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ABSTRAGT

This dissertavion is & study of iconography and meaning in the
front-of-stage drop-curtains and the stage sets which Psblo
Picasso designed for the ballet berween 1917 and 1924. These works
were commissioned by twa patrons: Serge Diaghilev and Tomte
Stiensie de Beaupont. The extent of Pieasso’s artiscic independence

in working for these two patrous is examined.

While the works for the ballet are contextualised within circum-
stances surrounding each commission, the scenarics of the ballets
and Picasso’s contemporery artistic and personal preaccupations,
it is proposed rhat both thematically and stylistically they form

an integral part of his total geuvre. Picasso's use of visual im-

agos is characterised as metaphoric, and &n altempt is made to

explicate the process by which mevaphor operates in his art.

Five ballets are discussed - Parade (1917), Le Tricorme (1919),

amence (1921) and

re (1924).

Pulcinells (19203,

Drop-curtains were msde for only threc of these, viz. Parade. Le
Tricorme, snd Mercure. A study of the fmagery of these curtains
seveals that {n them Picasso cxplored thematic concerns that are
central to his geuvre as a whole. Interpretation of the stage-sets

for al) the bailets like lse shows @ thematic consistency, Two

major Lhematic concerns are found to be aperative - the notion of

ot




the dialectical relationship between life and death, and a concern

with reelity, especially in the context of the imteraction between

g artist and public, or performence and eudience.
N .

It is shown that, while fulfilling the demands of stage decoration,

Picasso simultancously infuses his ballet da. igns with an often
profound content, the hidden ndture of which is in keeping with

the artist's overall creative procass.
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5 167. Sctudy for Puleinslla set, Paris 1920, pencil, 10 x 14, Musée
e Picasso, Paris.
. 168. Study for Pulcinella set, Paris 1920, pencil, 19.5 x 27.5,

. Musée Ficasse, Paris.

169. Study for Pulcinells ser, Paris 1920, pencil, 30 x 27, Musée
o i Picasso, Paris
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Paris 1920, india ink, 25 x 28.5,

i
i 1
H Husm Ficasso, Paris.

il




173,

175.
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. Study for Pulcinella set, (with detsils of musical in:

. Study for Puleinglls

. Study_for Iu

. 8

Study for Pulcinells set, Paris 1920, pencil, 20 x 27, Husée

Picasse, Paris

. Study for Pulcinells set, Paris 1920, pencil, 23 x 34, Musée

Picasso, Paris

Three Studies for Pulginella set, Paris 1920, pencil, 23.5 x
34, Musée Picasso, Faris.

. Study for Pulcineila set, Paris 1920, pencil, 17 x 23.5, Musée

Ficssso, baris.

Study for Pulcinells sa., Paris 1420, pencil, 24 x 34, Musée

vicasso, Paris.

mencs and & spectator), Paris 1920, gouache and pencil, 23.5
x 34, Musée Picasso, Paris,

. Study for Puleinella set, (architectural detail), Paris 1920,

pencil, 34 x 23, Musée Picaaso, Paris

. Study for ulcinella set (with caryatjd), Paris 1920, penc:l,

24 x 3k, Musée Picasso, Paris

. Four studies for Puleinella set, Paris 1920, pemcil, 14.5 x

32, Musée Picrsso, Paris.

. Seudy for Pulcinells set, Paris 1920, pencil, 20 x 26, Musée

Picassc, Paris.

. Study for Pulcinella set, Paris 1920, pencil, 19.5 x 26, Musée

Vicsso, Paris

J-A.D. Ingres, Virgil Reading the Aeneid before Augustus
Octayie and Livia, c.1819, oil on canvas, 138 x 152, Musées
Royaux des Beaux Arts de Belgique, Brussels.

J-A.D. Ingres, The Apotheosis of Napoleon I, c.1856,
graphite, water-colour and white gouache, 33 x 31, Musée du
Louvze, Paris.

