le~, RemQrandt: {lOg SplOQ~~, p. 1'16. Son 

John Gage, "A Note on Rembrandt's ·Mtw!~t.e Jt:mio dio NlJu1,uoroolflto 
Bewcechgelickheijt,'," 6.Yr:lÜ~gt,qn l'i"gllzine, eXl (.196~O, p. 361. 
for a verification of Rcmbrandt.'-fl clis1,trlction b,~t,wo"n mof.lc:)n nnel 
emotion in his art. . ~ 

'. 27 
Bergsi.rôm, ;·Rembr·ondf,' s Doub 1e- Pf>rt,rn i t~," p. 145. 
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artist~s angular and-bpen pin-wheel configuration. Picasso 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 cri ticized. 

8}L.~relocating the scene in a studio and by includiptt the 

Rembrandt' s painting in terms that reflect Picasso' s concern 

with the process of art-makin~ and the complex ident~ty of the 

ar;t"ist- and the work he creates. 

Painti,ng as the Subject of Art 

'. 

and the souree of its appeal to Picasso~ it i6 appropriate to 
t 

examine Picasso's H§mQ~andt ~ng §~~~i~ more closely (pl. 87). 

are 

The multiple roles assumed by Rembrandt" s la~hing . artist 

-recapitulated br Picasso who S'-!1peri~~o~ two simultanp,ous' 

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 flusbed. cheek, and an intense 

expression. Thick, wavy brown hair 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 bushy 

eyebrows~ flushed cheeks, mustache, and beard. However, unlike 
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the profile, the face looking outward is pale, the skin is 

white, the cheeks and outlines of the head are light. and the 

hair is now thinlY'outlined and faded yellow. This full-fnce 

artist does not carry the same presence or levei of reality as 

his dynamic profiled counterpart. The distinction between the 

two identities of the artist has been suggested by Jean 

1>utherland Boggs who identified the frontal view as "Rembrandt' s 

bearded. \~ove-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 stylistic treatment of the three figures in the work 

(profile artist, !ID fa.Q~ painter, and mode1) will distinguish 

and possibly disentangle their multIple relationships: 

-
The Outward Facing Artist: The front~l painter with tho 

blond hair/I't seems to be somewhat behind the profi 100 ono due -to 

the faintness of colour and contour wi th which he is describcd. 

An equally indistinct line connects his neck and shouldors to 

the dominant artist's painting hands. ,'fhus both artists :;hnrn in 
\ 

the same net of painting. The bod~ of thn fair pnintor 1:'; 

.. 
-jaguely suggested by the Pille white path which nxtonds downwnrd 

into the darkly clad fiaure. Thi!:i i~ p/lrtic.IJlarly OVldrmL on tho 

28 
BOfiU!S, "Tbe Last Thirty Yoars," p. 235. Fur a s1,uc!y of 

the Zeus-l ike character of thH art iot in Th!, V911uJ:1! S",i-t,) 000: 

Coste) 10, rj,Çf}5~Q':S '{Qllnr:ti ~Iüt(:, pp. 47 ff. 
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side containing the booted kicking foot and 'the painting arm 
-

which a1so emanate from it. In this way, the blond artist 

simuÎtaneously is overlapped by and merges with the dark haired 

profiled painter. (~/ 
The artist with the blond hair is also linked\to the Saskia 

pointiJg hand May be " figure in t'Wo ways. First, the arm with the 

read as belonging to bath the model and the fair artist. It 

could be Saskia's left arm and hand which extends behind the 

dual artists' head ta point to the unfinished canvas on the 

easel. p However, the arm of the painting hand is also associàted 

with the pale artist where it continues the outlines of his 

cheek and jaw so that her hand 'grows' out of his head. In this 

way (within the realm of Picasso-like distortions)' the arm and 

painting hand relate to the faintly outlined, blond artist. 

Second, both the blond painter and the Saskia-figure look 

outward. This is in contrast to the profiled artist who 

concentrates on the canvas. The two outwardly l?oking figures 

acknowledge the presence of the spectator. In this'manner, the 
" 

Saskia-figure and the are 

Rembrandt and Saskia in the seventeenth-century Dresden ·~w,àrk. 

The characters in both paintings confrant the viewer .... 

Due to these similarities, the artist with the blond· hair-

and the stiffly posed model may be identified as Rembrandt. and 

Saskia. However, as shall be seen, they are not ~he <real' 

figures, but are a .. painted representation of the couple ln 

The Profiled Artist: The centrally placed profiled artist 
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reflects aspects of bath Rembrandt the painter, and Rembrandt 

the cavalier. He is attired in a black morning suit completff 

with 'tails'. As such, he may be interpreted as a twentieth-

century equivalent to Rembrandt's luxuriously dressed cavalier. 

The forms of the painter with 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 ta embrace 

'Saskia', while trying ta hold on ta his brush and palette. He 

cannat do bath. This arm does not encjrcle 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 wi th his other hand. li is lerl" a l sa ox tend 

--in contrary directions. On the left they Torrn B blflGk an,.N] ar 

lap on which the model sits. On the right, possibly a thlrd lea 

ex:tends out of his shouldcrs and vigorously kicks toward the 

canvas. 
'" , ti 

'rwo spatial realms are represerrl,ed in Picasso' s E~mn!:!:!mi1 

!!ng Saski~. Foremost is the studio space which 1S' clearly 

demarcated by the floor boards and the edgc of t,hf wall. Tho 

ather space is that of the painting within t.hn ~aintinl{--1:.ho 

~ 
variation of Rembrandt and Saskia which i s hehind the profi lud 

1 

artist and parallel ,to the picture plllnf-~. The dnrkly clt~d 

profiled figure represcnts t,he arti:;t, sf!llted in front. of, und 

interacting with, the paintr-:ci f()rm~; of 'Ik:mbrllndt,' and 'Sn~;kill' 

behind him. He links the studio in which he opcrntos with the 

paintirJg of Rembrandt and Sa~kia on which be workd . 
. 

The reading of this background plano i:J nided by the 
~ 

treatment aï the l ight. A yellow hue wi1~h faint, 1 in,f!f: emanntinl{ 
If' 
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fram within indicates.a glowing illumination which permeates the 

twentieth-century variation of Rembrandt' s Self-Portrait. 

Picasso associates the radiant yellow hue with Rembrandt's 

unique golden light. In a 1971 drawing and collage of Rembrandt 

~nd hi§ MQdel, Picasso required a particular yellow flower to 
29 

"tint in a golden light around the head of Rembrandt." 

Picasso's Rembrandt and S~§kia refers to two types of 

illusion. It 1S a painting within a painting. The profiled 

artist is the painter ~in the studio struggling ta create the 

variation of Re~Q~aQdt ~ng S~§~i~/on 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 the surface on which the artist works, representing the 

process he enacts. Secondly, it becomes the finished product--

the Rembrandt and Saskia painting turned paraI leI to the picture 

plane. The painting hand attempts to clarify this double 

rèpresentation, 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 Modal: Just as Saskia in Rembrandt' s 

plays 'the multiple raIes of model, wife, and companion ÇMID 

, 
29 

Brassai, "Picasso' s Great Age Seems only ta Stir up 
Demons Within," Ne~ York Times Magazi!!~, (24 October 1971), p. 
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 Ieaf of Brassai's own copy of his ~QnY§rsation~ 
~vec Picasso (the French edition of Picasso ~d QQ~~). 
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lover, 50 does the blue nude in Picasso l s variation. This is 

further supported by the similarity in appearance which has been 

observed between the Saskia figure and Picasso' s own wife and 
30-

model, Jacqueline. 

'J.'he . forros of the Saskia-model derive froID Rembrandt' s 

painting and reveal her meaning. Picasso first points out 

·similarities between Rembrandt's conception and his own formaI 

inventions. The Dutch master' s treatment of Saskia cantains 

distortions of form which are startling in their anticipation of 

Picasso's twentietb-century style. The seventeenth-century 

Saskia is twisted wi th her back ta the viewer and her hcad 

rotated -180 deg-rees ta stare at the imagi,ned specta tor ] n Tl WllY 

31 
that bas been described as .. anatomically impos8 ibIe" (pl. Bn). 

Picasso characteristically restates Snskiu'G twis-Le<i 

position by combining front view, that is face arui breusLs, with 

a rear glimpse of her seated buttocks (pL 87). In~ thi~; WTlY the 

observer is at once canfronted by her, J'et i~~ also clearly made 

to understand her pos i T,ion seated on the anis t' s l ap. IIownver. 

Picasso's Saskia does not quite come ioto contuct with the 

artist, for ber forms arc squared off in the manner of a pllst.ed-
f 

on collage. She appears to be seated on hi~ knec, but dOCG not 

actually do so. This ambiguity adds ~;j[{nifiGlln1/1y ta the 

iconographical complexity of hor raIe. 

30 
Boggs, "The Last Thirty Year:;," p. 235. Soe 1l1GO 

Appendix l of thü:; dissertation: Picas~;o and Hi:; Modeb. 
~1 

This observation was made in 1902, beforo Picu!.,niO bHl!un 
his experiments in forro. Bergstr6m, "Rembrand t' G Doublc-
Portrait, .. p. 143, quoting Neumann. Hmd~I:~Ul<.lt, 'p. 212. 
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Picasso's cSaskia' is given the drinking-vessel with which 

Rembrandt's artist gaily toasts the spectator. 'Another glass, 

less clear, is suggested behind the artist' s painting hand. This 

glass is vague. in shape,. created not by specifie forms, but by 
32 

an analogy of shapes. 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 action is performed by the woman. She 

communicates with the spectator' by extending the drink forward 

from her imaginary picture pl?e toward the-----actual picture 

plane. Her gesture is matched \bY her direct outward gaze and 

echoed b~ the <glass-within-the-hand' of the blond Rembrandt 

figure. 

32 
This analogy of shapes is typical of Picasso's r~forming 

of visual metaphors, as examined in Albert EIsen, "Surprise, 
Invention, Economy in the Sculpture of Picasso," Artforum, VI 
(November 1967), p. 22, "Picasso has a great eye for analogies, 
or "metaphors, " as he puts it. He has an exceptional faculty for 
maki'ng associations between the structures of things." EIsen, p. 
20, acertains Picasso' s belief that "Hardening of the categories 
produces art disease." EIsen repeats Picasso' s statement fn 
Gilot, 1ii~ ~ith Ei.Q~§'§Q, p. 298: 

,/ 

"r am out to fool the mind rather than the 
eye ... l take the old metaphor, make it work 
in the opposite direction and give it a new 
lease on life ... the form of the metaphor may 
be worn out or broken, but l take it and use 
it in 5uch an unexpected way that it arouses 
new emotion in the mind of the viewer, 
because it momentarily disturbs his customary 
way of identifying and defining what he 
sees. Il 
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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, âs tSaskia' stretches farward, she entangles 

herself with the artist--reaching beneath and crossing under his 

out-stretched arm. In daing so she projects herself into the 

space of the profiled artist and is transformoo into the 

artist ~ s model. In this way the nude in Picasso's painting 

assumes a double role as tSaskia' coupled with the Hembrandt-

figure, and as tThe model' linked with the profiled artist. 
1 

Pioasso, Ingres, and Rembrandt 

The suggestion of the artist-lover and the model-mistresu 

painting 

with another told master' work: J.A.D. 
33 

Rruü:Hml ~mg L~ EQ1;:nm;:in~ (pl. - 91). 

Ingres' 1840 

Picasso thus 

broadens his links wi th the past embracing not on ly Rembrandt, 
" 

but also Ingres and Raphael. While his lonl!-stnnding inte[.!,-)c-Liun 
34 

with the art of Ingres has been clèarly documented, Picasso 

33 
Ingres made several versions of -t,his paini,inu. 

extending from 1814 to the 1860s. The 1840 interprotation 
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 ta PicaGso's MQmQK~ngt YD9 
S~~ki~. For fi survey of Ingres' numorous renderings of R~EbgQl 
~!'U! L~ EQ!:Darin!! and of their significance see:: Eldon N. Van 
Liere. "Ingres' 'Raphael and The Fornarina': Reverence and 
Testimony," 6rt§ Mm~~~in~, LVI (December 1981). pp. 108-115. 

34 
The engagement of Ingres' art early in Pic8sso's Q~YYr~ 

206 



_. CHAPTER SEVEN 

also felt a correspondence between his own ~genius~ 

Raphael' s, as Gertrude Stein recalls: 

"Picasso said to me once wi th a good deal of 
bitterness, they say l can draw as weJI as 

. Raphael and probably they are right, perhaps 
l do draw better but if l can draw~as weIl as 
Raphael l have at least the right to choose 
my way and they should recognize it ...... 35 

and 

Ingres' painting. shares certain elements with Picasso's 
36 

Rembr!!ndt gnd .s!!ski~ (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 

placement of a completed painting behind artist and model. The 
1 

divisions of the artist ln Picasso's work is 

is documented in Michael Marrinan, "Picasso as an t Ingres' 'Young 
Cubist," 121!Klingt.Qn M~@zine, CXIX (November 1977). pp. 756-763. 
Robert Rosenb lum, J.§.çm=~!Jg1!~:t.§=D.QmiDi.9!!.ê IngIes, (New York: 
1967). p. 48. also identifies Picasso's translation of Ingres' 
"extravagant anatomical distortions into vehicles of an 
expressive drama ...... 

See Chapter One, note 4, for references to the literature 
on the influence of Ingres on Picasso' s • classical' style. 
However, the eontradictatory nature of Ingres' art that also 
embraces hieratie and conceptual traditions would have furthered 
Picasso's interest. For this aspect of Ingres' see: Michael Paul 
Driskel, "Ieon and Narrative in the Art of Ingres," ~.d:!§. 

M~~~zin~. LVI (December 1981), pp. 100-107. 
35 

Gertrude Stein, rica~§Q, (1938, rpt. Boston: 1959) p. 
16. Further examples of Picasso's comparison with Raphael are 
gi ven in Leo Steinberg, .. A Working Equation or--Picasso in the' 
Homestretch, .. Print ~ollector~§ N.ê~~.l~t:t.êK, - III (November­
December 1972), p. 105, note 4. 

36 
The connection between Pieasso's Rembrandt and Saskia 

and Ingres' Eg:Qh~fÜ .1;!nd L~ 11:Qm~Ki!H! is-suggestJd--by --Jean 
Sutherland Boggs, "The Last Thirty Years," p. 271, note 148, 
and repeated in Cohen, "Picasso' s Exploration oÏ Rembrandt' s 
Art," p. 120. It is furlher stated by Anita Coles Castello, 
°PicassQ~ Vollard Suite, pp. 91 ÏÏ. 
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4 
anticipated by Ingres ~ lighting which èlivides 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 R~mQt~ngt ~n~ ~~~ki~ is not 

unlikely considering the fact that he again borrowed from this 
37 

work five years later. However, bqth Rembrandt's and Ingres' 

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 in 

Ingres' E~Ehael ~Qg La Forn~];:in~ forms the basis of an 

interpretation of,Picasso's E~mQr~Dgt §QQ Sa~ki~ by Anita Coles 
38 

Castello. 

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 

~Placement of the model on one side of the canvas and the art1.ork 

on the opposité, Costello sees the image as that of a "sexulllY 

37 
Ingres' E~Eha~l ~ng L~ EQKn~riD~ lS likely the impetus 

for 'a group of·twenty-two etchings, nos. 296-317, in Picasso's 
~yite ~11, created between August 29 and September 8, 1968. See 
Schi~f "Suite 347: Painting as an Act of Love," p. 167, C links 
thes~ etchings to r:icasso' s "gratification in painting" and ta 
·Ingres' canvas. This opinion is accepted as a "suggestive lead" 
by Leb Steinberg, "Picasso in the Homestretch," p. 102. 
- ~ohen, "Picasso' s Exploration of Rembrandt' sArt," p. 120, 
contepds that Picasso again rcworked Rembrandt's ~~lf=~Qt~r~it 
with p~ki~ in two paintings of 1967, transforming it into the 
imag , of a musketeer with a woman on bis lap. 

J38 
! Coste Il 0 , Pi 2.§§f!Q':.§! YQl1.ê!:ç! ~~.it~, pp . 91 f f . 
'39 

. .Ibid., p. 93. 
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alluring modeL competing witb a work of art for 
40 

attention--and losing ...... The gesture of tbe 

an artist~s 

model • s 1eft 

hand 'is interpreted as pointing "accusing1y at the offending 
41 

canvas" " and the glass sbe bolds in her other 'band is seen as 
42 

a symbol of sensual pleasures. 

Costello may be correct in viewing Picasso· s painting as a 

representation of a conflict, but only a~ the dictionary 

defini tian of tbe term stresses the process and uncertainty of 

the outcome of a given situatïon. 

-
Saskia does not represent canf~icting d~mands of love and art. 

Rather, one supports the other--but not in the manner suggested 

by Castello. Recent study discloses that Ingres' interpretatian 

of Raphael and La Fornarina· s relationship daes not ,reflect a 

choice between life and art, but "that the pleasu:res "of reality 
43 

are a means to the creative end wi th its stamp of the divine." 

Picasso' s B~!!!Qrang:t {lm! S.ê.§ki~ do es not depict love-making. 

The artist tries unsuccessfully to grasp the mode!. Ber reponse 

is two-fold. She -redirects him back to work with her firm 

gesture while presenting him with a refreshment. Instead of 
1 

40 
CO,stella, ficas.§~.§ Y.QllaKd Sui:te" p. 95. 

41 

42 
l:Qig., p. 94. The drinking vessel in Rembrandt' s ~elf­

E.Q~~~i:t ~ith ~~.§ki~ is interpreted according ta Netherlandish 
tradition recounted in Bergstrôm, "Rembrandt' s Double-Portrait," 
p. 163, as a symbol of gylf!, or intemperance. 

43 
Eldon N. Van Liere, "Ingres' ~Raphael' and 

Fornarina" : Reverence and Testimony," lH:t:â M~ine, 
(December 1981), p. 109. 

) 
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luring the artist away from his oreative activities, the model 

induces him toward it~Her po~nting finger indicates that she is 
-

the stimulus to the process of art-making. The model' s roIe 
, 

urging the artist to work is reiterated by the beverage she 

offers. 

cheeks, 
44 

bend. 

between 
/ 

Its potent effects are evident in the painter's flushed 

and in the force which his dabs cause the 
\ 

Might the prominence of the drink also state 

the vessel the model hands the artist 
45 

1 
canvas to 

an analof~Y 

and her 

inspirational function as a vessel of creativity? 
.r 

Traditionally, the frenzied state which stimulated. the 

creative imagination was induced by the ingestion of an 

intoxicant--usually wine, due to ilts Dionysian assoeiations. The 

inspirational potential of this drink is made expliciL by the 

point of contact between the artist,'s mouth and the lips o:f the 

Rembrandt-figure. The profiled a,rtist' slips are sI ightly pnrted. 

"and" coibcide with those of the full-faced artist. However, the 

sign-like shape at this juncture does not appear to be lips but 

" instead repeats the spermatozoon sian alr1eady associatcd wil,h 

44 i 

The bent cenvas motif is&also considered in Chapter Six. 
45 

, Van Liere, "Ingres' 'Raphael and The -Fornarina}: 
Reverence and Test imony." p. 114. acerta i9s that i t was th i s 
aspeot of Raphael' s relatio~ship with La Fornarina which wns 
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 it was the artist--­
who transformed [his mistress] into the divine imaf1e df Mary who 
became the vessel for God's plan to create the mearis of man's 
salvation achieving immortality." 
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~ 46 o 
~ 

thè artist (see figure 6-2). Picasso ~ses, this sperm sign to 

-sta;te tbat for this artist~ the "presence of' woman was equally 

indispens'iblt
f 

to the, prc;icess 'of art-making as .she is to 
47 

.procreation. 
, 0 

~ The relationship between the living artist and the 
\ 

haired R.embrandt-ffg\Îre is made clear. A uôiôn bas 

The past impregnates the present; 
, 

golden 

occurred 

the between theJD. 

~l"t f Sl.ml. arl. y 0 their 'appea~ance~ and their joined forms. The" 
"-

( 

dynamic p~o~ess of creativity is~given visual ~ression. The 
, .. 

1 artist 'absorbs "influences 'which' {as the word is defined} 
f9 

~~terà~\r f16~ in. Picasso~s artist does not laugh or smile like 

ei ther. Rembrand~' S 'or Ingres ~ , 
~ 

seriousness o~ his tasI{. 

painters, indicating 

The resolute pttaracter,of Picasso's Rembrandt andSas~îa is 
---~----- '" 

,0 

d~e <, to 1 ah whose of the presence is spectator, awareness 
, 

sugge~ed b1 tne{outward gaze, of the blond a~tist and the overt 

stare of tqe' mistress-m'Odel. An interest in the viewer is 

cha~acteristic ~f'botp Saskia in Rembrandt'sOS~lf-PQrtrai~, and 
.. .0 

of La Fornarina-in Ingres' painting. 'Picasso 'also directs the 

model's ga~e o~tward estaolishing her connection with a line of 

46 

47 
See the di~cussion of this sperm-shape in Chapter Six . . 
This may also have been apparent to Ingres. Van Liere, 

"Ingres' tRaphael. and The Fornarina'," p. 111, sees in Ingres~ 
painting, an inextricable mix of "Raphael, creativi'ty, divinity, 
woman~ inspiration, and the, profane. " cHe repeats that "for 
Ingres, the female was an essential part of the artistic process 
of creativity just as ~he is'for man an essential part in the 
prbcess oÏ procreation ... 
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48 
sexually dominant women. This confrontation also acknowledges 

a cQgnizance with the beholder-on the other side of the picture 
49 

plane identified with this series. This consciousness 

significantly '-represedts an appeal to the observer to partake 

in the ongoing process depicted. 

Picasso' s H~ml?~ng:t- mlQ ~~ski.Q restates the' multiple 

identities a~d levels of reality inherent in the Dut oh 
L 

seventeenth-century painting. Superimposed on, Rembrandt's 

conceit is Picasso's awn. The conception of Picasso's canvas is , ~ 

directed 

art, and 

1 

at the cbnfrontation between his own painting, works 6f . 
50 

the'subject of art. / 

Picasso thus introduces an ancient consideration into the 

artistîc ac~. This is the idea of ~gmy!~~iQ -- a competing with, 
. 51 

and ultimately surpassing an admired model. It is a rivalry 

48 
lb.!g., p. 115, note 5, obscrvs a similarity between La 

Fornarina and the nude in Manet's ~~j~yg~~ âY~ l~b~~b~, both of 
which 'place their interest in the spectator while their 
companians seen disinterested. 

49 
On the rapport with the beholder in the nrtist and model 

paintings, see Chapters Five and Six. 
50 

o Rosalind Krauss, "Re-Presenting Picasso." ôrt in 
~mê~iç~, LXVIII (December 1980), pp. 92-93, raises tho paradox 
qf Picasso's career: Picasso, the inventor of a style dü;placed 
by Picasso, the consumer of many styles. 

51 
Ed. de Jonrlh, ··Tbe Spur of Wi t," pp. 5'1--50. Tho ancicn~ 

history af gç!!HJ1~1'!Q, is traccd ta the Roman historian, Valleis 
Paterculus. In the ltalian Renaissance, the influential 
human:tst, Leon Battista i\lbert~i, oncnuraged Ilrti:.>t;; to prncticc 
free c0mpetition. See Anthony Blunt, Ô~l~tiç Tb~ur~ in Itnl~L 
l~§O-l§OO, (1940; rpt. Oxford, London, and New York: 1973), pp. 
15-22. 
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past, 1n or er to assert b1S own place in history. 

Picasso perpetuates, a long-standing tradition, emulating 

Rembrandt 'and Ingres--just as both had previously done to 
52 

Raphael .. 
1 

, 1 

Furthermore, Picasso restates the ancient injunction that 

1S also the basis of his art: that of recalling history while 

es~abli~ing 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 p~st:. 

52 

53 

"Emulation is the spur of wit; 
envy, sometimes admiration, 
endeav'ors." 53 .r. 

. , 
</ 

and sometimes 
quickens our 

De Jongh, "The Spur of Wit.·· p. 54. 

Quated in De Jongh. "The Spur of Wit," p. 58 . 

./ 
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THE lMAGIBY OF ARTISTIC ~TION: . 
FERTILITY, PROCREATION, AND DESTRUCTION 

The confrontation between art and r~ality, and the artist 
0/1 

and his image is intensified by the positioning of the figures 

on opposite sides of the canvas. This results in the tbalanced 
1 

rhyming' of male painter an~ female nude. Picasso probably 

retained this antithetical format because it -containod the 

polarity 
2 

reality. 

necessary for the erotic games between appearant~es and 
/ 

1 

The opposition of the artist and model is the basis of tho 
, 

composition. This is enhanced by ,thel amorous interplay 

transmitted through thè schematic and ero~ic gQ~Rlo çnt~nrltP:~ in 
3 

which separate parts of their bodies are confil1ured. These 

1 
William Darr, "Images of Eros and Thanat.os in Picasso' s' 

'Guernica," ~rt JQ!d.I:n~.L XXV (Summer 1966). p. 342. con tends tbat 
tPicasso~s applica~ion of the classical devicu of balanced 
rhyming is not used to picture single aQd simple oppositions 
with fixed meanings, but to enlarge the ambiauities of Picasso's 
ant i th es es . 

2 
See Miohel Lei ris, "The Artist und His Model." in ri~m:;fi9 

in R~t~Q~~çt, pp. 255 and 258. 
3 

As considered throughout this d,isserat~ion, 
connection between art-making and love-making is fundam~ntal 
the artist and model theme. The latter erotic clement 
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sexual images stress process rather than completion, signaling 
4 

the internaI motion fu~damental.to the making of aft. Like any 

other change, this metamorphosis prod4ces what Dore Ashton 

claims is "the precarious moment of equilibrium in which the 

mobile life of forros and the changing world meet for a moment in 
5 

a t stop' ... 

Penrose has identified the artist and model theme i~ 

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 lS summa:cized in Murielle Gagnebin, "Erotique de 
Picasso," E~E!:ït N.S. l (January 1982), pp. 71-75. The union of 
art and love continues throughout Picassq's Q~uv!,:~ to his last 
years, evident in the ~~it~ ~1I of 1~68, discussed in Schiff, 
"Painting as an Act of Love," rpt. in PicasâQ in Per~ective, 
pp. 163-167; and Leo Steinberg, "A Working equation or--Picasso 
in the Homestretch," E!:i:nt Ç.Qllg.QtQr~§ Ng~§lettg!,:, III 
(November-December 1972); pp. 102-105. S-teinberg considers, p. 
104, that in Picasso's 1968 etchings of the ~~it§ ~1I 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 f6r example Chapter One, note 54, and Chapter 
Five, note 34. A survey of the application of metamorphosis ta 
Picasso's scultpure is provided in Roland Penrose, Introduction 
to EiQ~âQQ ~Qylpt~!':~ Q~ramiCâL ~!':~hiQ ~Q!:kâ, exhibition 
catalogue (London: 1967), p. 13 explains that Picasso implies 
reality can only be satisfactorily stated by paradox which in 
Picasso's view is 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 equilibrium: 

5· 

"1 want to draw the spirit in a direction to 
which it is not accustomed and to awaken it." 

Dore Ashton, " tA 1 Mobile Life in a Changing World': 
Metamorphosis as an Artistic Principle," in f1 Reading Qi Modern 
Art, (Cleveland, Ohio: 1969), p. 78. 
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6 
creation, the pa inting ... In the 1963 artist and model 

.~ 

~ . paintings, sexual imagery assumes three principle forms: fertile 

/ 

allusions, symbolic co~ulation, and signs. This chapter will 

examine the significance promoted by the sexual imagery, 

particularly in relation to the implications manifest in the act 

of art-making. 

The nude in this artist and model series embraces art. 

nature, and myth. She is a complex figure wi th an equally 

complex relationship with the other elements in the si,udio. In 

most works she is devoid of facial expression, revealing a 

detatchement, and often. an abandon. Ber tones are eit,her green 

or plaster white, ber torso presented in Picasso's usual twisted 

multi-angled view. 1 

The female anatomy is described witb the most elemental 

means. Each of her nipples is a dot. Ber breasts are rO\ltlb 
~ 

circuler formations, ber nevel is anothcr point, but;,ocl<s are 

revealed by a chesm, 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: 

6 

"What is necessary, 1S ta oame things. They 
must be called by their name. l name the eye. 
l name the foot. l name my dog's hend on 
someone's knees. l name the knees ... To name. 
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That's aIl. That's enough .... 1 don't know 
wbether l am making myself understood when l 
say 'name". Give a name to. Do you remember 
Eluard's poem. Liberté? 'Pour te nommer, 
Liberté.' ' .... 1 am born to know you/ To name 
you/ Liberty .... • He named it. That's what 
one must do." 7 

Tbrough the process of identifying each salient element. Picasso 

felt he could bring the reality of the woman closer -to the 

vièwer's experience. enhancing the participation of the 

spectator in the creative process so that the experience of her 

may be recreated each time the completed canvas was later 

observed. ' 

"What is necessary is that the fellow who 
looks at the canvas should have at hand 
every"thing he may neèd: ... you must be sure i t" s 
aIl there tQr him. Then he'll put everything 
in place with his own eyes." 8 

1 

The ,model's representation as nature or reality may seem 

puzz~ing 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 only 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, fica§§o: Wome~, p. 45. 

8 
lQig. p. 120. Compare this statement with other 

assertions made by Picasso. as quoted in Chapter Five, notes 27 
1 

and 45. 
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9 
hate to leave behind us when we die." Placed. in a studio 

opposite an artist working, the model represents the resl. 

living woman posing before the artist, as Picasso repeated: 

a picture that would incorporate itself inta 
reality .... The opposite of a photograph .... A 
painting that contained everything of [a 
particular] woman and yet would not look like 
anything knpwn about her." 1 0 

On another level the model doubles as a painted image 
11 

within Picasso's painting. This union of reality and illu~ion 

creates evocative images that have the potential for ft 

synergistic effect. Eaeh compounds the meaning of the at.her; 

their cumulative effect is greater than te alon", 

Probing more decply, the mythical sienificance of-t,be imaE1,e 

of the reclining nude was evident to Picasso who hud a 

fascination with fertility figures. The model's schematic 

treatment is similar to these prehistoric goddesses. Both are 

often characterized by fi diminished and feai.urnl e!";ri tH'rtd, 

9 • 
Quoted in Penrose, ~iQ~~~Q~ Ili§ Liiçl ~Dd ~~Yrk, 

The originàl statement was publ ished in YflJ;YQ, VIII, No. 
10 

p. 453. 
~9-30. 

Schiff, Eiç~~~Q~ .Th~ r!~~t~ Yfl~!'f!., p. 25, quo1~inl! Hl:Hme 
Parmelin, Vo~~g~ gQ PiQ~§§Q, (Paris: 1980), p. 82. 

11 
Robert Rosenblum, The Unit y of Picasso," r!!nil:!nn 

H~i~~, XXIV (Fall 1957), pp. 592-596. Rosenblum considers, p. 
595, Picasso's varied pict.orial Inogtwl!es, not.inlt 't.hat 
"pictorial menns are as reni as pictorial ends" and thnt 
Picasso' s post-cubist Q~YYK~ "assert.s the fundamcnt.ally 
arlificinl nature of a work of art as opposcd ta the cxternnl 
reality it describes." See Chapters Four, Five, und Saven for 
further instances of this blurring of the distinction between 
real and painted images. 
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12 
enlarged. hips, abdomen, and breasts. 

4 13 
Picasso had long admired 

these archetypal forms. He even acquired a cast of one of 
14 

which Brassai described as a: 

"primordial fecundity goddess, quintessence 
of feminine forms, whose flesh as if created 
by man's des ire seems ta proliferate from 
around an inner kernel." 15 

Picasso seems to acknowledge~the magic associated with these 

fecund images. An essentiai part of this primitive belief are 

the schematic forms which, like most prehistoric artifacts, are 

endowerl with a symbolic permanence. The features of their 

swelling bodies are given a summary treatment in order to 
16 

suggest human, animal, and vegetal productivity. 
( 

12 
Lydia Gasman, M~~t~~L Mggig QTIg Lov~ 

notes that other such figures are also squat 
also Erich Neumann, Th~ ~~~~t MQthQ~~ ~Q 
~t:çh~t:lE~, (Princeton: 1972), pp. 95-97: 

13 

14 

in riçg.§§Q p. 
and pyknic. 
fm~ly~~ü§ Qi 

295 
See 
th~ 

.. Hüg. A,lso, Brassai, EiQ.f!fiSQ ~ng ÇQ.!!lE~!}Y, p. 73; and 
Malreaux, ~iQg§~Q~~ M~~k, p. 124. The Y~n~~ Qi L~'§E~en~ was 
acquired by the Musèe Trocadéro in 1922. It was published in 
L~hrt ViY~nt, XXXIII, (May 1, 1926), p. 327.. According to 
Gasman, ~~t~KYL MggiQ ggQ. LQve in ~iQQâ'§Q, _p. 295, severa! 
issues of this magazine dating from the 1920s and 1930s were 
found in .. Picasso's esta~e. 

15 
Quoted in Brassai, Piç~'§§Q gnQ. ~QmE~nY, p. 73. 

0C'~ Robert Galdwater, "Intellectual Primitivism," in 
Gert Schiff eù., EiQ~~§Q in E~t:§E~ÇtiY~, (Engiewood Cliffs, New 
Jersey: 1976), rp. 42-43. (rpt. from Robert Goldwater, 
~~imitiYi§m in MQg§rg brt, 1938, rev. ed. New York: 1967). 
Robert Goldwater's observations of African sculpture are equally 
applicable to these ferlility iIJljlges which "assert an existence 
to the world in general rather than" to the particular 
spectator." 
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, , 

The attribution of a fertility figure to the model is 

consistent with Picasso's equation of love. 
17 

desire, and 
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," going beyond the productive aspect to embrace the 
19 

primordial idea of the absolute and the unknown. In th,i!7 

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 

1S a pivotaI role in the silent ritual e~acted in the isolatiQn 

of the studio. 

The fertile aspect of the studio activity is relterated 

when the painter and his companion move outdoors in Th~ ~~~i~~ 

(Zervos 

XXIII; 223). The interioT studio with its wood floor, furniture, 

sculpted head, and barred window have been repla~ed by an open 

17 
See Chapter One. Also, Robert Rosenblum, "Picasso and 

the Anatomy of Eroticism." in Theodore Bowie and Cornelia V. 
Christenson, eds., Stugi~§ in EKQtiç ôrt, (New York and London: 
1970), pp. 337-350. 

18 
The concept of the archetype is not far removed from thé 

Surrealist philosophy. See Anna Balakian. ,"Surrcalism and 
Pa inting," in tmg!:~ l}gÇtQD.L M~g'1â Qi. 9!J!:!:ç.~üi~m, (New York: 
1971). especially Chapter X, pp. 148-159. 

19 
Gasman, M::lst~IT..... M~giç ~.m! LQY~ in Eica§§Q, p. ,294, fn. 

1, quoting Neumann, g~~~~ MQtb~!:. pp. 3 and 12. See 8150 E.O. 
James, Tb~ ~ylt Qi tb~ MQtb~!: ggggç§§ in tb~ Hi§tQK::l Qi 
E.êl.iglQD. (London and New York: 1959). 

20 

220 



c 

CHAPTER EIGHT 

landscape (pl. 92). 

TIle scenery is a vista which includes clusters of small 

huts symmetrically enclosing the scene on either side. These 
, 

structures feature arched openings, and pointed roofs. In this 

respect they are like the beach cabanas which dot Picasso's 
21 

erotic seaside work~ of the mid-1920s and later 1930s. The 

complex symbolism of these cabins has peen analyzed by Gasman' 

who concludes that _they embody "the 'mystery' of 'Picasso's 

unconscious ... his sense of alienation" and his "confrontation 
22 

with 'destiny'." 

The contrast between the naturalistically renùered 

structures on the side of the model and -the schematic huts 

behind the artist is noteworthy. An indicator of this 'symbolic' 

association is furthered by the jagged marking on the horizon 

above these buildings which forms a sign pointing directly to 

the pa inter. 1s it possible thnt the'huts represent the artist 

just as the beach cabanas symbolized Picasso about thirty years 
23 r 

earlier? 

21 
These are described in Rosenblum. "Picasso 

Anatomy of Eroticism," pp. 341-346; and the section 
Cabana Series in Gasman, ~st~~ M~gig ~ng LQY~ in 
pp. 7-448. ! 

22 

and the 
on the 

rig~§§Q, 

Gasman, ~§t~~ M~g2Ç gnd LQY~ i~~r2Çg§~Q, p. 266, 
states that when a female is presented in conjunction with the 
hut, the image may be interpreted "as the nbode of its female 
guardian which, on a mythical level, embodies Picasso's concept 
of 'the woman' as fate." 