. Study for Pulcinells set, Paris 1920, water-colour, 25 2 30,

tusée Pleasso, Paris

. Study for Puleinella set, Paris 1920, pencil, 22 x 32.5, Husée

Flicasso, Paris.

ist, Pards 1920, pencil, 22 x 32.5, Musée

Picasso, D

nella set, Paris 1920, pencil, 16 x 22, Musée

picasso, Paric.

udy for Pulcinella set, Paris 1920, pencil, 14 x 18, Musée

Picassa, Paris,
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189.  Study Pulcinella _set, Paris 1920, gouache and
water- calou:, Five cut sheets of paper superimposed, 16 x 22,
Musée Picasso, Paris.

190. Study for Puleinrlla sot, Paris 1920, pencil, 21 x 34, Musée
Picasso, Paris.

191. Study for Pulcinells set, Paris 1920, water-colour, 23.5 x

34, Musée Picasso, Paris.

192. Study for Pulcinellu set, Paris 1920, pencil, 24 x 34, Musée
Picayso, Paris.

193, Study for Pulcinella set, Paris, 22 January 1920, pencil, 13
x 20, Musée Picasso, Faris.

194. Study for Pul:inella set, Paris, 22 January 1920, pencil, 13
x 20, Nuséa Picasso, Paris.

195. Study for Pulcinelia set, Paris, 22 January 1920, pencil, 13
x 20, Husée Plcasso, Paris.

196. Study for Pulginells set, Paris, 22 Janvary 1920, pencil, 13
x 20, Husée Picesse, Paris.

197, cndx for Pulpinelia set, Paris 1920, pencil, 24 x 34, Musée
icasso, Paris.

198. Study for Pulcinella set, Paris 1920, pencil, 24 x 34, Husée
Picasso, Paris.

199, Study for Puleinella set, Puris 1920, gonache, 26 x 34, Musée
Picasso, Paris.

200. Studx for Puleinella set, Pari. 1920, pencil, 26 x 34, tusée
icassc, Paris.

201, Study for Pulcinella set, Paris 1920, india ink and gowache,
11 % 13,5, Musée Picasso, Paris.

202, Study for Pulcinella sot, Paris 1920, india ink and gouachs,
x 13.5, Husée Picasso, Paris

203, Study for Pulcinella set, Paris 1920, pencil and gonache, 20
x 26.5, Musée DPicasso, Peris.

204, $tudy for Pulcinella set, Paris 1920, pencil and gouache, 23.5
x 34, Husée Plcasso, Paris.
205. Study for Puleinolle set, Paris 1920, pencil and gouache, 23.5

x 34, Musée Plcasso, Pards.

206. Study for Puleinelis

t, Paris 1920, pencil and gouache, 23.5
is.

1la, Paris 1920, pencil and
so, Paris
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208,
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211,

212.

213,

214,

215,

216,

217.

218,

219,

220.

221

223,

224,

228,

226,

The Port of Malaga, Malaga, c.1889, oil, 18 x 24, present
location unknown.

The Bostman ('To Be or not to Be'), Barcelona 1900, illus-
tration for poem by J. Oliva Bridgmen published in Joventut,
16 August 1900, location of original drawing unknown

Beat Putting out to Sea, Sea Paris 1902, india ink, 23.5 x 31.5,
present location unkiown

Blind Minotaur Guided by a Little Girl in the Night, Paris,
November 1634, aquatint, 24.7 % 34.7

Blind Minotaur, Paris, 22 1934, atching and en-
graving, 25.2 x 34.8

Blind Minotaur, Paris 23 Jctober 1934, stching, 23.9 x 30,

Blind Hmn:anr, Paris, & November 1934, stching and engrav-
ing, 22.6 %

Composition with Minotaur, Paris, 9 May 1936, india ink and
gouache, 50 % 65, Jan Krugier Gallery, Geneva.