23 
IQ2g., pp. 273-277, provides a clear example of 

Picasso's self-identity with these structures. Gasman cites 
Picasso's 1927 Wom~n ~cr~~ming ~ng CaQin, showing Picasso's 
wife, Olga, projecting her anger toward the cabin by shouting at 
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1 
1 

Opposite the black figure of the. artist, the model lies 

supine b~neath a fruit tree. The shape of her b~easts is 

analogous with the round fruit in the tree. Picasso invites 

comparison between her forms and nature's own. Su'ch a pairing 

has a long 

associations of 

tradition 
24 

both. 

equating the fertile and erotic 

~s weIl, the apparition of a nudc 

reclining before a fertile panoramlC landscape merges the 
- - 25 

feminine forms with suggestions of fertility. She appears to 
, 

be of the same 'essence to the scené as the tree or huts.- Indeed, 
1 

the nude's alternating red and green contours join her with the 

verdant fields and red buildings. 

The tree plays a further role as a mctaphor of artistic 

it, in the same way she behaved with the artist. This scene of 
the bitter disintegration of Picasso and Olga's marriage is 
confirmed by the acoounts of Olp,a's compulsive screaming a~ ~ 
Picasso as in Gilot, Lif§ ~itb Eiç§§§Q. pp. 196-199, and 2~1. 

Numerous studies on Picasso symbolism and imagery reveal 
his prèdi leotion to use al ter-cCm; for hi S own idcnLi -t.y. ~)ee fqr 
exampJe Chapter Two, notes 68, 69. See also, (or cxample', 
Cos,tc 110 J r i csH!§Q~~ ~YQll!!n! ~~itg~; 1 pp. 1 4 f f., and I?.m!~i!fJ; und 
Beryl· Barr-Sharrar, "Early 'Autobiographical lmaf!cry," pp. 516-
533. However, mueh work remains to be done in chartinl! these 
patterns of Picàsso's imagery. 

24 
This is surveyed in Linda Nochlin, "Ero"ticism and l'emale 

Imagery in Nineteenth-Century Art," in Thomas il. Bess and Linda 
Nochlin, eds., ~Q~~n ~~ ~g~ QQjgçt~ ~t~QiQ~ in ~rQtic ~r1~~7~Q= 
l~1Q, (New York and London: 1912). 

25 
The tradition of the reclining nude was revivcd in the 

Renaissance but reaches back to antiquity. The nineteenth­
century revival of this subject 15 traced in Beat.rice Farwoll. 
M~~~ ~ng ~h~ ~~~~~ ~ ~~~g~ QÎ th~ !QQnQgf~p.hY- QÎ ~h~ ~~gQng 
EmEir~, published Doctoral dissertation, The University of 
California, 1973 (New York: 1981). 
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26 
creativity. lt extends its branches above the nude in a 

protective gesture that is enhanced by the nest-like shelter of 

the long grass around her (pl. 92). The trunk of the tree, like 
., 

the two-toned artists in the artist and model series, is black 

'on one side and white on the other. The tree is an image of the 

painter. It encloses the model and partakes of her fertile 
27", 

imagery in its round 'pods' and upright trunk. The union of 

shaft and circle may be considered an equivalent to the arm and 
28 

palette 

generative 

that together form the penis-shaped sign. '­

aspect of this process is visualize~ in the wa~ 
The 

the 

tree nurtures the model, as the artist does his paintings. This 

procreative quality results in what Picasso referred ta as the 

children which some canvases bear, and which 1n turn, 

off-spring to propagate others: 

26 

p. 118. 
27 

"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. 1 know, in sorne vague 
way, what 1 want, like when l'm about ta 
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 like aIl 
games. l could say: l'm painting my complete 
warks. That's for Zervos' catalogue. But for 
me .... When 1 look at my hand, 1 know it's 

Langston, 

produce 

The treatment of the trees r~dall the palm trees autside 
the window in Picasso's ~têli~K paintings of 1955 and 1956, 
discussed in Chapter Two. ) 

28 
-' Additional consideration of this phailic imagery is 

d given in Chapters Four and Six. 
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fate; it changes as life goes on, - -right? l 
want ta see my-branches grow. That's why l 
started to paint trees; yet l never 'paint 
them -from nature. My trees are IDYself." 
(Emphasis added) 29 

J 

'Th~ hrti§t §Qg Hi§ Moggl iQ § LaQg§ç§Eg of April 28 and May 4 

(II) is a reflection of the very process'Picasso was describing. 

Nature. like the artist's works, multiplies' upon itself. 

Paintings, as he put it: "keep coming and coming!" as his ,own 

"branches grow." 

(c, 

/ Art-Making: Creation and Procreation , r 

For Picasso the act of creation is an act of love: "love 

itsel~ is blind above aIl in the Bct of creation, with its 
30 

unpredictable consequences. This analoŒy is graphJcally 

,demonstrated in the paintings of March 2 (Zervos XXIII; 154-

157). The second canvas of that dat~ establishcs the connection 

between the fërtile 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 (pl. 

93). His buttocks assume a cesticular shape that refers to maie 

genitalia. stating his.unequivocal masculine charactcr. One arm 
,r 

29 . -
Malreaux. 

Langston, ~i§g~is§g 
30 

Piç§ssQ~§ ~~§~. p. _137, quoted also in 
~Q~Ql§ fort~it§ in Eiçg§§Q~§ ~ork, p. 119. 
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-
reaches up to the canvas. The ether assimilates the arm and 

palette into a sihgle form whiçb extends from his torso toward 
'" 

the model: This arm-palette is phallic in shape, transforming 
\ 

the passive 1imb into the image of the artist»s power tbat 

asserts tbe froc:eative character of his avocation. 

The ")two participants are joined in a single bilateral 

scheme. The ~ude lies on her side» head propped up by ber le .... :ft 

arm. Ber legs s~retch forward, overlapping the easel.supports to ' 

rest on 

positioned 

either .side of the artist's arm4Pàlet~, 

sigôificantly a4jacent to ber genitalia. Ait and 

modeloappear to be engaged in a symbolic act of intercourse. 

- The symmetric~l confrontation asserts love as the" tension 
31 . 

of opposites. The sexual posturing reclaims an ancient credo: 
'-) 32--

the union of man and woman is a cre:lti ve act. Leo Steinberg 
~ 

has identified the scheme of two figures aÏ the opposite sex 

placed side by side with the leg of one bridging the thigh of 
• 33 0 

the other~ as the slung-l,eg motif. This gesture is a received 

convention ' of sexual union thdt fuses themes of love» deat~, 
, --------------------31 , 

, Dictionar~ of the'Histo~ gf Ideas, vol. III, pp. 94-95,' 
traces love' s "tension of r opposites" to the 6th century 
philosopher, Heraclitus. 

32 
:Qiçiüon~ o~the Histor-l of Ideas, vol. III, (New York: 

1962). q. v. "Love," pp. 94 ff. ;_ 
33 

Leo Steinberg, "The Metaphors of Love and Birth in­
Michelangelo' s Pietas," in· Theooore Bowiê and Cornelia V~. 
Christenson, eds., Stygi~§ in ErQtiç hrt, (New York and LQndon: 
1970), pp. 231-285. Steinberg, p. 241, points out tbat'although 
this motif may be mistaken as from 'something from nature' it is 
a "common and unmista1;table ~mDol of sexual uniOlI." 

225 

C • 



---------------------------------------------------------------- ---

/ 

_ CHAPTER EIGBT 

34 
and communion. 1 

Picasso' crestes an image that marges the process of art 
---,) ~ 

with t6at of tove (pl. 93). The junction of thighs and knees of 

bath partners is the easel. Its intertwining and juxtaposition 

with the point ,of union mark the crea~ions on the easel as tbcir 
35 \ " 

progeny. The1artist's canvas, a blue vertical, effectively 

divides the picture plane into realms of painter and painting. 
'\ , 

Behind the nude is the white undercont oÏ~he actuEll cunvas, 
) 

furthe~ndicating her statüs as work of art. The model doubles 
l, 

as th~ source of the image and the image itself. As a painting 
1 

she is the off-spring of the artist's fertile endeavour. As 
j 

nature her role 1S of muse, fecund vessel of the artis~'s 

imagination. 

The model' s fer:tile character is expressed by her greon 
36 

hue and leaf-like Iimbs. The equation oÎ the female form> with 

germinating floral forms has been evident in the many canvases 

of Picasso's Sle~~ing HYd.~ of 1931-1932. As Hobert Rosemblum has , 

reflectoo,. the relaxation of consciousnoss induced hy sloep 

34 
Iblg., pp. 244-245, locates the or1g1ns of this motif in 

ancient depictions of the marrlsge of Bacchus and Ariadne. The 
latter, killed by"the love of the god, was rendcred immortal. ne. 
states, p. 246, that Michelangelo . uses Lhis mo~if ~o sienify 
a spiritual marriage. 

35 . 
Ilü.!!., p- 260, mo~if' 

the "thighs, knees, and 
outward tokens of the maternaI womb; the child's 
respect to these members indicates filiation." 

3t3 
• See also Zervos XXIII; 156, and 158-164, for other 
instances of similar -leaf-arms'. 
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37 
transforro~ the figure into a hum an still life. The image of a 

slumbering woman is joined with the artist and model theme in 

Ih~ ~~int~~ of 1934 (pl. 102). The living body of the nude is 

IDUtated into an amalgamation of fruit and foliage. Her limbs 
Q 

resemble, plant stems and stocks, her fingers have become 

proliferating buds. 

In the third Artist ~nd his Mod~ of March 2 the arms of 

the model sprout -Ïrom her torso and unfold ~nto three long, 
38 

graceful leaves (Zervos XXIII; 156). Picasso thus augments the 
39 

/ procreative imagery with "geneDative metaphors" (pl. 94). 
40 

Buman and vegetal fertility are confounded. The lushness of 

37 
Rosenblum, ~'Picasso and the Anatomy of Eroticism," p. 

347. The raIe of colour in the amalgamation of human and plant 
forms is presented in Linda Nochlin, "Picasso' s Colour: Schemes 
and Gambits," ~n in hm~riç~, LXVIII (Decembf}t' 1980), pp. 118-
122. 

38 
This transformation is also seen in Picasso's 1946 

I~mme-El~~~, (Zervos XIV; 167) illustrated in Rubin, Pi~~~so: ~ 
Ret~Q~~çtiyg, p. 394. The process of its creation is described 
in Gilot, Lii~ with Eica~so, pp. 117-120; and analysed by 
Steinberg, in Qth~r ÇIite1:ia, pp. 223-236, and in "Meaning oÏ 
Ugline:is," in fiç~§sQ in ~~rsp'§ctiv~, p. 137. 

3~ . 
The .,term "generative metaphor" is applied by Robert 

Rosenblum in "Picasso and the !matomy of Eroticism," p. 347, to 
denote the correspondence of the burgeoning human anatomy with 

-thê notion of reproduction. Rosenblum, pp. 347-348, clarifies 
this term in his description of Picasso's ~~§~Eing ~~g~ of 1932: 

40 

a philodendron plant ... virtually grows from 
the loins Df the nude sleeper, just as a 
white flower blossoms from her fingers, and 
her blond hair becomes a pun upon a seed that '. é 
appears to be ferlilizing an ovarian breast ... 

Vegetal forros are also applied ta male figures. One of 
the earliest examples is pointed out by Rubin, r~}mi~iyiâm in 
2Qth Centu~~Art, p. 284, who reproduces Picasso~s 1907 charcoal 
portrait of his friend~ Andrè Salmon, in which the arms 
terminate 10 leaf-like forros. L~gston, Disguised Double 
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. 

her growth is the result of the metaphoric love-making between 

artist and model. Their consummation is an artistic type. The 

miraculous off-spring are the artifacts proquced. Common to both 

are the passion and desire which initiate conception. Picasso 

" states the artistic impulses are akin to primeval biological 

forces generating from the same weIl-springs 
41 

impulses. 

,/ 

as sexual 

The inception of creative activity is visualized in Ib~ 
42 

l!rtist and MQ4~l of March 27 (Zervos XXIII; 194). A youthful 
, 

artist concentrates, with drawn brow, on his work (Pl. 95). The 

" white canvas before him is twisted ta face outward showinfJ the 

as yet undecipherable faint outlines of his projected work. The 

fQ~tr~i~§ in fiç~~~Q~§ ~QKk, p. 117, describes Ih§ Qç~l~tQr of 
1931, (Zervos VII; 346), in which the forms of the artist are 
confounded. with the shapes of the phi lodendron: his shoulder 
blades are leaves, his arms tend ri h;, his riE1ht- huml 11 

philodendron leaf, and another leaf represents his gcnita 1 s 
which Langston, p. 118, interprets aS suggcs"ting. phyrücul 
desire. She further cites the analogy of male genitals and le~f 
forms in Picasso's Tb~ fi~ll (VIII and IX) of January 2 und 5, 
1946. 

41 
See Rosenblum, "Picasso and the Imntomy of F.rot,ici~jm ... 

pp. 347-348, discusses several canvascs of the §l~~pi!:}L! !'!!:!(l!~ of 
1931 and 1932 which are "metaphors of procreative mugic and 
energy." Describing the generati ve imagery of Tb!: ttiJ:I:QI: of 
1932, Rosenblum. p. 348, contends: 

42 

"the image reflected in the rnirror l!; not. 
that of the sleeper" s head, b.ut thui~ of her 
buttocks and groin, from Wh1Ch cur]~; forth, 
slong the refleetion of the: ye llow SÜf:d l ikn 
hair. a I1reen stem, as if from a :fertj l i~ed 
seed .... a conception of woman ilS Il virtually 
headless bearer of pulsati.nl! bio1ogicul 
forces. " 

See\ Chapter Nine for a t'urthor inquiry into Picasso' s 
l!~ist ~ng Hi§ Mog~l of March 27, 1963 (Zervos XXIII; 194). 
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tnaturaiistic' appearance of the young man, and the ordinary 

activity depicted, are sharply distinguished from the treatment 

of the nude. 

The model appears to be in a state of formation--like the 

first marks appearing on the 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. Ber incomplete transformation is revealed in the 

distinction between the upper and lower portions of her body. A 

greyish plaster colouring and 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 graduaI conversion from an inanimate state into living 
43 

flesh. 

43 
The infusion of life into art is remniscent of Balzac's 

~hêf ~Qeuy~~ InQQnny discussed in Chapter One. It is also the 
basis of the ancient myth of Pygmalion. Of intorest ta Picasso 
was the version by Ovid {M~t~mQr2hQ§~§, 10:243 ff.}. As 
rec0unted in Ovid, M~t~mQIQhQ§~§, transe R. Humphries, 
(Bloomington, Indiana: 1969), pp. 242-243: 

". " and pygmalion came ... IBack where the 
[statue of Galatea] lay, and lay beside 
her/ ... and felt the ivory softenl Under his 
fingers, as wax grows soft in sunshine,l ... It 
is a body! IThe veins throb under the 
thumb .... The lips he kisses/Are real indeed, 
the ivory girl can feel them,/ And blushes 
and responds, and the eyes open ... " 

Picasso executed a series of etchings in 1930 on Ovid's 
M~~~mQ~hQ§~§. ,See Hirodish, ~i2~§§Q a§ ft ~QQk ~rti§t, pp. 39-
41; and Susan Mayer, "Greco-Roman Iconof{raphy and St y le in 
Picasso' s Illustrations for Ovid' s'Metamorphoses' , .~ ~n§. XXIII 
(June 1979), pp. 130-137. For a historical perspective on the 
impact of the myth of Pygmalion see Kris and Kurz, Lm;t!;mQ, ...... ~b..L 
ftng M~iQ in th~ Im~g~ Qi ~h~ Artist, pp. 12 and ~§§im. 
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The process of, creation enacted on the artist~s canvaS is 

transferred to the nude. The touch of bis brush does not 

actually come in contact with the white canvas. It reaches past 

to a nebulous space between the twisted supports of the oaso1. A 
1 

parailei is stated between the irridescent green pigment thnt 

drips from the top of the easel onto her upper torso and the 

same hue that faiis from the artist' s hrush, animnting tho 

sculpture-model. Both state the origin of ber transformation. 

The aet of painting appears to be the instrument of her 

creation, literally giving her life . 
~) v 

The focal point of artistie activity in Picasso's March 28 

and May 7 6~i~~ ~ng MQ1~l, lies in the creation of the art work 

(Zervos XXIII; 195). The junction of the artist' s fingertips, 
..J / 

brush, and canvas is a bright red 'dot (pl. 96). Its intensit~y is 
, \ 

distinct from .te subdued tonality of the rest of the wo~k. l'he 

appearance of a pure red on the painter's brush is aIl the more 

striking si~ce his palette is entirely grey and no red colour 

can be seen in the vicinity of the mod~l. 

The basic structure of the artist' s figure i s uffirmed by 

the forros in his triangulnr torsa. The middle lcg of the three-

legged staal intersects with the paint,er's round hut~1,ock~.;. 

intp~rating into a phallicjtesticular shapc~ sign thut recuIIs 

the arm-palette-penis dQybl~ ~ntêngI~. 

The figuration of ttie model compliments the . fertile 

allusions in the artist. Her body consists of voluptuous forma, . \ 
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with thick tfingers'on ber right side, tbat are a remnant of 

the leaf-shaped arm of the previous work. Both artist and model 

demonstrate dual natures, and with the 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. 

To summarize, the painting consists of a series of signs 

which may be read, left tp right. The image of the artist 

suggests the potency of his enterprise. His dynamic activity is 

seized by t~e strategie positioning aÏ the vivid red daub at the 

precise point of actualization. Sexua 1 imagery in art 

constitutes an analogy to the cycle aÏ procre~tion in nature: 
44 

desire, fertllization, and growth. 

Art-Making: Creation and Destruction 

1 

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 foundation of 

Picasso's perception of art, truth, and reality. In many 

paÎ'ntings i t is revealed by the anchoring aÏ the bac~ support of 
45 

the easel in ~he model's groin or belly. This is evident, for 

44 
As weIl, these principles are observed in Picasso's ~yg~ 

QQ § ~l~H~k .ÇQ1!QQ of 1932, in Linda Nochlin, "Picasso' s Colour," 
p. 118. 

45 
See also Zervos XXIII: 195-197; 201-206; and 212. In 

, 
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example~ in !he Artist ~!!g His Mod~l (Zervos XXIII; 201) in 

which the leg of the easel' is Iikened to a spike, 

mode!, and transfixing her to the couch (pl. 

impaling 
46 

97) . 

the 

The 

transformation of reality into art is graphically realized by 

the immobilization of its subject. This was also present in 

Picasso~s The Paint~~ of 1934 in which the nude's oouch is an 

aitar slab on which she is stretched prone. Iike an offering to 

be slaughtered (pl. 102). As William Golding observes: 

..... the 
presented 
sense it 

/ 

brutalized femaie form had been 
as a threat to creativity ... in a 
is she who has now become the 

some cases, such as Zervos XXIII; 159 and 203, this phe~omenon 
is subtIe,' yet nevertheles~ qui te discernible. 