Minotaur in & Boat, Paris, 19 February 1937, pastel and pen-
i1, 20,5 x 23, Marina Picasso

Study for Pulainella set, Paris ¢.1923 (1), gousche, 22 x 23,
Musée Picasso, Paris, Tnscribed "Gaits Lyrique 1923

Programme cover for Ballets Russes Season, Theatre Gaité
Lyrique, Paris 1923

Cuadro Flamenco, London 1921, photograph taken during a per-

forma

Cuadro Flamency set. Basket of Flowers, Paris 1921, fragment
set, tempera on canvas, 96 x 118, Galerie das

Etats-Unis, Cannes.

§tudy for Cuadro Flamenco set, Paris 1921, gousche, Musée
Picasso,

. Boxes at the Theatrs, Madri. 1901, black chalk, 20.7 x 35.7,

ksmuseum, Otverlo.

Auguste Renoir, La_Loge, 1874, oil on canves, 80 x 64,
Courtauld Institute Gallories, London.

Cuadro Flamenco set, The Box (lower left), Pards 1921, frag-
ment of the set, Lempera on cenves, 187.5 x 143,
J.K.Thannhauser, New York.

Constantin Guys, Au Thestie. undated, water-colour, 181 x
248, Albertina, Vienna,

Cuadro_Flaenco set. The Box_(lowe, right), Paris 1921,
fragment of the sat, tempera on canvas, 190 x 130, Jacques
Helft, Paris.




227,

228,

229,

230.

231,

232,

233,

234.

235.

Study for Cuadro Flamenco set, Paris 1921, peacil, size un-
1

known, Musée Picasso, Paris.

Study for Cuadro Flamenco set, Paris 1921, pencil, size un-
knoun, Musée Pisasso, Paris

Cuadro Flamenco set. The Box (upper lsft), Paris 1921, frag-
ment of the set, tempera on canvas, 140 x 132, formerly col-
lection of the artist.

Scene from Mercure, Paris 1924, photograph.

Scene from Mercura, Paris 1924, photograph.

Study for Mercure set, "Night", Paris 1924, pencil, size un-

known, location unknown.

Horcure set, first scene, "Night", Paris 1924,

Hercure set, socond scene, “The Bath of the Three Graces',

Paris 1924, photograph.

Mercuro set, finale of second seene, "The Thres Graces and
Carberus", Paris 1924, photograph.

236. Mercure set, third scene, “The Rape of Proserpina", Paris

1924, photograph,

237, The Horse. One of the Managers from Parade, Faris 1917, pho-

tograph.

238. Joan Mird. Circus Horse, 1927, oil on canvas, 100 x 81, Pri-

vate Collaction.
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1. INTRODUCTION

In the yezrs between 1917 and 1926 Picasso was wniquely occupied
in cresting designs for five ballot productions; Parade (1917,

Le Tricorne (1919), Pulcinells (1920), Cuadro

amenco (1921) and

Mergure (1924). The first four of these ballots were commissioned
by the great Rusaian impresario, Serge Disghilev, for his Ballots
Russes which dominated the European and Amorican ballst worlds

between 1909 and 1929. The fifth work, Mercure, was originally

crested for the French aristocrat, Comte Etienne de Boaumont, but
Diaghilev acquived the rights and presentec it in 1927, Those
ballet designs are unique in that they are the only works from his
enormous peuvre that Picasso produced while working for patroms
and in collaboration with artists in other media (camposers,
choreographers, writers and professional scene painters).
Picesso's involvement in thesa five projects provides a lone in-
stance of a body of production within his total genvre which forms
en integrated whola, The potentially self-contained nature of
this work allows it to be viewed as a creative episode set apart
from, or at .east alongside, *he mainstresw of the artist's

geuvre.




Such & view is strengthened by problems of style which Picassc's
work of this period presents. The dates of the ballet dasigns
coincide with the period whic* is loosely referred to as a 'clas-
sical’ or 'nao-classical' interlude in the evolution of Picasse's
style; labels which no sconer applied, raise questions about their
very meaning. Thus there is a tendency in the literature to iden-
tify both the bellet designs and the neo-cl «sical style of the

years 1917-1924 as something of a hiatus in Picasso's oeuyre.