46 
The violence of this scen(: is not, as unoxpectcd aG i t 

appears to be. Immediately preceedinl~ and nt times runninl! 
concurrently with the artist and model series, ;:mother series, 
TQ~ R~E~ Qf th~ §QQ.igg ~Q!!!~Q, based on Nicola!. Poussin's two 
versions of the subject and Jacques LOltis David's rcprcsentation 
oÏ the same tbem(~. Picasso conneet'; the two thcmcs throlll1h the 

1 confrontation between male and female liS in a li thograph after a' 
drawing of October 26, 1962 (Zervos XXIII; 33). 

The subject of war is bound wi th the subject of ,art, as in 
a painting of November 4,~,8, 1962 (ZerVos XXIII; 69). In the 
center of the composition, a warrior renernbles the artist-type. 
He wears a red beret and is bearded with lona hllir. In faet, he 
closely resembles the ç~~§Q~~ of Picasso's R~jQ~Q~[B Q~r 
l~erbe, which ini tiated the llrtist and model ser les (sce 
Chapter Three) . Rei terating the connection wi th • art;.' , 1S a 
fallen figure in the foreground who is ;m;.tl(J/{OU~; i~() Lhl: fa lIen 
soldier-stat,ue in Guernica. This fil~ure i:-; view~d in ,:xLreme 
foreshortenin[!', as--i;;-A~~irea Mantel1na's I)!.!ncl Gb.rh;t, (C!.? 1466) 
and i ts descendent, Edouard Manet' s Th~ [h~~'H) T~r:p:srI9r ( UHJ4) . 
The sacrificial deat,h is appropriaLe tJ() (.l bat:.Lle scen'!. H()Wf~VOr, 
its art historieal associations aiso endow j t wi th t.he 
suggestion of another kind of battle, involvinf! art. .. , its vllrious 
modes, and history. Tbcse themes cOillesCI! .in a lat,r!r 1 ithoHraph 
(Block. 1137) in wh:i ch :) 11 the r.harucb:r~ arr.: {!ItLh()r,!(l LoH/~t;.her: 
a male and female nude, a warrior, a Zeu:-;··fi{!urc, and Lhe sellLed 
artist at work at h is ease 1. Sec the cogent remarks in Schiff, 
fiQ~sso~ Th~ L~st Yea~. pp. 13-17. 
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victim, in that her sexuality has so clearly 
been laid out as a sacrifice to the artist's 
gifts." 47 

"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 wi thin the {V' 
48 

(pl. 98). In another ln:t:.ist ~!!g Bi§ MQg~.l painting (Zervos 

XXIII; 211), the back supporting leg is made inta Picassa's 

characteristic sign for generatian (pl. 99). This is a vertical 

8.t.-rer-Jgt:ment of the sperm-like figuration previously associated 
49 

with the artist (see figure 6-2). Another sign also connected 

",ith the artist' s endeavour flo,ats in the 

narrow space between the female's reclining 
50 

form and her couch (see figure 8-1). 

47 

FIGURE 8-1 

John Golding, "Picasso and Surrealism." in riç~§§Q in 
H~t~Q~ect, p. 112-115. 

48 , 
The primitive origins of the V-shaped pictographie 

sign for the vulva bas many sources. See S. Giedion. Th~ Et~!:n~l 
r!:~sent, voL. l (New York: 1902), pp. 173 ff., and vol. II (New 
York: 1959), pp. 85 and 190. A chart illustrating the abstract 
signs for the vul va is reproduced. in Darr, .. Images of Eros and 
Thanatos in Picasso's Guernica," p. 346. 

49 . 
For an examination of the significance of the sperm 

sign, see the the discussion of the 6t~li~~ paintings presented 
in Chapter Two, also Chapter Five. 

50 
The sign illustrated in Figure 8-1 is repeated 

throughout Picasso's Q~~y~g in works connected with .the theme of 
the artist and model. Examples may be found in pIs. 17, 18, and 
115 in this tbesis. 

,; 
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But Eros is 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 uny picture 'lhat was a "sexual 
51 

metaphor ... Indeed, the reclining pose in its allu~ion to the 

prototype, 

"delirious 
52 

death ... 

orgy the first conclusion of the principle of 

~ 

The-dualism oÏ creation and destruction is reveuled in the 

treatment of the nude in the forceful 6rti~t ~nd His MQdel of 

April 8 (II) (Zervos XXIII; 199). The focus is on the model who 

reclines with her arms above her head and legs !';played in a 

position suggestive of sexual intercourse or of traditional 
~ 53 

Western childbirth (pl. lOO). The artist's palette-penis is 

directed toward her expos,ed genitals in a gesture of his 

generative power. 

The model is simul~aneously subjected to opposing 

constructive and destructive forces. As the painter embraces the 

nude within the realm of his ea~el, he figurativeiy destroys 

her. The impact of the impaling easel leg appears devustating. 

51 
p. 253. 

52 
Ries, "Picasso and the My th of the Minotaur." p. 143. 

53 
Similar posit~ions are al~;o found in Zt:rvo:.:; XXJl1; ?Ot, 

203, and 206-212. The umbiguity in di~tinl!lli:;hing sexllal 
interct,urse and childbir-th in visunl rF:prcsentationr-; extends t,o 
prehistoric iID:Jges as weIl. R:lwson, "Early I1i~;tory of St!xttal 
Art," P" 16, rcfh:cts that thü; posit-ion in primitivf! fertility 
images may equally present fi birth or a suggestion of Il ritual 
rebirth, as weIl as a symbol ic' sexual union or "mystic 
coupling ... 

J 
/ 
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Nevertheless paradoxically, 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 extending the height of the artist's canvas, effectively 

dividing the picture plane in half. This separates the canvas 

into the left side, containing the artist, and the right, 

suggesting both the living model and a p~ojection 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 spa ce above the model further subtly states the right side 
54 

as a work in of itself. 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 is my will that takes form 
outside of aIl extrinsic schemes." 55' 

The ' composition possesses a powerful opposi tional 

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 is vevtical, large, angular, and 

powerful. Across from him, the model is horizontal, small, 

54 
A similar phenomenon is described in Chapter Two in 

relation ta [Qmm§ gan~ ~Qt§liQ~, of April 6, 1956 (Zervas XVIL; 
66), pl. 25 in this dissertation. 

55 
Ashton, PiçassQ on Art, p. 60. 

.. 
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56 
rounded, and seemingly helpless. Both are emblematic. On o'['le 

side is the creator; on the other, the unfinished painting to be 

either generated or annihilated. The artist is creator and 

iconoclast. Creation in Pica~so's art is not far removed from 

its opposite, destructive impulses: 

"In the 
towar,d 
brought 
sum of 
sum of 
destroy 

old days a 
complet ion by 
something new. 
additions. In 
destructions 0 

ito" (Emphasis 

picture went forward 
stages. Every day 

A picture used to be a 
IllY oase a pioture is 8 c 

1 do a picture then 1 
added) 51 

This subversive imagery takes on additional meanings in 

Ib~ Arti~t ~ng tli~ MQd~l o~ April 10 and 15 (Zervos XXIII; 207). 
" 

, 
Here too,' the ea~el leg infringeR on the IDedol (pl. 101). On ~hn 

wall above the reclining nude 8 number of figurations. may be 

56 
The term • emblem' is found in sixt,eenth and sevnntoouLh·­

century literature where it expounded on love or sacrcd thcmes. 
Its fornrulae were applied in the vj suaI arts int~o the 
eighteenth-century. See Harold Osborne, ed., Th~ O~forg 
QQmE~niQn tQ Art, (Oxford: 1971), p. 370. 

Robert Melville, "The ji;volution of Uw Double Head in 1.1w 
Art of Picasso," HQ.ri~Qn, VI (November 1912), pp. 31\3 and 34U, 
uses the adjective "emblematic" to describe the transformation 
of a three-dimensional illusionistic treatment of the fnce into , 
multiple interlocking divisions. He further points out, p. 349, 
that this effect may have been an attempt "to oxpress movQmont 
without recourse ta the means so far a-t the dü;posul' of 
painting, but the result is an emblem of a statc of mind rother 
than an interpretation oj;..,. movement, -- a visual egui valont of 

.-/ 

the state of divided'attention." 
Leo Steinberg, "The Philosophical Brothel." pari, ono. 6rt 

M~~~. LXXI (September 1912), p. 23, 81so applios ,the term 
"emblematic" in reference to the position of t.he profiled nudt: 
on th~ right side of Picasso' s L~fl 12~mQ~~~ll~R g~6y.iflnQn: "the 
disconrectedness of the hang that becomes emblematic of ~aximum 
distance." 

57 
Ashton, fig~§~Q Qg Art. p. 38 • 
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interpreted as part of the pattern on the wall paper. However 
1 

,,," 

these forms appear only on her side and not on that of th~ 

artist. The shape of this sign is a vertical 

topped byaQ oval and flanked by two diagonal 

• arms' (see figm:-é 8-2) . 

" FIGURE 8-2 

The appearance of this configuration in other works by 
. 

Picasso endows it with'a specifie and repetitious m~aning. It 
, 

was previous,ly seen in L~têli!~g: drawings of November 1955, also 

superimposed on the studio walls (pIs. 17 and' 18). This is 

similar in position to both Christ in Picasso' s !:;D~.Qiii~i.Qn ' of 
y, 

1930, and the acknow Iedged crucifixion gesture of the central 
58 

figure in Thê Tbr:êê ,Q~nQer~ of 1925. In these works the arms 

" 

are not placed ,horizontally but are elevated into a V-shape. 

PicasS'b appreciated the historical and emotiona-l power inherent-

in this sign: 

The 

"'There is not a greater theme than the 
crucifixion exactly because it's'been done 
for 'more ~han a thous~nd years million~ Qf 
times." 59 

universally acknowledged image 'of suffering and 

sacri,fice associated with the cruéifixion position is proje'cted 

58 
This posture is described in Ronald AIley, riç§§§Q~§ 

Th!:~~ Dance!:~, p. 14-16, and in, Ruth Kaufm'an "Picasso' s 
Crucifixion of 1930," Jhr~li!!g:tQn M.mt§~in~. eXI (September 1969>, 
pp. 553 ff. See also Chapter Two, and Figure,2-1 for Picasso's 
incorporation of this ~ign t6 his At~li~!: paintings ,of the 

'1950s. ' 59 ", 
Ashtpn~ ~ica§§Q Qg ~!::t, p. 35 
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~nto the creative process. 
61 

60 
This symbol of pain foretells 

resurrection and may be' related to the Nietzschean notion 

of 

aÏ 

creation through des"truction, that is a movement toward .. change 
> 62 

and becoming ... It signaIs the' ambivalent and profound 

character . of the artistic process. Viewed through the 

perspective of a theme the ambivalent, and profound 

character of the artistic process. Viewed through the 

pe~sp~ctive 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--

that ,is for his place in history. 

The analogy of àrt-making with sexual imagery tn:rows the 

character of 
! 

the artistic process into sharp relief. It is 

60 
Theodore' Reff, "Themcs of Love and Dea-th in Picasso' s 

Early Work," in R. Penrose and J. Golding, eds., ri2!!§.;!Q .!:.n 
H~trQ~~çt (New York and Washington: 1973), p. 68, observes 
Picasso's has throughout his career choscn the Crucifixion as a 
means "of expressing his own despair or loss. 

61 . 
At various periods in his Q~YYK§, Picasso drew on 

images directly connected with the idea of death. Diverse 
aspects of these are considered by Loo S!;einbcrcr, "Tho Sku] Ir. of 
Picasso, " in' Qth~!: Ç!:.it~Ki!l, pp. 115-124; Mark Rosenthal, 
"Picasso' s "Night ·Fishing at Ant:iJbes: A Meditation on Death," tn:t 

;)2ulletin, LXV (December 1983). pp. 649-657; and TimoU~y fmgl in 
Burgard, "Picasso' s Night Fishing at Antibes: Autobiography, 
Apocalypse, and the Spanish Civil Wnr. "c~rt I3'..!ll~lt.in, LXVIII 
(December 1986). pp. 657-675. 

62 l) Q 

Ron Johm;on, "Les Demoiselles d' /\vi(jnon nnd Di ony~; ian 
Destruction," . lr['t~, LV (Oct.obcr 1980), p. ,9H, pOGtulatt~~~ a 
cOlnmon desire for destruction that is ·a movement toward change 
and becoming in bath Nietzsche and PicaGso. Johnson a1so views, 
p. 100, Pieasso's ana}ol!y of art,istic creation and snxual 
activity as Nietzschean, pointing out, p. 101, the exploGivn 
and destructive chara~ter of NietzGche's concept of creativity~ 

Mark Rosenthal, "The Nietzschean Chnracter of Pl.casso' s 
Early Development," Arts, LV (October 1980), p. 88, further 
observes the fundamental basis of Picasso's art as closely 

238. 
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pictured as a multi-faceted continuum that carries the seeds of 

its own birth, death, and immortality. Picasso so~ght tQ, 

reassert art as a force. Its making is eguated with sexual 

pass ion. The attendant ra'nge of emotions and. intensity of 

feeling is 
li 

transmi tted through" the interco~rse with reality 

fundâmental to,the creation of art. The process of art-making is 

akin ta the motion of life itself. The generative imagery in 

",hicn the creative aét is envisaged'yields an attendant cycle of 

existence: cdhception, birthing, filiation, and finalfy death 
63 

which carries intimations of immortality. There is also a .. 
double meaning to the death envisaged through the lcrucifixion'· 

sign~ This is what Picasso frequently referred to as the tdeath 

of Art' that he sought. He ~esired a rebirthing of painting 

which would endow it with the potency ta shake the soul of the , . 
viewer. This is the power first held by art'and which successive . , 

traditions had diluted: 
1 

• 'i l 

o 

, 63 

"The' paintE:r at his easel was fighting at 
nce aIl the problems of r~ality revised and 

corrected by men .... This time, he' says, we 
must succeed in killing Art.' 

Which means? ... 'To rid painting of 
ev ryth.ing wh ich can 1( impede i ts natura l 

• 

During the years 1930-1933 Picasso concurrently painted 
works on ~he subject of both the Crucifixion (as in Zervos VII; 
287 and VIII; 49-56) and the Sleeping Nude (for instance, Zervos 
VIIi 332 and 377-37~). The Go-existence of thes'e images of death '. 
and fertility is significant. It intimates a serious underlying 
connection in Picasso's mind between these pales of existence. 
For illustrations showing the juxtaposit,ion of these cyclic 
themes, see Rubin, Eic~sso~ ~ H~t~Q~~Qtiy~, pp. 292-302. 

1 This fundamental and paradoxical affini ty is examined in 
Darr, "Images of Eros and Thanatos in Picasso' s Guernica," pp. 
338-346. - .. 
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.' 

expression, everything that is Dot the 
vi~lence of blood, the growing tree, and the 
source itself .... 

He merely 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~ Wom~n, pp. 28-30. 
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THE POWER OF ART 

1 
"The point is, art is subversive," Picasso repeatedly 

2 -~ 

claimed. Whi!e deliberating' on the details of a _certain 

composition, he explained: ' 

"l'm not trying 0 to make this ,first 
proposi ti'on more coherent. Right now l' m 
interested in > making it more disturbinlt. 
After that 1'11 start to construct-but not to 
harmonize; to make it more deeply disturbing, 
~ore subversive .... How can l make it unique­
not .. simply new. but stripped down and 
lacer'ating?" 3 

The last chapter of this s~udy seeks to explore Picasso's 

longheld beliefs on the essential character of art. After 

examining Many facets of the artist and model paintings, it 

1 
Gilot, Life ~itb Eiç~§~Q, p. 191. 

2 
Compare this with Picasso's statement quoted in Barr, 

EiQ~~Q~ Eif1!~ Y~:m!:~ Qf Hi§! ln:!!, p. 250; and Penrose, fiQ~22Q';" 
Hi§! 1if~ ~D4 ~Q!:k, p. 356: 

3 

1 , 
"Painting is not done to decorate 
It is an instrument of war for 
defenbe against the enemy." 

Gilot, Lif~ ~ith Eiç~§§Q, p. 59. 
? 
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CHAPTER NlNE 

is appropriate to conclude wi th a searcb for the,ir common 

motivation, possibly to yield a more penetrating Tealization of 

their fundamental meanings. 

Primitiyism. Magic. and Creativity 

Picasso associates the artistid process with ancient powers 

possessed . by his 

primitive cultures. 

pre.decessors--the Shamen and sorcerers of 
4 

The magical qualities of art making, and 

its corollary, the powers of the artist, had long been of 
5 

interest to Picasso. This conception is bound with his early 
6 

contact~with tribal artifacts. In a revealing account, Picasso 

4 
On Picasso and magic see: Lapor:te, ~Ynshin~.f!t 

Mi~night, p. 61; corroborated in Gilot, Lif~ ~ith EiQ~ssQ, p. 
177. Of interest also is Carlos Rojas, ~l mYn~Q mitiQQ ~ m~gico 
de PicaââQ, (Barcelona: 1984), which regretfully came to my 
attention too late to be rncluded 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 Pïcasso felt with 'Old 
Masters' of the pasto Its application for Picasso is explored in 
Gedo, rica~so-=- fg:::!! ~§ Bi og!::apb;,y , pp. 17-18~1 230-235. 'The graduaI 
exaltation of Picasso in the critical li~erature is traced in 
Lipton, EiQ~âSO k!:itiçiâID.L 1~Ql-1~Q.~~ Th~ MakiM Qi ~m ~!:~i.§!t= 
tl~rQ. Rosenthal, "The Nietzschean Character of Picasso's Early 
Development," p. 90, further notes "Picasso achieves a kind of 
self-glorification tha~ rivaIs the Nietzchean superman. 

The attempt to heroize bis position seems to be as old . as 
art-making itself. It is reflectcd in the attempts of artists to 
fabricate a mythology around their person and to endow it with 
magical pawers~ for an illuminating discussion on this 
phenomenon see: Ernst Kris and Otto Kurz, 1~gQDgL ~thL ~ng 
M~giç in th~ lID~gç Qf thç ~Ktiât, especially pp. 26 ff., and 91 
ff. 

6 
See Cbapter One for earlier examples of the influence of 
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, 
confesses the impact of the African fetishes 

7 
he first 

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 l went to the Trocadéro, it was 
revolting. Like a flea-market. The smell. l 
was aIl by myself. l wanted to get out. l 
didn't go. l ,stayed. l stayed.. It came to me 
that this was very important: something was 
h{'lppening to me, right? Those masks were not 
just pieces of sculpture like the rest. Not 
in the least. They were magic things .... These 
Negroes were intercessors, that's a word l've 
known in French ever since then. They were 
against. everything; against unknown, 
threatening spiri'ts. 1· kept on staring at ' 
these fetishes. Then it came to me: l too, 
was against everything. l tao, felt that 
everything was unknown, hostile! The 
AlI! .... The AlI!" 8 

The masks displayed at the Trocadéro were not aesthetic pieces 

like the tArt' Picasso scorned. He saw them as the means 

("weap0n.&i") toward independence, enabl i.ng their maker to reveal 

his inner core ( "the spirits," "the unconscious, "the 

primitive forms in Picasso's work. On the impact of African and 
particularly Bennin artifacts on a number of artists including 
Picasso see, E. O. Odita "African Art: The Concept in 
European Literature, " Jm~m~l Qi J.n~çk StuQ,i~§. VII (1977). pp. 
18sq-204. 

See, 
135. 
most 

7 
This experience is described by many who knew Picasso. 

for example, Penrose, EiQ§§§Q~ tliâ Lif~ §QQ, ~Q~k, pp. 134-
Malreaux, riçQ§§Q~§ Mg§k, p. 17, claimed that this wàs the 

"revealingly confidential" comment on his art Picasso made. 
8 

Malreaux, l:iÇg§âQ~§ Ma§k, p. 17. Gastman, 
comments on the English translation. According to 
French :l;!Qut should be trans lated as "the mystical or 
AlI! rather than an exclusive Everything. " 

p. 461, 
her, the 

absolute 
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emotion"), and demonstrating to him the power a painter could 

command: 

''l'understood what their sculpture meant to 
the Blacks, what it was really for .... But aIl 
these fetishes were for the same thinf!. ,They 
were weapons. To help people not to be ruled 
by spirits any~ore. 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 mMch). emotion, they're aIl the 
same thing. 1 grasped. why l was a painter." 
(Emphasis added) 9 

This recollection was repeated on several occasions over 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, Fran90ise Gilot, and later, William Rubin: "At 
10 

that moment l realized what painting was aIl about." 

Malreaux, fiQ~§§o's M~§k, p. 17. 
10 

Rubin, ~rimit~yi~m ~ng I~~ntigtb=ÇQnt~~ hrt, p. 334, 
note" 8. On the impact of this experience see William Rubin, 
"From Narrative to "Iconic" in Picasso: The Buried Allegory in 
Bread and Fruitdish on a Table and the Role of Les Demoiselles 
d'Avignon," hn ~l!ll~ti!!, LXV (December 1983), pp. 630-633. 

Also, Gilot, Lii~ ~itQ ~ic~§§Q, 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 
l realized what painting was aIl 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 way of 
seizing the power by giving form' to our 
terrors as weIl as our desires. When l came 
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) 
Over fifty five years later, on the 27th of March 1963, at 

the end of one of his ske~chbooks, Picasso inscribed the 

following statement: 

"Painting is stronger than l am, it makes me 
do what it wants." 11 

, 
The same day Picasso wrote this, he painted an Ar.ti§t ~ng 

MQdel (Zervos XXIII;194) that depictes the art-work's conception 
12 

(pl. 95). The aet 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 e~talogue of one of Picasso's 

exh,ibitions, Michel Leiris. poet .and friend of the artist, 

respanded to Picasso' s confession: 

1 

"Picasso ... does what he wants with an art 
whieh ... campals him to yield to it. But is it 
not as though painting. hav,ing become life 
itself to him, more 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 -
bis master at the very same time he ma st ers 
it. It i~ the ambiguity of such a 
situation, difficult ta tolerate, whieh the 
brief and paradoxical copfession of the 27 
Mareh 1963 seems to refleCt, where that which 
appears as a victary to the eyes of others is 
presented as a def,eat." {Emphasis added} 13 

----------~---------to that realization. l knew l had found my 
way. 

11 
Quoted in Penrose, Eiç~§§Q~ Hi§ ~ii~ ~ng ~Q~~J p. 448, 

taken from Michel Leiris. fiç~~âQ~ Peinty~gâ 1~22=196~. (Galerie 
Louise Leiris, Paris). 

12 
See the discussion of Zervos XXIII;194 in Chapter Eight. 

13 
Penrose, Hi§ Life ~ng Work, --,- p. 448, quoting 
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Picasso's admission is revealing, showing the power he 

ascribed ta 'Art' as a thing unto itself. Many have referred to 
14 

powers. } Sorne scbolars, such as Robert magic 

""vjws the influence of tribal art on Picasso to be 
15 

ssentially formalistic others believe he genuinely supported 
1,,6 

relationsbip between magic and art. 

In the scholarly literature, separate interpretations of 

magic and Picasso's conviction in it emerge. Langston relate~ 

Picasso's thinking to an early Symbolist influence. She 

ex~resses the view Picasso felt that his paintings were, like 

'Michael Leiris ~iÇ~§~QL r~inty~@~ l~Q~=l~ft~. 
14 

Picasso has been called "a Magician" and "8 prophet" in 
Rubin, D~d~ ~ng Q~~~~~liât ~~, p. 280; a seer by Jean 
Ley,marie, EiQ~~§Q';' Tb~ lu:ti§t Qi th~ ~Qtrtyr.~, (London: 1972), p. 
V111; "a sorcerer" and "an excorcist" by Malreaux, pp. 121 and 
128; the latter epithet is also repeated by'Jean Paul Crespelle, 
:e.iQ~§§'Q !!m! tl.iê. ~Qmê.n, tranii. -R. Baldick, (London: 1969), p. 
129. 

15 
Robert Goldwater, f~iIDitivi§m in'MQg~rn hrt, pp. 144-

163. This opinion seems to be somewhat modiÏied in his Inter 
article "Judgements of Primitive Art, 1905-t~65," in . T;r~dit.l.Qn 
~nd ~r~~t.iyity in TriQ~l hrt. Daniel Biebuyek, en., (Berkeley: 
1969), pp. 24-41. He comments. p. 33, on the "emut,ional 
attraction" of the African masks and sculpture contending tbat 
Picasso had absorbed from them what "was intended--not as the 
representation of what is around us everyday in the physical 
wor.ld, but as the presentation of sorne power beyond or behind 
that world. .. /' 

See also Rubin. ~Kimitiyi§m ~nd ~Qth ~~nt~~ ~rt, p. 335. 
On the relationship of primitivism on Picasso's early sculpture 
refer-to Ronald Johnson, "Primitivism in the Early Sculpture of 
Picasso," ~h:tâ M~g~~in~, XLIX (June 1975), pp. 64-68; and 
Stephen C. Foster, "Picasso's Sculpture of 1907-8: Sorne Remarks 
on its Relation to Earlier and Later Work," l:n;:"t: JQlg:n~L XXVIII 
(Summer 1979), pp. 267-272. 

16 
See Langston, ~i§g~i§~ DQ~21~ rQKtr~it§ in riç~~§Q~§ 

HQk~ 1~2Q=1~Q2, E~âËim; and Gedo. EiQ~§§Q~ ~rt ~§ ~iQgK~b~, 
pp. 150 and 200. 
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the poet Artbur Rimbaud whom he admired l 

17 
in part the results of 

/' 

unknown powers. In support of this position sbe repeats 

st~tements by Picasso as: 

"1 cons ider a work of art as the product of 
calculations ... tbat are frequently unknown to 
the autbor himself .... we must suppose, as 
Rimbaud said, that it is the other self 
inside'us wbo calculates. "(Emphasis added.) 18 

/ 

such 

Both LangstQn and Gasman cite Surrealist conviction in the 

creative power of artistic forms. Langston relates, Picasso's 
\ 

beliefs in magic to sucb influences as Paul Eluard's poetic 
19 

exclamation: "AlI transformations are possible." 

17 
Langston, Di.§gu~.§ed nouQl~ Portraits in Picf!'§'§~'§ ~or& 

1925-196~, p. 45, see also pp. 40 ff., on symbolist beliefs in 
magic and their influence on Picasso's imagery. Robert 
Goldwater, ~YmQQli.§m,' p. 206, cites the work and thougbt of 
Gauguin who was influential on Picasso concluding that 
primitivism had its roqts 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, Pica.§.§Q QD hrt, p. 30. This is ~xcerpted from 
Dor de la Souchére, ~iQas§Q in Antibes, trans. W.J. Strachan, 
(New York: 1960), p. 3. ( 

McGully, ~ ~ig~'§§Q ~nthQ1Qg~, p. 252, repeats Picasso' 
admission made ih 1955: "Rimbaud was right when he said "I is 
someone else." [sic.] Picasso' s continuing admiration of 
Rimbaud is documented in Penrose, EiQ~§§Q~ 1ife §Dg ~QKk, pp. 73 
and 141. Parmelin, EiQ~§'§Q ~f!Yâ, p. 70, quotes Picasso: 

My inner self is bound to be ln my canvas. 
since l'm the one doing it. l don't need to 
worry about that. Whatever l do, it'll by 
there. In fact, there'll be tao much of it. 
It' s aIl the rest that' s the problem." 

Compare this statement with the quote in Chapter Six, note 9. 
See a1so the Introduction, note 22; and Chapter Five, note 63. 

19 
Eluard's poem continues as quote~ from (L'Invention' in 

HepetitiQ!!~, 1922 in Krauss and Howell, M~netiQ [ields, p. 107: 
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Gasman analyzes the sources of Picasso.'s conception of art 

as a form of magic. which gives ri se to several distinct 
, i 

meanings. First. she maintains that Picasso eliminated "the' 

boundaries between art and life." creating an 

QQnxusiQn" between them--just as prehistoric man equated the 
20 

image with the thing which he could then control. Secondly, 

Gasman feels Picasso was "àt times" aware that it was a 

"projection of his own mind" aI)d a "conversion of his fantasies 

..... it is not far--by images-- from man to 
what he ~ee~, from the n~ture 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. " 

( 

On the relationship between Paul Eluard and Picasso, see: 
Roland Penrose, "Paul Eluard and his Time," [l~§.h· An 
( International Edition) CXI l (May 1983), pp. 30-35; Laporte, 
Sun§.hin~ ~t Mjdnight, pp. 47, and 81-85; and Gilot, Lifg ~ith 
fiç~§§Q, pp. 299-304, and ~gâ§iID, See also Chapter One. 

20 
Parmelin, Eiçg§§.Q ~gy§, 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 ~he stage nearest to life. And to create, 

\ ' 
between the image and the man, tan almost-
confusion' . " 

Gasman. MYât~IY~ MQgig gQg LQve in riçg§§Q, p. 449, holds 
0'1 

that Picasso truly "relt 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 weIl. Therefore. whatever the 
artist does to the image that he has created is transmitted into 
the real,ity that the image represents. In this way the artist 
can ul timate,ly dominate the • forces of nature'." 
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21 
to realities." 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 
-, 

agreement with Surrealist credo, holding that his images "have 

the capacity to generate thought," and like magic, 
1 

they also 
23 

possess 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, MYstea.L M!!g.!9 !!nd ~gy~ in ricas§Q, p. 452. 

-Picasso's confusion, of art and reality is "illustrated by an 
experience Picasso recounted to Robert Desnos, and repeated in 
Penrose, ~icas§Q~ tli§ 1ii~ ~Qg ~rt, p. 34û: 

22 

"I had lunchèd at the Catalan for months and 
for months I looked at the sideboard without 
thinking more tha~ tit's a sideboard'~ One 
day I decide to make a picture,of it. l do 

. so. 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." 

Gasman, M:y§:!:!~n..1... M1'!giç g:m;! Lov~ 1 in Piç~§§QI p. 
Picasso's superstitious beliefs are documented in Gilot, 
wi~h ~iç~~~Q, pp. 229-232. 

23 

457. 

'.' 

452; 
1if~ 

24 , \ ----t--- \ lQig., 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, ~y~~~~li§t Po~t~ in E~~nc~1 
"( Syracuse: 1969), pp. 134-137. In support of this, Gasman, 
M:Y§~~K:Y..1... M~giç gng LQY~ in Eiçg~§Q, p. 86, also contends that 
Picasso's concept of making magic by his art is expressed in his 
writings, especially those published by Mourlot, ~icas~Q 

1i~hçg~§Eh~ and in his play Fo~~ 1ittl~ ~i~l~. 
the Nietzchean 

"Les Demoiselles 
Johnson bases 
is primarily a 

Picasso's beliefs have been linked with 
substitution of art for religion, in Johnson, / 
d'Avignon and Dionysian Destruction," p. 100. 
this conviction on the premise that "the godlike 
creative force or the will to power. .. See ~he Introduction, 

-' 
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William Rubin attempts to mediate between the views of 

Goldwater and Gasman. ascertaining Picasso's feeling for tribal 
25 

objects was many-faceted. Rubin obs~rves that while Picasso 
, 

searched for innovative forms and novel ideographic modes of 

figuration in the newly discovered treasures, "he was not in any 

way suspending 
26 

his sense of the objecu
o 

as 

intercessor." 
~ 

This "magical" confrontation with the 

a magical 

at"tist's 

primitivistic creation is shawn in Th~ Artist ~Qg tli§ M~~l of 

March ,29 and April 1 (Zervos XXIII; 196). The ~ummarily treated 

torso of the model is incongruously tàpped with a volumetrie 

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 

/ 

note 24 of this dissertation, for furt~er o~ , t~e 
element in Picasso. 

Nietzschean 

See also Dor de la Souchère: ~i~§§Q in ~ntib~§, 
states -that "In his claims. at any rate, Picasso is 
the painter's creative genius with the cfeative power 

25 ' 

p. 22, who 
comparing 

of Gad ... 

Rubin, ~Kimitiyi§m ggg ~Q~h Ç~9~~K~ hrt. p. 255, and p. 
335, note 52. He also àcknowledges, p. 76, note 55, that the 
process of conceptualizing common to bath primitive art and ta 
moderr~ art makes the debt of twentieth-century to tribal art' 
difficult to identify. 

26 . 
Rubin, EKimi~iyi§m Qn~ gQth Ç~nt~K~ hKt. p. 335. note 

.53. Rubin. p. 268, considers: 

"[Picasso's] sense of tribal abjects 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 canceptual princip les that 
underlie African representation." 

250 



( 

( 

CHAPTER NINE 

image of the left figure in Picasso's most public foray inta 

primitivism, 19§ ~gmQi§glle~ g~~yignQg (pl. 104). The analogy 

between the power of art and the "indestructible claims of -sex" 

whieh has been shawn ta be at thè core of 1~~o De~Qi~g11~§, is 

restated half a eentury Iater in the March 29, 
27 

~ng Hi§ Mgg~l (pl. l03). 

The model is a painting within a painting. The surrounding 

area is distinguished from the rest of the work by its vivid red" 
\ 28 

hue. This region is defined by the edge of the artist's canvas 
29 

marked by its round taek heads. The duality of the model's 

position in the studio and on the artist's canvas is a 

demonstratibn bf ,the magic link between reality and its 

transformation into art. The immediate ,communion with art is 

revealed in the model' s exposure of her sex and T,h(~ positioninf1' 
, 

of her legs around the phallic-shaped stem of the easel with its 
. 30 

testicular-shaped cross bar. . Picasso reiterates the potency of. 

27 . " ,-
See Chapter One .. For a discussion on the absorption ot; 

iconographic~ elements froID primitive and ethnie art into 
Cubism, se~ C. des Cars, "Les Ivories venus d'ailleurs 
annonciateurs de l'art moderne," Q~.il, CCXCI (October 1979), pp. 
34-41. 

28 
The same red hue represents the ber,inning of creation; 

see 'the discussion of Th~ hKt.i§t'~ng' tli§ MQggl, (Zel'vos XXIII; 
195) in Chaptel' Eight. 

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 Tbg ~rtj§~ ~ng lli~ MQg~l af 
1926, see,Chapter One (pl. 6), and is additionally explored in 
Chapter 'Five. . 

30 
This type of'easel is a transformation of the one found 

in Picasso' s own studio. -See Roland Penrose, E2rtrait Qi 
EiQ~~~Q. (1956; tev. and enl. New York: 1971), pl. 272. 
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, 
Like the ~akers of primitive images, Picasso appropriates 

sexual allusions to refer and finally to possess 
31 " 

another 
32 

equally profound 'range of IDYsterious experiences~and memories. 

o The "otber 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 is depicted as a vessei with interconnecting 

aspects, each delving further bacK into his psyche. The~e hidden 

facets are reveaied through the bermetic character of the 

pictographic signs, which included multiple profiles, double 

heads, phallic imagery, and mask-like faces which reveal as much 

as they concea 1. ." 
, " 

--------------------31 
, . 

-This desire to possess is intrinsic to much of 
Picasso's work. See Leo Steinberg, "Drawing as if ta Possess," 
in Q:tbf.:K Çri:t!!rj,-~, PP'. 174-177. According to Steinherl1', p. 411, 

J note 33,. Picasso usee.} the expression "g!J!J j.ê .l~ê 2Qf!~gg~" in 
explaining his figure drawings during a conversation with 
William S. Rubin. See also Penrose, r.Ü~~~~_:!Q~ Hi§! Lif.ê ~ml ~Q!:k, 
p. 349, repeats Robert Desnos' assessment of Picasso: 

\ 

"For Picasso what mâtters, when he paints,. is 
to take possession and not provisonally like 
a thief or a buyer, just for a,lifetime, but 
as himself the creator of the object or of' 
the being. " 

This is illustrated by the anecdote recouni~ed in note 20 above~ 
32 

Philip Rawson, "Early History 
f~imi~iy~ ~~QtiQ A~, Philip Rawson, ed., 
describes this same force as inherent 
symbols. 

" , 
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The plurality of aspects in a single figure had long been _ 

used in Picasso~s art ta deliberately oppose contrary qualit~es. 

Robert Melville has pointed out some characteristics of this 
33 ... 

motif in Picasso's early art. He distinguished its emblematië 

qualities, recqgnizing that the division of the facial plane 

into light and shadow "has no fundament~Ü connection with 
34 

.' plastic effects." This sign is ' not a repI"esentation of 
35 

movement~ but is as he notes, an "emblem." - The psychological 

dimension of the double head continued to be e~plored by Picasso . ~ . 
, 36 

in many portraits of the 1~60s to his d~ath in 1973 . 
./ 

The do~ble head motif became increasingly complex: In the 

1963 artist and model series two major configurations can be 

33 
Robert Melville, "Ttte Evolution of the D"ouble Head in 

the Art of Picasso," HQ];:i~Qn, VI (November 1942), p. 345, 
identifies the split face and the double-head in Picasso's art 
to tUe early thirties as compleme~tary images. The face splits 
to create either a frontal view or one that contains several 
profiles superimposed on a frontal vie"l; -the double head is a 
frontal view which incorporates a profile. He also points out 
the correspondance between the split face and the divided 
persona li ty . 

34 
IQid., p. 343. Compare 'th~s with the symbolist 

aspiration . of "double and triple aspects ... -(images within 
images)" described in Chapter Five, note 63. 