This, in turn, encoursges & treatment of the ballet designs as
separate from (and by implication as less serious than) the rest
of Pleesso's work; or & contextualisation of them within the
framework of the demands of the theatre and of the other members
of the creative team; or a location of the designs alongside sim-
ilar zontemporary projects which oceupied Picasso's fellow art-
ists. While it is acknowledged that Picasso's drop-curtain and
set designs for Diaghilev's Ballets Russes van be viewed in the
overall context of that innovative ballet company, and thet it is
likely that Picasso familiarised himself with the work of his
Russian contemporaries who were working for Diaghilev, this study
does not aim to provide such a view but rather to address the issue
of the place which Picasso’s designs cccupy within his ceuvre as
a4 whole, and spacifically in relation to the underlying content
to be found there, Both thematically and stylistically the ballet
designs can be viewed as an integral part of the mainstream of
Picasso's peuvre. The method by which such an integration will be
approachod depends on & definition of the way in which metaphor

functions in Picasso's o




The front-of-stage drop-curtains, which formed a nreluds to three
of the ballets, and the stage settings for ali o productions
are examined in both their preliminary and final “-wms. Costume
designs have not been included in this study primarily becsuse with
few exceptions they are anecdotal and iergely descriptive of the
characters which wear them, Although a large number of Picasso's
sketches for costumes were gathered in the course of the prepara-
tory work for the prasent study, they were considered too numerous
o be included in it and may conceivably form the basis of a future

consideration.

Picassa's approach to the creation of these designs was ot con-
sistent. The finel works themselves vacy in structural complexity:
thus, for oxample, the drop-curtain for Parade, which is
wulti-figured nd spatially complex contrasts with the more sim-

plified structure of the Mercure drop-curtain. While both are

interpreted as revealing dense layers of meaning, the process of
interpretation is, of necessity, more lemgthy in the case of
parade. Equally, the project for the Puleinella set not only
progressed through different stages of intentien, but each stage
wes reached vie the execution of a great number of designs making
this & particularly complex area to oxplicate. Although such
varistions within the structure of the devigns themselves have
diciated the relative proportions of their treatment in this
study, these should not be scon as distinctions in their ralative
significance. Rather the cumulative aspect of all the works under
consideration here provides the justification for their

contextualisation both thematicaily and stylistically within

e
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Picasso's total oeuvre. Close examination o7 the symbolic lan-

guage which Picasso used in the ballet designs reveels its

congruence with the themes that were central to his art as a whole.
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II. THE PROCESS OF METAPHOR

If anyone awong modern painters has succeeded in
fully expressing and completely realising that po-
etry of form which comes from secrat and hidden
correspondences and from the profoundest depths of
being, that one is certainly Picasso, the most in-
ventive, metaphorical and poetic of us all

Severini articulstes an appreciation of Picasso's ceuvre that is
frequently evoked in order to provide an explanation for that which
cannot be explained by logical modes of enalysis. Appropriate as
these words of a fellow-painter are, they do not, hovever, go far
enough in characterising the precise nature of that "poetry of

foru” which Picasso's works attain.

The particular point of view from which the art historien chooses
to approach Picasso's work can rtange €rom the rational
organisation of the catalogue raisonné to the intuitive logic of

the psychoanalytical interpretation.? More often a number of dif-

! Gino Severini, f(rom Cinguanta Disegni di Pablo Picesse
(1903-1938) Novara 1943, p.2f translated by P.5. Falla, in
Marilyn HNeCully (ed.), A Picasso Anthology, Londen 1981,
P/ 7374,

2 This latter is the approach adopted, for oxample by Mary M.
Gedo, Picasso, Art ss_Autoblography, Chicago 1980, Ernst
Gombrich, "Introduction: Aims and Limits of Iconology”, in
Symbolic Images, London 1972, p.17, cautions against vhis ap-
proach: "Any human action, mc]uding the painting of a pic-
ture, will be the resultant of an infinite number of




ferent approaches ere combined in analyses of this complex peuvre

whose range was succinctly pinpointed by Anthony Blunt in 1966:
the artist's work as a whola... is so varied and
so complex thet there are no short-cuts.... the
critic who begins to analyse any individus} work...
finds himself led further and further in his attempt
to understand the workings of the artist's imagina-
tion.... His eye and mind... employ so many meth-
ods, draw on so many sources - visual, literary,
philosophical, political, musical ~ and combine all
they see and know into such startlingly new in-
vontions that the historian is bound to approach his
painting from a dozen angles.’