35 
Ibig., p. 349. 

{ 
Langston, ~i~gyi2~g DQy~l~ ~gKt~Qit2 in rica§§Q~§ ~QK~, 

pp. 200-216 and 219; discerns autobiographical thémes behind 
seemingly unrelated and impersonal subject matter. One of 
Picasso~s techniqués is what she calls ~lsion, whereby Picasso 
unites the right side ~f his own portrait-;ith the left side of 
Jacqueline's face into a single countenance which plausibly 
doubles as an image f)f Jacqueline alone. 

Fur illustrations o~ this motif in Picasso's work see, for 
example, Montreal Museum of Fine Arts, riQ~§so: M~~ting in 
MQn1~çgl, pl~tes 47, 50-51, 59, and 79. 
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identified. One is an internaI skeletai form which emerges from 

the artist~s torso and is here identified as the ·'black cranium' 
1 ~ 

motif. This motif is a variation of the 'x-ray~ penetrations 
37 

previously used by Picasso which are also found painted on 
38 

the rock walls of Paleolithic caves. 

The origih o~ this 'black cranium~ within the 1963 series 

is in tb-e Februaa Sk~hbook where the artist ~ s 
• G 

sp1ne rises 
39 

independently of his .head, emerging as a separate black forma 
• 

This somber internaI structure w~s transformed inta a phallic 
p. 40 

shape, then modified into the penis-palette motif. 

beginning of this series, the figure of the artist was allied 

with a concrete and universally understood symbol of fertility 

and power. 

The second figuration is a division of the head int.o 
~ 

paraI leI profiles or superimposeù aspects, as in the A~~i~t ~Qd 
o 

MQdel oÏ March 5 and September 11~ (pl. 106) . In another 

noteworthy (Zervos 

XXIII; 163)~ the painter is portrayed ~rontally with an attached 

37 
Similar x-ray forms have been observed by William Rubin 

who likens the circular womb iqside the figure~s belly in 
Picasso's 1932 Girl Before A Mirror to an X-ray in Eiç~§§Q in 
th~ QQ11§çtiQD oi-th~ M~â~~m Qi-MQ~~rn ~rt, p. 138. See also 
Chapter Four for further instances of\ r,his configuration 7 

especially Zervos XXIII; 147-149 (pIs. 59-61). 
38 

. RawsoD. "Early History of Sexual Art," p. 8. 
39'" 

This is illustrated in pls. 59-62 of this thesis. 
40 

Another instance of the phallic form rising from the 
interior of the artist 15 Th~ ~ni§.~ §[!g, Hi§. MQd~l, ZeriTos 

-XXIII; 199, pl. 100. 

\ 
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41 
profile {pl. 107}. An early instance of this division.in the 

1963 series is seen iDJ the painting of March 3 and 4, where the 

artist~s white face is an intrinsic part of his appearnnce that 

conceals rather th an reveals (pl. 63). 1ts chalky featureless 

character creates an eerie image suggestive of tribal spirit 
42 

masks such as Picasso enjoyed eollecting. 

The primitive "weapons" with which Picasso wanted. to reveal 

interior forces were now cbnveyed through these multiple heads 

and doùble profiles combined with the 'black cranium'. They may 

be considered as manifestations of the mysterl0us, internaI, 
~3 

unpredictable force Picasso repeatedly and variously describes 

41 
A profile interacting with a frontal countenance i5 also 

se'en in Picasso' s R~!!!tH:~D90t ~!!Q ~~§.ki~ --lpl. 87). 
42 

Picasso's collections of Primitive Artifacts are 
illustrated ln Penrose, EQr.t~~it Qi EiQ~~~Q, plate 327, and in 
Rubin, ed. , E:rimitiyi~m in ~Qth Q~nt!J:r:i ~~t, pp. 327, 330-333, 
and E~§§.im. Also, Rubin, "From Narrative to "1eonic" in 
Picasso," p. 646, Appendix IX: "Masks Associlited =with the 
.~~mQi~~ll~~. " 

Johnson, "Picasso' s Démoiselles d'Avignon and the Theatre 
of the Absurd, " p. 105, postulates that the mask beeomes aIl 
powerful precisely bec,ause t.hey are faces "without the 
sensibility of ... identifiably human expressions. As Picasso 
told Leo Stein, b~~rgQiatiQn~ r~in~ingL roetKY §ng ~~Q§'~, (New 
York: 1947), p. 177: 

"A head ... was a matt~r of eyes, nase, mouth 
which could be distributed any way you like-­
the head remains a head." .. 

This is similar to a statement Picasso made ta Brassai in 1960, 
quoted in Chapte~ Four, note ~26. See also farmelin, ri~~~~Q 
~~~§, pp. 24-27, who, p. 25, quotes Picasso: 

"But sometimes there-' s a head that's so true r.? 

that you can have a relationship with it just 
as you can with a real one." 

43 
This interior Îorm also has its 

psychology of creativity. Silvano Arieti, 
~Ynth~~i§. (New York: 1976), pp. 12-13, 
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as the artist's first vision emanating from the core of his 
44 

personal i ty. 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" ; 
47 

... and "The inner l is inevitably in 

painting ... 

A 

~Arti~t 
XXIII; 

revealing account of these plural aspects is found in .Th~ 

1!ml Hi~ M~~l of March 5 and September 20 (Zervos 
48 

161) . A knob protrudes from the painter's spine looking 

like an emaciated head (pl. 105), resembling sculptures by 
49 

P~casso's friend, Alberto Glacometti. 

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, internaI, private, and partial awareness 
pf pa st experiences, perceptions, and memory trace~ Its 
manifestation in modern art is considered bn pp. 222 ff. 

44 Ashton, riQ~§§Q QQ ~Kt, p. 41, repeats Picasso's 
observation: 

45 

46. 

47 

"But there is one very odd thing--to notice 
that basically a picture doesn't change, that 
the first 'vision' remains almost intact, ln 
spi te of appearances." 

Ashton, ~ica§§Q QQ Art, p., 45. 

<.-.11Üg. , 

Ibid., p. 47, statement published in 1965 in 
Tb~ ~rti~t ~ng Bi§ MQg~l, p. 106. 

48 

Parmelin, 

~ There are two documented states of this ~!:t.Ü~:t ~mg His 
MQd~l: an incomplete work of March 5 and the final painting of 
September 20, illustrated respectivcly in Parmelin, Ibç b~iBt 
QQç! tliâ. f1Qrjgl, p. 24 and Zervos XXIII'; 161. 

" , 
49 

Picasso' s respect for Alberto Giacometti' s 
'describ~ in Gilot, tif~ ~ith EiQ~g~Q, pp. 203-207, who 
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" A complex of forros from 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 jet which shoots up from his torso, the suggestion of a 

circular blackened eye, and a barely discernible open laughing 

mouth. In front of this physiognomy is another more prominent 

p1!JOfiie of a more serious type with an intense expression. 

'These dual countenances suggest a transformation in the artist 

,. 

that seems to follow a regression bath alone the evolutionary 

scale and back into his psyche. The facade presented ta the ,. 
model and the world is serious and ind~trious. Behind it, i5 a 

laughing specter whose mirth is shared by the sculpted head and 
" 50 

reflected in the smile on the model ' s pod-shaped face. 

The interaction between the artist' s multiple aspects 

produces the painting. As it evolves, the image take on its own 
{ 

type of reality--considered li.k~ mag i c . It assumes a reality 

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 aIl the details." 

o 

A particular similarity between Picasso's sculptures ,and 
those of the Swiss artistl ,'is seen in Giacometti' s 1947 
sculpture,> HaQg and painting, ThKgg Pl~§tg~ Hg~g§; reproduced in 
The Solomon R. Guggenheim Museum, ~lb~KtQ ~i~QQmgtti~ ~ 
Hg~KQ§E~2~iy~ E~hiQitiQQ (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-like torso, leaf arms, and pod 

clearly resembles Picasso's representations 
mistress Francoise Gilot as a Femme-Fleur. For 

~ -----------
its creation, see Gilot, Liig ~itb ~iQ~§§Q, pp. 
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different from, but equal to, nature. In this respect the artist 

is a creator in the original sense. 

The distinction between inner character and external regard 

is given another treatment in the ~rtiât ~ng Hiâ Moggl of March 
51 

5 completed on September 11, 1963 (Zervos ,XXIII; 163). The 

" 
artist again carries a double profile (pl. 106). Picasso adds a 

~ 
white vertical zig-zag pattern to the black cranium, a muddy 

yellow hue to the inner character, and finally superimposing 

l over these an enlarged visage and head. The foremost head has a 

thick black eye with a protnlding bushy brow, giving it a hairy 

appearance and a p-owerful animalistic aspect. The contrast 

between the small sallow internaI profile and the large 

suspended external face imparts ta the artist the ap~earance of-
Q 

an apPqrition within a patent creature. < The incl~sion of a 

yellow inner aspect in a figure that is otherwise manachramatic 
52 

farthers its sense of the anagogical. 

!h\ ' underlying 
, f\.' Q 

----------~---------51 

personality of" the artist takes on the 

A reproduction sho~ing a possible earlier state of this 
painting 1S included 1n Parmelin, Th~ ~rti~t ~gg hiâ Model, p. 

-----", 

28. 
52 

A large forro suspenderl over the smaller one, suggests a ,""/ 
mask of the type worn in certain 'primitive' rituals. Far a 
comparison of modern and fancient ri tuaIs in art-making see Lucy 
R. Lippard, Qy~~1QY~ çQnt~m~QK~~ 8~t rrnQ Thç ~~t Qi ErQhi§tQr~, 
{New York: 19831, especially the chapter on "Ritual," pp. 159-
195. 

Masks that frigh-r.en but ôlso endow -r.he wea:r:er with 
supernatural powers were among those in Picasso's colleotion. 
See Rubin ed., E~imitivism, pp. 300, 305, - 315, and 327; and 
Rubin, "From Narrative ,ta "Iconic" in Picasso," p. 645: 
Appendix VII, Picassa's First Tribal Object~. 

, > 
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concrete form of multiple profiles in Th~ Arti§~ ~ng Bi§ MQg~l 
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 

1 

seem ta emanate frqm the open mouth of a foreward darkened 

/ profile (pl. 96). Thit hand is enlarged and isolafed. 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 repre~ents the artist's arm a~ weIl as the base on 

~ 54 
which his head rests. 

The nude is given a different stylistic treatment. 

Whereas he is open an~lihear, she is volumetrie _ and 

sculptural. Like the artist, she also passesses two facial 

aspects. One portion is a white profile wit,h pointcd nOGe, 

parted lips," and a blackened eye, whose shape lS the inverted 

form of the artist' s dark eye. Partially hidden behind this 

profile the model is one quarter o{'a frontal countanence. It 

shows grey features, 'with closed lids, 
~ 

and a mouth that is a 

horizontal line fitted between the open lips of the white 
c 

prbfile, linking her two facial zones. Sbe exhibits the sarne 

dichotomy between head and torso found in~the figure of the 

artis-t. 

28 
are 

53 
\ 

Different aspects of Th~ ~~ti§t ~ng lii§ Mgggl of March 
and May 7, 1963 (Zervos'XXI1I; 195 and pl. 96 in this study), 
further explored in'Chapter Eig~t. 

54 
Picasso's use of polarities of style within a work to 

exp and its meaning is demonstrated in Rubin, "From Narrative to 
.. 1conic" in Picasso," pp. 634- 636.' See also Robert Rosenblurn, 
"The Unit y of Picasso," :e~1:ti§.i!m E~vi~~, XXIV (Fall 1957), pp. l , 

592-596. 
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The model's con~iguration 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 wi th the artist 

sustains the èreation 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 

bn the other ~ Picasso has again produced an emblem visualizing 
~. 

the confrontation between the creator and his images. 

\ 

The artist' s head in this painting 18 composed of 

overlapping, profiles (.pl. 96) . Joining this double visage is a 

bald cranium and a pecul~ar cleÎt. beard. The inner profi le has 

open eye, 8 whi tish face, and a mouth indicated by a l ü!ht 

mar~ing within his whiskers. Another profi le, placed clm;;er t,o 

the easel and outlined with a thick contour, is of the same blue 

hue as the backgTound. lB contrast wi th -t,he natural istica lly 

d~picted. eye of the interior visage, the eye of this forward 

face is entirely plackened. 

The interaction of these two faeets is centered around the 

area of the mouth which characteristically lends its~lf to 

alternate readings. The dark .profi le may be understood to share 

the orifice of its lighter half. Also, when the black outline i5 

seen as a sil~ouette of a profile, the right side of the cleft 
1 

beard can be interpreted as an opening. This gives a grotesque 

quality to the somber face, the antithesis of the subdued white 

profile. Together they impart tangible forro ta the distinct 

260 



CHAPTER NINE 

55 
vital qualities which comprise the artist~s dual nature. 

The motif of a painting hand contiguous with an open mouth 
1 

was previously and graphically presented in Th~ Arti~t completed 

abQut two weeki earlier (Pl. 83). There are several significant 

similarities between this hrtist and the painter i9 the hrtist 

ang MQdel of March 28 and May 7 (pl. 96). In bath works the 
" , 

artist~s head is a bust isolatéd 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 arma As weIl, in the two 

works, the hand-mouth motif is associated with similar bizarre 

profiles. The face in Th~ ~rti§t is a green mask enhanced with 

rouged cheeks and a red spe~atozoon-like sign at the mouth's 

opening--the a counterpart to the coarse, earthy manner of the 
56 

laughing visage in the painting of March 28 and May 7. 

55 
Schiff, Eica'§~Q":" Th~ Lg~!i~ Y~!J.hâ,· p. 63, shows a similar 

intera~~ion between the divisions of a facial plane in Picasso's 
ÇrQuching M~g~ of 1971 which he interprets the split ha Ives of a 
profile as kissing each other. 

'l'he phenomenon of multiple identities contained within one 
head is studied in Langston, Uigg~i§gg ~Q~Ql~ ErQfil~§ in 
EiQgli§Q~§ ~Qrk, pp. 13, and 180-216. 

56 
See Chapter Six, notes 22 and 23, for further on the 

mask. -The application and signif.icance of the motif of the mask 
has been extensLvely examined in relation to P~casso's early 
work and in parlicular to the seminal ~g!!!Qi?~11e§ d' h:~ÜggQg. 
For the relation between this painting, the the mask, and 
Picasso' s primitivism, see Ron Johnson, "Picasso' s <Demoiselles 
d' l\vignon' tmn The Theatre of The Absurd," Art§., LV (October 
1980), pp. 105-106; and S.' El Goulli, "Picasso: Occident et 
Afrique-Orient," 1':ftfKig~§ Litt.ên~i!:~ ~t ~rtis:tig~~, XLIII 

-(1977), pp. 71-76, who considers Picasso~s?absorption of the 
"quA!':i- -magical" forms and materials OT Afriean masks': 

~icasso's proclivity to restate early themes in his later 
.vwork has been noted, for instance in Barr-Scharrar, "Early 
Autobiographical Imagery 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 arti~t erupts in strikingly 

expressive fOnD in The ~rt.i§.t. !!m! hi§!. MQdel of March 30 and 

September 3, 1963 (Zervos XXIII; 191). The artist's forros are 

startling in their primitive and aggressive quality (pl. l01) . 

His head is a crude white profile with a biza~re dark grey shape 

tpat rises out of his body. It meets his red cap-like hair in a 

zig-zag pattern. At the center of this dark countenance, a 

single white wide-open eye confronts the beholder. This ominous 

creature emerges from within the artist, like the black skeleton 

that became the craniai 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 dissolves into neck, and 

uncivilized appearance. The formless, single-eyeri clreature 

resembles a personification of the unconscious, 
57 

and an 

augmentation of the personality. The ordinary facial features 

withdraw from scrutibility. What emerges is savage. Violen~ ln 

art'," ~Kt N§~§, LXXII (Summer 1973), p. 49, who states that 
- Picasso held a "dialogue with his own experience [and] communed 
with new approaches ta painting," explaining i ts reason r ..... is 
not a matter of ~is longevity but of his basic fidelity to the 
issues of h is youth." 

57 '\ 
This "aug'mentation of the personality" "V}:,\S also eviden-t 

in Picasso' s ear lier works, see Me l vi Ile, "The'! Evo] ut. ion of the 
Double Head," p. 347. A similar barbarie profile is also 
evident in _ the forms and hue of the vi vid reù sculpted head 
facing the painter in Tb~ hrtiât ~Dg Biâ\~Qd~l of March 6, 7 
reproduced in Parme~in, Ih~ ~Ltiât gng Uiâ MQd~l, p'. 30, 
(compare this with pl. 76 in this study). 
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58 
its confrontation, it recalls a primitive place in the psyche. 

Normal bifocal vision merges to a solitary all-seeing force that 

does not represent the external 

brutalization. 
~ 

confesSion '- of 

The impact 

artistic 

of these 

origins. 

senses but internaI 

two heads is \. a moving 

Lacking two types of 

civilization, the artist masters neith~r his internaI nor his 

social self. However as this work suggests, he paints from that 

regressive point within bimself that lacks boi;h constraints. 

A similar disjunction appears in the artist's painting 

hand. Whereas the light hue on the upper portion of the arm 

"-relates to the artist's white profile, its lower' side is dark, 

like the grotesque head with the single eye. This severance of 

aspects also occurs in a second work of the same day, Thç 

E?int~r (Zervos XXIII; 198) . The artist's visage is likewisr 

split into light and daFk spheres (pl. 108) . Grey, frontally 

viewed features are fastened to a white profile with the same 

uncivilized gaping mouth evident in the first work of that day. '. 

Hand and brush approa~_the canvas from ,two _directions: the 

ma1n parti on emanates from the .... shoulder on the side. of the 1 ight 

profile, 'and another darker arm extends from the base of the 

grey frontal aspect. The E~iQt~K.(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' described in note 44 
above. Literary visualizations of the dark recesses of the Id 
are explored, for examp]e, in the novel by Joseph Conrad, H§~K~ 
Q{ ~~rkn~ê§, which was published in French as AY QQgYK g~~ 
t~n~Qr~~ in 1926. Rubin, ErimitiyiâID in ~Qth ~~ntYry. ~Kt, p. 
336, note 59, also observes that French. writers, including 
Ma l reaux, ci ted Conrad' s nove l . " 
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, 
disjointed qualities of t,pe artist depicted in the first canvas 

of March 30 (pl. 107). Both assert the severai compulsive 
. 

sources of artistic conception. Thi S ,? is f.urther empha~ized 

through ~he plurality of the model's forros. 

Like the artist, the nude in the Mareh 30 ~n.ü~:t f!ml Ui~ 

MQCj,~l undergoes a metamorphosis (pJ. 107) . The multiple 

figurations contained within ber are manifest through the 

appearance of three breasts. One has a green nippIe, f}nother a 

red center, and a third les[j distinct (lnd smaller one emer[!es 
59 

from the top of her 1eft arm. The dynamie characl,cr of the 

mode1's conversion is accentuated by·the vigorous brushstrolt;:es 

radiating from the ea~el. The analomy of U:w model' s legs lS 

r~structured so that it curiously divines then rejoins at 

unlikely angles. Her transformation cont,inuc~; in t.he d()forIDat~j.on 

of her 1eft arm and hand into a crllde green interior armature. 

This is eovered wil,h a skin with a rad contour and l!rey 

striations whieh together resemb1e animal or vegetative matter. 

Her forms are in t.he proeess of mutat . .iug -t.a a primevaa1 

condition, the counterpart ta the primitive state of the 

'barbarie' head 

The compounding of the nude~s 
'\ 

fir;urntion int.o mui T.ip1n 

--
forms is repeated in two drawings made later the 'same year 

59 
Following the colour imagery f,o\md repeatedIy in this 

series, r.hR green alludes to vegetative growth and the plant 
forms assoeiated with the model. See Chapter Six for analyses of 
vegetative imagery. 
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(Zervos XXIII; 296 and 298). One shows a slendèr upright female 
u 

contained within a larger sea~ed woman (pl. 109). The manner in 

which the two overlap carries an erotic suggestion for it is 

possible to discern the suggestion of male genitalia in her 

rounded t'" buttocks 
1 

and upright tprso. This confluence of bath 

genders within a single figure is repeated in the second drawing 

, (Pl. 110) . 
/ 

male sexual 

/ 

A standing female whose forms also transpose 
60 

members is presented. The erotic character 
, 

ioto 

of 

these drawings highîights a merging of the canfronting forces in 

the artist and model paintings. Could they also represent 

Picasso's attempt at creating authentic primitive fertility 

images? 
f 

; 

The Saored Cbaraoter of Art 

'-, !"Something holy, that's it," Picasso 
says.. "It's a word something like that we 
should be able ta use, but people would take 
it in the wrong way. You ought to be able ta 
say that a' painting i5 as it is, with i1-s 
capacity to move us, because it is as though 
it were touched by God. But people would 
think it a sham. An~ yet that i5 what's 
neare5t ta 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 ~l,so 

discussed in Chapters One, note 48; and Three, note 49. 
61 / 

Ashton, fiQ~§§Q Qn Art, p. 25. This passage is excerpted 
from Parmelin, fiQ~ssQ~ ~Qm~n, p. 16. 
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Picasso~s continuous claim of its subversive chara~er. as 

expressed at the beginning of this chapter. A closer 

examination of the meaning of "something holy" - may help to 

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. 
") 

He explains the "daemonic dread" which precedes "religious 
~ 

dread" reveals a spectral "terror fraught with an inward 
) 

shuddering" that tr-aXlsfornls a mundane encounter into something 
63 

menacing and o\>ei-powering. This profound veneration is 
64 

visualized in the primeval creations of primitive reli~ions. 

The knowledge of this awful dread cannot be revealed in 

visual forms, bu-t. rather through a correspondence with such 

profoundly felt experiences as erotic sensations or imaginative 
65 

compulsions. Picasso may have been aware of Otto' s influential , 
book, particularly through his coritact wi th Surreal ism, 

66 
subsequent friendship with 'surrealjst' poets. 

and his 

e' --------------------62 
Rudolph Otto, Ibg 19~~ .Qi thg tlQl~, 'trans. ,J.. W. IIarvey., 

(1923; 2nd ed., New York: 1950), p. 15. ~ 
63 

lbig .. p. 14. 
64 

11üd., p. 19. 

65 Ibid., pp. 30 and 47. These forms cann~t~be e~resS~d_ 
verba lly , but only through "g'estures; tones, and acpents.,· 

66 
This concept of the 

SurreJlist notion of the 
transformation o~ mundane 
unpredictable and significant. 
~~~re~lism, trans. R. Seaver 
1974), pp. 14, and 16 ff. 

holy has much ln cornmon wi th''\.... the 
'marvelous'. defined' as the 
daily events into something 

See André Breton, MQuifQ§tQ~~ Qi 
and H. R: Lane, (Anne Arbour: 
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,The equation of the artist as Creator is suggested' in an 

early state of The Arti§t ~ng His Mggel of March 8 (II) (Zervos 
67 

XXIII; 169). The' painter is characterized by his long beurd 

and dark deep set eyes (pl~. 111). Close behind ~is head. and 

clearly identiÏied with him~ is a curious sign cons isting of an 

oeher circle within a pentagon shape. Thi'S configuration is 

accentuated through the analogqus form and hue scattered 

throughout the studio: the artist' s canvas. the base of tho , 

sculpted head, the yellow seat _of the chair, and the round 

palette above it~-also bearing gold daubings. 

This artist is presented wi th a long heard arrnn{!ed j 11, 

horizontal tiers. In this respect he resemlJles UlO soutod , 

deities with their outstretched arms as found on Me:,;opot,umian 

relie:(s. Picasso admired these. seeing in ·them sirnilar qualitbJ~ 

he admired in primitive art: .. 

"Primitive sculpture has nevp-r been 
surpassed. Have you noticed the precision of 
the 1 ines engrayed in the caverns? .. You have 
seen reproductions ... The Assyrian bas-rel iefs 
still keep a simi lar puri ty of expression." 68 

The possible connection between Picasso' s convictions. the 
Surrealist 'marvelous', and the idea of the holy are -explored in 

. Ce). ia Rabinov~ tch, Tb!'! 5~!:I~~1 ~ng :tb~ 5.ê~!':Qg~ ~r!?b!tÜt .. _ QQQ~~l!! 
and Daemonic Elf:::merrts, Doctoral Dissertation, MeGill [lnjversltYJ --- ------ ---} --------
1984. She ~tes, p. 66, "Surreallsm crosses the threshold of the 
sacred, entoring a magir,al world view sn that nmbiv:-tlnnt fA01in{{:, 
of fear and attraction are cornbined wi th a sense of awe boforu 
the power of the object." 

67 
The ,early 'state' of the March 8 (II) Tba ÔK~ilit ilod Ulu 

MQ!ÜÜ is reproduced in Parmel in, Th~ lu:.tiut: gUQ ili.!i MŒ.l~ L p. 
34. The defini ti ve painting is .i llustrated in Zervos XXII 1; ~ 169. 

68 
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Picasso had, ample 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 collection in the Louvre 
70 

and Zervos ~ book (Pl. 112). 

Such reliefs show the profile of a seated figure with a 
, , 

tiared., squared-off beard that ---is viewed frontally--like 

1'ioasso's artist. Either the sun symbol aèlove the deity, or his 

unique hcudpiece may be analogous to the yellow orb perched both 

above and on the painter. Further, the encounter ~etween . ~, 
supplicant and Creator presents a parallel arrangement to the 

aonfrontation of artist and model. ln this particulnr stele, the 

• l plant-l/ibat ion' form serves as intermediary touching both 

parties, l ike the easél in Picasso' s composi t..ion. An addi tional 

ilDPortant point of simi lqri ty is the function of the arm in the 

Mesopotamian relief and Picasso's artist. The hand is the point 
71 

of creation of bath, 
( 

i ts power is conveyoo through the touch. 

69 

1935) . 
70 

(Paris: 

Another similar exemple is the relief showing the 
encounter of a worshipper and a dei ty seated befo?e a sun symbol 
on the summit of ft basaIt Stele reproduced in ,Zervos, L~ln:.t 
MQ§QEQt~mi~, pl. 239. 

71 
Could it be that the painter is also visualized as the 

all-powerful creator, R primordial sun-god poised ready toJbring 
form perhaps to the reclining tEve', and the as-yet unformed 
lAdam' s~8gested by the plaster head? Several further examples .' ~ 
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In the final altered state of this ~aintinft, complnted on 

May 16, the area around the model has heen darkened and the 

'clarity of the e8J"lier state has been ahundonHd (pl. 1) . The 

forms are ambiguous as they merge. There has been a significnnt 

ehange in the type and meaning of the artist who is now the 

coarser type with mouth agape. The sun-symbol in the first 

version is repl8ced in the definitive work by a crude 
\ 

whi t~f' 
72 

profi'le-like shape and t'Wo hovering fertility confillurntions. 

The image of the artist as Crp.at,or is replacmi with nn ftsFln.rt,iqn 
, 

of his generative potency. The awesome force of creativity ie 

finally conveyed T.hrough grotesque forms and 'Gymholie' Fjif'!nr:. 

Picasso transfers the potency from the nrtist ta his nrenLion. 

This ISo shawn in the mnnner in whi(;h bn (!()nn(~ct.~; wit.h Lho modn} 

through the positioning of the easer. The left lel1 rn~;t,r; on tho 

arlist' s knee, the back suppori, i[)ter~ectn iJw nude. An 
(l -

additional fourth leg is ·added on the risht~-twistin~ iL 
~ 

sideways, " i ntersectinr, th~ model' fi fteno1.a l i R llnd 1 n1.orwC'1Iv i fll1 
. 

wi th her torso. Thifj interaction loc~tefj the fjOllrce of ttH1 

"somethin~ holy" he descrihed: • 

of the potency of the painter' s touch ~s suggest,ed - in UW 
F-~QDHH:~ ~k~!!QbQm~lç drawings of February 20, Zervos XXI rn; 145-
-148 (pIs.. 57-60) and Zervos XXIII; 190 (pl. 1A), dif>cum.;cd in 

-Chapters Four, note 29; Five, note 69; and Six, nOLU 56: 
72 

This shape is an amalgamation of the 
tfertility' signs considered in Chapters Six and 
Figures 6-2, and 8-1. 
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"No expl~nation can be gi ven in words . .pExcept 
that by some liaison petween the man-creator 
and what is highest in the human spirit, 
something happens ~~ich gives this power ta 
the painted reality .\ 73 

The quality that is "highest in the human' spirit" ,i? not 

~eatific as the first state suggests, but tdreadful' in the 

original sense of the ward. 

The power intrinsic to the artistic enterprise is also 

destructive. as revealed in Tb~ A~ti§t ~n1 tli~ Mgg~l of April 28 

(Zervos xxrrf; 222). The artist is a demonic form in black, red, 

and white (pl. 113) . His block-l ike figure is united wi th the' 

chair, so that at the base of his seat he appears as a creature 

wi th two chair supports in the back and two booted . fe~t, j n 
( 

front. The most distincti v,e feature is his head, a white jagged 

form with pointed nose which cont,rasts with the dark backg-round. 

The red dtu.lbs previously eviden~ on the artist' s cheeks and lips 

hare are coarsely applied. The jarring hue gives a horrible and 
" 

blood-l ike effect. 
74 

of art-mak ing. 

impling a sacrificial and ritualistic aspect 

There i~ no clear separation between the shapes of painter 

And ml,rky background. Behind the artist a red fire-l ike glow 

penetrates or reflects onto the front of his torso and the top 

73 
Ashton. Eism.§§Q Qn Art, p. 

fiQ~§§Q~§ ~Qm~n, p. 16. 
45, "quoting Parmelin.· 

74 
Recent literature 

Picasso's writings see, in 
play EQY~ ~ittl~ girls in 
fi2~~HQ, pp. 570 ff. 

has discussed the notion of ritual in 
particular, the analyses ,of PJc~sso's 
Gasman, ltl.§tea.L. M~g.iQ ~ruJ, ~~ in 

--
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75 
Iateral aspectl of his painting arm. Issuing trom th~ dark 

glc)Qm surrounding the artist are two inexpl icable amSHfJS. Onu 

" i~ a blue, lunar circle surroulided. by pale petRl-likn rmliaLinf-{ 

lines. It is located in the gap between pRlnt.inO' hand, fHl~fll Hml 

palette. 1 The other is a grey cloud hRnginll behind tho oaso 1 and 
76 

above the model. These mysterious indist,inct. forlOH l ink Uw 
JI 

ri tuaI ist1c pot en cy 
77 

of the artist-creator-destroyer with tho 
. 

power of nature. 

The ordinary studio has been transforlOed inLo n ~; il on \, 

black cave. A strong light emanating from the nrtint stroLchm; 

shadows from the eRsel support, townrd the view{~r. Tbn ) owor und 

right side with the bnckground's clark bnnd fllrt.hfJr di!;L1Ul\~;H; Lho 

artist and the beholder allowing on]y li nnrrow pori.ion [or tho 

spe(~tator of the work ta en ter between the shadow CIU; t by th,. 

75 
Kris and Kurz, 

th~ ~rti§~, p. 87, 
Magici&n ' , 

Lm{~mg.L M:ytb.J.. ~T}g ~nUig in j!hfl I~Ql!g ~).f 
wri -t,es in the chaptar on ''l'he Art.i Ht, an 

76 

" ... the ability to crea1.e imal!eff wm:; only ono 
element in the characterization of t,he 
mythological nrt.ist .... it. appnarr: t,o be 
intimately linked wi th the symbol le 
significance of fire, as u sign of crAativo 
·potency ...... 

The origins of this cloud form are 
canvases of Tb~ fH:t1..?t {lOg Hi~ MQfj~l 1.P 
XXIII; 208 and 209, painted on April 12, a 

77 . 

apparent in 1.wo o1~bor 

~. ~!1pgt~Q~P~1 Znrvm, 
week previously. 

According to Otto, TUf: Iq~~-Q!' tb~ UQ1:y, p. 14, t,ho hoJy 
possesses both awfulness and magesty. 

The thinking inherent in this representa1~ion alsa c:ontlnnr. 
two aspects of Nietzschean ttlOught which has \Jocn 1 inked wi th 
pt~asso. Johnson, "Les Demoiselles d' Avignon and DionYf;iurl 
Destruption," pp. 99 and 101, points out Nietzsohe's "ideology 
of creation through destruction" and the elevation of the art,ist 
to the godly through his creativity. 
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artist's chair, the bottom border, 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 ?iercing her with the javelin-like 

forro of the easel's supporting leg. 
76 

He 15 creator and 

iconoclast. The potency of'his immanent rite evokes a dread 

that 1s 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 fearsnme and solemn essence that 

is intrinsic 
79 

encountered. 

to the primitive abjects Picasso 

The assertion of the power of artistic creation, 

extension of its product is recapitulated at the end 

first 

and by 

of ~e 
series in an evocative Ar.ti~t and MQQ~l ig ~ Lang§ç~E~ of June 

80 
17 (Zervos XXIII; 291). A ghostly figure of the artist 

reflectes the eerie moonlight (pl. 114). This lunar form 15 a 

78 1 

A~bivalent feeling for the model is 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 • çloven hoaf' has in 
faot a private meaning. , 1 

79 
Zdenka Volavka. "Nkisi Figures of the Lower Congo," 

A!LiQ~n Arts, v (Winter 1972), pp. 52-59 and 84, cogently 
examines the oiten 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 warks in 
Pic8sso's ~~jeun~~ ~y~ l:he~be series. See the discussion in 
Chapt~r Three, and compare this Artlit !lDQ. Hi~ MQ1el canvas with 
Zervos XX; 111 (pl. 34). 
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half circIe at the top of the canvas which is ·intertwined with 

the forest and confounded "If th its branches. Its vibrftnt, 

radiating lines extend downward to touch and morge w~th th~ 

fo~s of the recumbant nude and the support of the pnincer's 

easel. , 
. 

The énigma of- creativity is given a celest.ial dimonHion 

equated with the most forceful of aIl mysteries. Placed in tho 
'! /1 

midst of the Datural world, which Picasso .perpotually 

confroilted, the painter~ s enterprise i5 enlarfled to includo a11 

of creation. Like primitive. man who vip.wed Uw univorf~o witt. 

awe, Picasso shows the artist te be the agent of unknown forcen, 

submitting t.o an aet which, as he acknowledged, ..... i-s stronger 

tban 1 am." , . 
• 
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Between 1926 and 1963 Picasso expressed his conceptiQn of 

the process inherent to the making of art through the subject of 

the artist and model. Picasso l s presentation of the artist and 
~ 

model theme is coloured by certain charac:Ceristic approaches. 

They are: Picasso l s fundamental paradoxical outlook; the 

absorption of primitive forms; the superposition of signs and 

schematic configurations; and the integration of the theme with 

art historioal referénces. 

This dissertation has traced the meaning~ of works of the 

artist and model theme to several successive levels: (1) a 

simultaneous representation oÏ the process and the product of 

, art-making; (2) a concentration on the intricacies of the 

process itself; (3) establ~shment of the a~alogy between art­

making and love-making; (4) presentation of the paradox of the 

creative and destructive forces within the creative process; and 

(5) a reoogni tion of the power of the artist as he engages in 

his enterprise. Many of these concerns are expressed in the 

early representations of the artist and model theme and extend 

ioto the 1963 series. They will each be reviewed separately 

below. 

274 



CONCLUSION 

The PrOO8S8 and The Produot: Throughout PioaBsa's 

representations on the theme, Picasso is ooncerned wi~~ the 

measure of reality and art. The image of the artist painting his 
~ 

model highlights the oppositon between art and reality. Picasso 

measures the relationship of the male and fcmale and plays one 
. 

ttgainst the other. The focus of this confrontation lies in the 

function of observation: that of the artist for 1)is subjeot and 

that of the spectator for the completed work of art. This gives 

visual 
u -

form to the artist's encounter with natural appoarnncos 

and the ensuing transformation of nature into art. The model 

ambiguously doubles as living woman posing in the studio and as 

painted image projected onto the painter' s canvas. 

The theme of the artist and model reflects Picusso's 

fundamental ine.! ination to affirm the validity of his 

comprehension of reality through the weighing of contrary 

aspects of appearances. Thus Picasso links the creative prooeS3 

with his convictions on -the balancing of paradoxical qunlitios 

of things and ideas~ This dialectical "outlook is 1 ikcly t,he 

- motivation for the confrontation inherent in Picasso' s artist 
~ 

and model theme, as weIl as for the metamorphoses of his forms, 

and the ambiguities of his statements. Picasso seems to considcr 

that things that are most reai and therefore "truc" must 

.. If thera were only ono truth, 
. 1 

withstand the test of paradox: 

you couldn't psint a hundred. canvases on the same theme. fi 

1 
Ashton, Picasso QI) An, p. 22. 
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The later paintings and linoprints o~ Picasso~s DèJeu~ 

.!yr l'herbe repeat the, projection of the model onto the 

painter's canvas first evident in the 1926 Ib~ ~rtist ~n~ Hi§ 

The pattern of opposites are clarified as the 
-

bather is transposed into the realm of art. In addition, the 

conf igu rat. ion of the artist with its emphasis on his 

ou"tstretched hand and "heavy boots are 

opens with a certain 

simultaneously in the studio and 

\t~bliShed. The E~b.rYDn 

p~ection of the model 

on the artist' s canvas. 