It is with caution that the historian of art who is inevitably also

its interpreter, undertskes such a task.

In the present study Picasso's designs for the ballet have been
singled out for iconogreohic scrutiny. It is onlv since the
artist's death in 1973 that these ballet designs created between
1917 and 1924 have been viewed by art historians as anyching more
than decorative settings for the theatre. Cooper's comprehensive
volume on Picasso's theatre oeuvre was seminal in outlining
Picasso's career as theatre designer and in presenting & large
number of the theatre works from the artist's private
collection.” Subsequent writing hes focused particularly on the

ballet Parade, generally considered to be the most inwovative of

these works.® Other writing has sought to contextualise Picasso's

contributory causes,.. the innumerable chains of causation
which ultimately brought the work into being must on no account
be confused with its meaning”.

Anthony Blunt, Picasso’s Guernica, (Whidden Lectures for
1966), Oxford 1969, p.7.

Douglas Caoper, Picasso Thestre, London and New York 1968,

The principal studies are, Richard H. Axsom, 'Parade': Cubism
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ballets 4p a general period in which painters of the early twem-
tisth century avant-gerde collaborated in ballet productions, and
to examine {n greater detail Picasso's spacific contribution as a

theatre designer.®

The iconographic approach which forms the substance of the present
inguiry stems from a different viewpoint, Within the context of
the supremely visual orientation of the ballet, it is tempting to
consider the postic qualities of Picasso's painting as simply be-

ing with the ive and

ains of stage de-
sign. Closer scrutiny suggests, however, that those "secret and
hidden correspondences” which lead to the labyrinthine structure

of his geuvre as & whole are present, tco, in the ballet designs.

A study of Picasso's painted curtains and sets reveals tha: in

spite of the fact that these works were cogmissfoned to fit spe-

85 Theater, PhD Dissertation, University of Michigan, 1974
(Garland, Qutstanding Dissertations in the Fine hets, London
and New York 1979); Conrad de Bold, "'parade’ and 'Le Spectacle
The Role of Jean Cocteau in an Avant-Garde Bal-
PhD Dissertation, Emory University, 1982 (University
Microfilns Internstionel, Ann Arbor and London 1983); Eexl
Rosenbsum, "Erik Satie: 'Parade’, MA Thesis, Californis
Stets University, Fullerton, 197% (University Microfilms
International, Aon Arbor and London 1982); and Mariznne
Martin, "The Ballet 'Parade’: A Dialogue Between Cubism and
Futurism", Art Quarterly, Spring 1978, pp.85-111.

Melissa McQuillan, "Painters and the Ballet 1917-1926: An As-
pect of the Relationship berween Art and Theater”, PhD Dis-
sertation, New York University, 1979 (University Microfilms
International, Ann Arbor and Loudon 1980), locked atv all of
Picasso's baliets &s part of a study of the whole guestion of
French painters' work for the balles botwean 1914 and 1929,
Hore recently Sabine Vogel, “Pablo Picassc als Bilhnenbild und
Kostimontwerfer fiir die Ballets Russes”, PhD Dissertation,
University of Kgln, 1983, has examinad the Picasso ballats in
the context of twontiath century theatra design. Although
Vogal's study assimilates most of the literature to date, she
does not appoar to have been cagnisamt of Me Quillen's study.




cific scenarios, their mode of espression is characteristic of
Picasso's general geuvre, Not only do they employ closely related
symbolic images, but the relationship between image and meaning
is shifting and evocative. William Rubin has recently remarked on
this relationship:

to demand & Cartesien logic from level to level in
Picasso's work is to mistake the nature of his in-
vention. While Picasso always begins with a nuclear
ides, the multiple, interlocking levels of meaning
of his more ambitious pictures are more the fruit
of associations developed during the course of im-
provisation than the result of plamning - and are