Immediately following, the paintings of the 1963 series, 

present a co~nterbalanced composition-in ~hich the artist is 

posi tioned on .the left and the model on the rigbt'. This rigid 
,. -.......... 

arrangement establishes an antipathy between the couple that 

takes on the dimensions of confronting forces. 

The Pro~e •• ; Of'special inter est ta Picasso is the moment 

the image begins to be formulated on the canvas. The drawings of 

the artist's hcad, hand, and canvas. and severai other works of 

the 1963 saries disclose diverse facets of the artist's solitary 

encounter with his canvas. 

Another manifestation of Picasso's paradoxical thinking is 

the incorporation of condensed images that refiect a 'poetic 

imagination'. Picasso aligns parts of the artist's body with 

external objeots, such as the union of the artist's torso with 

bis chair and the' ~algamation of the ~odel with the easel.· 

These establish functional associations that refer to the 
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, 
transforming prooess intrinsic to art-making. 

The observer also partakes in the creative cycle. Pioasso 

locates the spectator within the oanvas. By evoking an awarcness 

of the scrutiny the work will undergo 6 ~icasso balanoes tho 

process he depicts with a further suggestion of the produot of 

the artist's efforts. ~The connection with the viewer becomes 

overt in the ~~elier paintings of 1955 in whioh Pioasso entiooN 

the beholder to oonsider the levels of reality within the 

illusion conveycd. The blank canvases facing outward in thl' 
, 

1956 ~~~li~ series direct the viewer to identify with tho 

artist and to e~ge in the creative process. In the 1963 artist 

and model series the sculpted head plaoed opposite the artist 

links the spectator with the artist and serves as both fi 

stimulus ta. and reflection of, the ~ainter. 

Picasso oombines his motif of the artist and his model with 

images culled from past art and ancient myth. The result ia ft 

, 
.union of form and content which alludes to art historica1 

archetypes. The the.e o( the artist and model embraoes art from 

primitive artifacts to Etruscan sculpture. 'to inplude Giorgione, 

Rembrandt, Velàzquez, and Manet. AlI are absorbed ioto Picassols 

metier. Picasso implants references to their works somotimes 80 

subtly that they are barely discernible. 

Works from earlier times ~nd by other artists ,.,. are 

considered by Picasso as equally part of the world as is nature. 

More importantly, 

his own lineage 

by appropriating their images Pioasso states 

• and vindicates his place in history. The 

confrontation with the past and its incorporation into the 
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.. 
subject of the artist and model firmly secures the theme of the 

'Artist and His Model J in Picas~oJ s work as art about art. 
r 

Art-making and Love-makins: Picasso equates art-making and 

love-making. Both represent a driving force, motivated 

internally. -This is visualized through stated associations 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 forro superimposed on his 

torso, and his pos1.tion relative to the ~el. 

Similarly, the model carries intimations of her procreative 

function which by analogy extend to art-making. In the 1950s a 

statue of the -f~gn!m:t Wom.nD is al igned wi th the images presént 

in t.he artist' s studio. In artist Bnd model paintings of the 

1930s and in the 1963 series, the nude is presented with plant-
e . 

like limbs. Her forros establish "generative metaphors" which 

convey the idea of prq4uctivity--albeit human and vegetal. ,-

The painter' s interaction with art is demonstrated by his 

c love-making' w~th the model-painting. His tpenis palette' is 
1 

positioned contiguous with her genitalia. This image may be 

interpreted as a recapitula"tion of Picasso~ s oft:;-repeated 

analogy between art-making and love-making. The nude is also an 

image of woman as inspirational vessel who represents living 
, 2 
realit~ and 'creative' fertility. In her raIe as an image 

2 
A clear, indication of Picasso' s underst~ding that his 

oanvases "have children" in the sense that one york yields 
others is given in Malreaux, Picasso1s M~~I p. 137, repeated in 
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projeated on the artist~s canvas she also designates the 

'+artistic product, the ultimate culmination of the artist' s 

exertions. 

The Diobotomy of Creation ane!' Destruotion: Paradoxically 
, 

the -artist seems ta attempt to destroy the very image he 

struggles ta capture--by piercing her"torso with the supporting 

leg of the easel. Thus a procreati ve-destructi ve paradox ia 

established. As Picasso confessed "In my oase n picture is ft sum 
- 3 

of destructions. l do a picture--than l destroy -'i t." Pointings . 
of 1934 and °1963 show the model splayed be~ore the artist as a , 
sacrificial offering . In addition, signa in fi 'orùciform 

... 
pattern 1 are evident in both works of the 15508 and in the 1963 

, 
artist 1)nd model series. evoking an image of suffering 8no 

sacrifioe--as weIl as rebirth. Thus the profoundly ambivalent 

character of th~ artistic process carries seeds ,of· oonception, 

birth, death, and immortality. 

The motivation for the artist' s destruction of, the model is 
,4 

located in Picasso's subversive at~i,ud~ toward art itself. Ho 

contends that his subject should \ be revealed wi thout the 

imped.i~~nt of artifice. Although his life and work were devoted,l 

Chapter Eigh~, note 29, of this dissertation. 
3 

Ashton, ~icas§Q QI) ~rt, p. 38. A fuller portion of this 
stattmlent by Picasso is quoted in Chapter Eight, note 57. 

4 
Picasso's assertion of the subversive charactû. of art i~ 

given in Gilot, Life ~i~b fiQ~§§Q, p. 197, and Penros8, f1Q§«§2~ 
ais Lif~ and ~rk, p. 356. 
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to art, Picasso l'ishOO to "kill art .. because he believed it 

opposed 'truth': "Enough of Art. It' s art that kills us .... But 
, 5 

the less art there is in painting the more painting there is." 

The dil~ma 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--i.,o evoke the mental 
6 

imaSe so that the viewer can .recreate the experience. Picasso 

rejected the aesthetic gloss that he feit i~olated art from 

life, wishing instead: lOto 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 rafer to 

the power and mag,ieal quality of the making and the scrutiny of 

art., It is that quality of art-making which, as Picasso claimed, 

is "something stronger than 1 am" and which "makes me do what i t 
8 

wants. " 

Picasso responded intensely to the awesome quality he 

experien~ed in his first exposure to African artifacts. He was 

5 

6 
Statements refiecting Pic~sso' s wish .. tn 11ame" the 

subjects projected in his works are found in Penrose, fig~sso~ 
Hlil Lili .Ami ii2:rk, p. 453; Parmei in, Piç!!s§o~ WOM~n, pp. 45 and 
120; Ashton, ficasso Qg ~~, p. 101; and Parmelin, The ~~~ 
AOg Hi!! M29.!Ù, PP" 64 and 15-16. 

7 
Rarmelin, PicassQ: Women" p. 30. 

6 
Penrose, riQos~ Ui§ Lif§ gng H2rk, p. 448. 

280 



• 

CONCLUSION 

both repulsed by and drawn toward these objeots. He understood 

that they were not aesthetio forms but powerful 
9 

"magic 

things ... spirits, the unoonscious". By grasping the power of 

such objects to expose interior forces, Picasso Rought to 

instill the same potenoy in his own art. 

Picasso absorbs the language 'of primitive thinking into his 

representations by adapting the tribal use of 'signs'. Thus tho 

genital and fertility imagery found throughout the artist and 

model representations are used because they are concrete and 

universq.Jly comprehended 'symbols' of pot~ncy. Liky t~he image of 
- '> 

the artist's enduring, heavy black boots, these signs vindioate 

the efficacy of the artist as generator of powerful images. 

Picasso invests his figures with multiple aspeots to 

convey what he calls "the inoer l that is always in my 
10 

painting:" The configuration of the artist revenls this inner 

essence which i5 imparted to bis enterprise. He is often 

characterized by an emphasis on an interior skeletal struc~ure. 

Such schematic figurations are also characteristic of primitive 
11 

sculpture. The head is given a distinctive shape no"t normnlly 

9 
Malreaux, fic~§gQ~ M~§k, p. 17. 

repeated in Gilot, Lif~ ~tb fig~§§Q, p. 266. 
10 

This 

/ 

account is 

Ashton, fica§so !ID ~rt, p.o 30. quo~ing Dor de la 
Souchère, fiç~§§Q in AntiQ~§, catalogue of the Musée d'Antibes 
(New York: 1960), p. 3. A similar statement is found in 
Parmelin, fiç~~~Q ~~§, p. 70. 

11 
The unique 

used to visualize 
Primitiy~ l!rt: it§ 
32 ff. and 79 ff.; 
Factors in the Art 

patternings applied to tribal artifncts are 
symbolic meanings. See Paul S. Wingert, 
I!:~di:tiQn.§ Dm! ~l~~, (New "'york: 1962) pp. 
and Herschel H. Chipp, "FormaI and Symbolic 

Styles of Primitive Cultures," in Carol F. 
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sean exoept with the aid of X-~ays. A black cranium within the 

painter's head extends down the neck joiDing the rest of his 

body whieh is an open configuration. Opposing the insubstantial 

torso is the powerfui head and enlarged black boots. The artist 

is ft complex apparition of substance and ~oid. He reveals his 

authority and receptivity to surroundings. As he projects his 

multiple profiles forward he also contains internaI foroes. The 

viewer simultaneously looks at and through the painter--just as 

the artist doss with the subjects of his works. 
.' -

Pioasso adapts ~the menacing and overpowering forces 
-

inherent in ancient art that conveys deeply held religious 

beliefs to affirm the connection between the ,man-creator and 
12 

that which is highest in the human spirit. Thus Picasso seeks 

to invest his art with a sacred character analogous. to tha~ 

which he pareei ved as emanating from the hôIy: "Something 

holy .... a painting is as it is with its capacity to move us. 
13 

beoause it is as though it were touohed by God. .. The emphasis 

and isolation of the painter's hand displays the power of his 

touoh and olaims the mysterious origins of the artist's 

oreations. 

Jopling ad .• Art And A§~hetiQ~ in frimitiy~ SQQi~i~s: A 
. Critio~l ~ntbQl~, (New York: 1971), pp. 146-170. An aocount of 

the role of tradi~ion and change in a singular instance of the 
orafting of African artifacts is recounted in Zdenka Volavka, 
"Voania Muba: Contributions to the History of Central African 
Pottery." 6û:i~n Art~, X (January 1977), pp. 59-66 and 92. 

12 
Ashton, 

,Ei2AD.2";' HgII!§n. 
13 

Ashton. 
fi2.Qli~ !2mtn, 

Eigl)§.§.Q on âd!, p. 45, excerpted from Parmelin. 
p. 16. 

fiCQSSO QD~, p. 25. quoted from Parmelin. 
p. 16. 
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From the material covered by this dissertation 
\ 

several 

unchffrted areas are open to future study. The drawings and 

paintings of the Ateli~!: series of the 1950s include many 

canvases. each with subtle variations that have not been 
0 

adeq~ately addressed. In addition. while Picasso'slSyitn laQ is 

often illustrated in the literature, muoh work remaine to he 

done to examine the §uite as a whole 8n~ the relationship of the 

drawings to each other. Another larger field for researoh would 

be an inquiry into the 'signs' Picasso interjeots into his 
-

paintings. defining the configurations used and ascertaining 

whether there are any patterns to their association with 

particular themes. Finally, the artist and model ~home 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 ligbt of Picasso's own steadfast confrontation with art-

making. another inquiry May clarify the dimensions of Pioasso's 

rich intellectual life. A study that would question the 

connection between Picasso's readings (including monographs on 

art, fiction, and poetry) and his late paintings, might also 

consider whether Picasso draws on imagery culled from his 

literary knowledge ta reflect his strong convictions on the 

process and meaning of art . 
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PICASSO AND BIS MODELS 

From Fernande Qliv1er in 1904, to Jacqueline Roque in the 

195~s,- and ta his own death in 1973, Prcasso incorporated tbe 

images of his women into bis painting. For_example, he projects 

bis anger toward bis first wife Olga o~ the wildly distorted 

women of the 1920s, and captures the sleepy Marie Therése Halter 

in the 1930s and the sharply intellectuel Dora Marr in the late 

19305 and 19405. Frequent representations of these models are 

tinally by Franfoise Gilot in tbe late 1940s and superseded 
1 

early 1950s. While Picasso's wives. mistresses~ and models are 

easily identifiable, it is useful to consider some documentation. 

tbat surveys the manner in whicb Picasso ally worked from 
Il 

bis models. 

Picasso's artistic" his models is 

paradoxical. Pica~so did not always use a model and indeed in 

1 
Picassa's woœen figure largely in bis life and art. See, 

for example Jean Paul Crespelle fiç~§§Q ang Hi§ ~Qg~n, trans. R. 
Baldiok, (London: 1969); O'Brian, Picas~ 6 BiQg~~; and 
Penrose, fiQU§~ Hu Lifi Anq bn. 
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2 
his later work he certainly did not. Pioasso's extraordin~r,y 

~ powers of observation often eliminated the need ~or ft model. 

Nevertheless, as this review of the model's role in Picasso's 

art suggests, he paraàoxically benefited from and often required 

their presenoe. 

When Picasso began ta paint the portrait of Gertrude Stein 

he required her t9 pose for him (Zervos 1; 352). This ia 

surprising to Penrose since aven th en Pioasso found the Bctunl 
3 

presence of a model to be unnecessary. At the end of eighty 

sittings Picasso paintedt
1 ou~ the whole haad in the portrait, 

_ ~ 4 
"1 can"t seé you any longor 'wh~n 1 look." Gertrude, exclaiming 

Stein recalls the experience of posing for Picasso, describing 

how: 

"Picasso sat very tight on bis chair and very 
close to his canvas, and on a very small 
palette which was of uniform brown gray 
colour, mixed some more brown grey and the 
painting began." 5 

In early 1910 in the midst of Cubist format.ions, Picasso made 

a painting using the model Fanny Tellier (Zervos II; 235). Work 

on the ca~vas 'came to an abrupt end when Fanny, tired of tho 

2 
Leiris, "The Artist and His Model," in fiQD1!.§Q in 

~OSP~ct, p. 79. 
3 

Penrose, Picasso: Hi§ Lif§ ~ 6xt, pp. 117-116. 
4 

Ibid., p. 118, quoting Alioe B. Toklas. 
5 

Gèrtrude Stein, The AutQbiggrophY 2f 61iQ§ D~ 12klo., 
(New York: 1933), p. 51. 
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numerous sittings demanded. of her, refused to pose aoy longer. 

Although the painting was weIl advanced, Picasso could not 

continue without her image before him. ~6wever it is likely 

that the nearly abstract Cubist idiom required the presence of a 
6 

model to snchor Picasso in visual reality. 

Sabartès and Brassai note Picasso only occasionally workéd 
\ 7 

from life "to exercise his fingers". As Brassai con.tends: 

"What Picasso has sean once he retains 
forever. But' he himself does not know when 
and how it may take form aga in. 50 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 lithograph T~Q H~d~ ~Qm~n (Zervos XIV~ 137, 142-146). 

Aocording to her, Picasso only became aware of the identity of 

the women as-the print progressed through various states: 

6 

..... by the time it reached its definitive 
state--its character had changed radically 

. from highly representational to 
unrecognizably abstracto But in losing her 
pictorial identity, the sleeping woman had 

Rubin, ~i.QA~ in :t~ ,ÇQll~QtiQn Qi Th~ MY~um Qf M~m:n 
Art, p. 205, note 2, mentions the suggestion of Ja~dot, PiQ~§§Q, 
no.' 22, that ~2mDn ~itb ~ndQlin was originally int~ded as a 
portrait. The origin of this suggestion is traced to K,hnweiler, 
Pioasso's dealer at the time. 

7 
Sabartès, - Picasso: ~n Intimat~ Portr,ait, p. 150. 

8- ---

- Brassai, fuA§Ji2.Ang çQIlIP~, p. 112. 
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regained her actual one. Pablo had come to 
realize that she was. after aIl, Dora Marr, 
he told me. And as though ta prove it he 
pointed. ,in the margins of the papor, to a 
number of ~emar9u~§: there were little birds 
of various kinds and two insects drawn in 
minute detail." 9 

Gilot continues to elucidate Pioasso's identification of his 
. . 

women witb other living creatures: 

"Th~t that he had been let to make ... a 
~comment' in the margins of the stone made 
him realize' that the sleeping womnn was. 
indeed, Dora. The bi~s in the upper and 
lower margins were for me. he said." 10 

Steinberg interprets thi~ passage as a demonstration of the 

,assumption that recognizable or not. the figures must reprtment, 
11 

definite persons. 

Picasso' s 1946 portrait of Fran~oise Gilot, that came tu be 

called LA ~mm~ Fley~ (Zervos XIV; 167) began with a series of 

dra.wings from \Picasso's memory, as (lilot recalls Picasso 

stating: "r almost never work from the model, but since you'ro 
12 

here, maybe I ~ught to try." After expressing disploasuro al. 

the successive drawÏ:ngs. Picasso exclaimed "no good, it just 

doesn't work". Whereupon he asked Frapfoise to undress and he 
! 

studied ber for over an hour from a distanoe of three or four-

9 

10 

11 

12 

Gilot, hl.f~ wijill Pic6f!!iQ. p. 85. 

Steinberg, Qther Criteria, p. 110 . 

Gilot, Li.f§ illb fi.2.DD.Q. pp. 115-116. 
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yards. As reoounted by Gilot. Picasso was 

"looking tense and remote. His eyes 
didn't leave me for a seoond. He didn't touch 
his drawing padj be wasn't even holding a 
pencil." 13 

Then he produced a series of drawings and eleven 'lithographs 

from memory. Picasso explained that 

"There must be darkness everywhere except on 
the canvas, SOI 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 bis own inner world 
if he wants to transcend the limitations bis ( 
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 omnipresen~ in the artist and 
16 

model series. 

Altbough Picasso did not supposedly 'use' his moqels, be 
• 

nevertheless benefited from their presence.' Even when Picasso 

did Dot actually have a model present before him he possessed 

the ability to recall identifiable images from his 

13 

14 

15 

16 

Gilot, Life vith fiQasso, p. 115-116. 

Ibid., pp. 116-117. 

Parme 1 in, f~~~ tiggen, pp. 34-35. 

Sohiff, fio8SSQ: The Last Xear§, p. '25. 
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;' 
1 

Tbus certain forms recalling peop\e from an earlier period in 

Picasso's life would apparently spontaneously reappear in his 

works. Steinberg sees tnis phenomènon as proof of the internaI 

sources of Pioasso' s imagery tbat flows "unpredictably from 
17 

interc5>m~icating levels of personality:" 

. \ 

.-
17 

• 

Steinberg, Othe[ Çriteri§, p. 110. 
1 

r -
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