1y not without

In order to pursue a study of the meaning of the imeges in
Picasso's ballet designs, it has been necessary, while retaining
an avareness of their original contexts, to detach these works as
far as possible from their immediate role as adjuncts to thestrical
productions and to re-locate them as en integral part of Picasso's
oeuvre. Since it is clear that an interpretation of meaning in
Picassa's art cannot follow logical and linear pathways .t is es-
sential to establish & theoretical framework within which the pos
etic and metaphoric nature of Picasso's ceuvre can be examined.

An interpretation of his osuvre in terms of parameters of poetry

and metaphor is congruent with Picasso's own view o his ert.

He was constantly wenting to advance beyond painting
into postry, music and othor flelds, not to remain
stuck with pictorisl art.

William Rubin, "From Narrative to 'Iconic' in Picasso: The
Suried Allegory in 'Bread and Fruitdish on a Tsble' end the
Role of 'Les Demoiselles d'Avignon'," Art Bulletin, LXV (41,
Decomber 1983, pp.615-643, p.642.

Joan Miré, from an interview (1979) with Perry Miller Adato




Such an interpretation is slso allowed in traditional art histor-
ical approaches to iconography and icomology, and corresponds to
Panofsky's third category of “intrinsic meaning" or content. While
writers like Gombrich and Klein likewise acknowledge that
iconographic enalysis extands beyond a defimition of direct re-
lationships between the image or symbol and that for which it
stands, they do not explore the nature of these oxtended re-
lationships nor their specific possibilities in the tuentieth
cantury.® Gombrich refers to the open nature of poetic language
and stresses the interpretative problems which it presents:

the 'openness’ of the symbol is an important con-
stituent of sny real work of art.... But the hi:
torian... should realise the impossibility of ever
drawing an exact line between the alements which
signify and those which do not.'?

Similarly Klein differentistes betwa.~ the literal or "vocabulary

type" meaning of a work of art and what he calls "isnexplicit,

almost unconscious symbols”. ! According to Cirlot:

for the film Pleasso: A I‘A:J\Lur 5.Diary (1980), in MeCully

(ed.), & Picasso Anthology,

* Erwin Pancssky. "!conogmphy and Iconology: An Introduction
to the Study t" in Meaning in the Visual
Ares, Now York 1055 (laptinted mm, pp.51-81; Gonbrich,
Mms and Linits of Iconology”; Robert Klein, "Some Thoughts

in Form _and Meaning, New York 1979,
PP- m 160.  While both Gombrich and Klein sca the limits of
lconologieal exegesis being set by the gemre, "what is or is
not possible within a given period or milien” (Gombrich, p.?)
neither writer confronts the problem of defining such a milieu
in the context of the 20th century,

1% Gombrich, "Aims and Limits of lconology”, p.13.

1% Rlein, "Some Thoughts on lconography”, p.150.
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the symbol proper is a dynamic and palysymbolic re-

ality, imbued with omotive and conceptual values:

in other words, with true 1ife. ™
Girlot's study underlines the complexity of all forms of symbolism
as well as thair interrelatedness and ultimately metaphysical
aims. Cirlot reviews the principal comtributlons to the theory of
synbolism, an area which cannot be argued extensively here. It is
sufficient to acknowledge that poetic or metaphoric discourse em-
ploys images or symbols, The poetic or metaphoric chavacter of a
visual language depends, however, not only on the individual im-
ages it omploys but on the way in which it employs them. If
Picasso's art is to be viewed as postic discourse, then the nature
of that discourse itself must first be examined. This uill be dona
with reference particularly to two models, one linguistic, the

other concerned with the theory of myth creation.?®

In his study of the linguistic nature of poetry, Philip Wheolwright
characterises poetic language as "tensive language". Open and vi-~
tal, tonsive langusge is in opposition to the logical language of
1iteral statement which hes fixed meaning and is therefore closed
and static.

Meariings always flit mockingly beyond the reach of

men with nets and measuring scicks. And the most

vital problem of semantics (keeping the word in its
broad sense, as the study of meanings) is just how

2 juan-Eduarde Cirlot, 4 Dictionary of Bymbols, New York 1962,
poxi.

Philip Wheelwright, Metaphor and Reality, Bloomington, 1962,
and Petor Hunz, When_the Golden Bough Breaks: Structuralism
ox Typolosy? London aud Boston 1973, These two studles sesmed
particularly appropriate to an explicetion of the poetic mode
in Picasso's ari, and I am indebied to them For much of the
argament which follows.




far and hy what devices it is possible to give sucl
£luld uncaptured meanings some kind of llngu!stic
exprassion.
Aceording to Wheelwright, temsive, poetic languege is predicated
on "finding suitable word-combinations to represent some aspect
or other of the pervasive living tension".'® Thus & link is main-
tained betwsen the metaphorical language of poetry and reality.
The temsioms which characterise poetic expression reflect the

ineffable tensions of reality,

In applying criteria of poetic language to the analysis of paint-
ing, tha formsl differences betwean these two types of expression
cannot be ignored. While poetty is tded to words end syntax,
painting consists of images and their disposition within the pic-
ture plane. This latter, which might well be referred to as the
painting's 'syntax' in order to promote an analogy batween the two
forms, includes relationships of space, scale, format, colour,
texture and line. Such relationships are primerily apprehended
visually, i.e., in direct communication with the senses, and only
secondarily subjected to intellectual analysis. Conversely, whilst
the verbal images of a poem may evoke mentzl 'pictures', i's ap-
prehension is dependent on an intellectnal gresp of the words
themselves.'® Notwithstanding the distinction, both poetry and

i* Whoolwright, Metaphor a

Reality, p.39.

3% Ibid., pp.47-48,

% Cloarly, only ropresentationil modes are included here.
Non-reprosentational modes, such us the free word association

sn and zaup of the Ttalisn and Russian
FPuturists, suggests & blurring of boundaries between the tuo
arts, which, while not irrelevant to Picasso's work, arc be-
yond the scope of Lhis study.




painting in their most developed forms give expression to "fluid

uncaptured meanings'".

Picasso's works are loosely characterised as 'poetic’ inasmuch as
the 'resl' or natural {dentities of their imagery assume “.tended
meanings by virtue of their associational values within the
painting. Similarly the word in poetry assumes its fluid qualities
by associations which galn emphasis from devices such as rhyming,
assonance and alliteralion, which are appropriately known as fig-
ures of speech. Although according to strict gremmatical defi-
nition metaphor can simply be seen es one such figure of speech,
Wheeluright has justifigbly seen the necessity for extricating
mevaphor from tnis rather limiting classifization:

The test of cssentlal mataphor is not any rule of

grammatical form, but rather the quality of semantic

transformation that is brought about.... What re-

ally matters in & metaphor is the psychic depth at

which the things of the world... are transmuted by

the cool heat of the imsgination.'?
Metaphor thus defined, assumes grester expressive power than sym-
bol. Although both terms are used widsly and often synonomously
in iconographic studies, it is important at this stage to meke &
distinction Letween them, A synbol is generally understood to im=
Ply & diract correlation between itself and that for which it
stands, while motaphor by its very ctymology encompesses a greater

flexibility and thorefore mobility of meaning.'® In & hicrarchy

Wheelwright, glity, p.71.

.ophor_an

VWhoaluright, Metaphor snd Reality, p.68, points out that "By
1ts etymology... Lhe word dmplics mation (phora) that is alse
change (meta)" and chooses metaphor over both symbol and iwage
to elucidato the pootic process.
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of what may loosely he termed 'symbolic language', the symbol
proper stands at & lower level than metaphor. The symbol is 'resl'
inasmuch ss it is derived from the natural world, It comcretises
an sbstract idea or event. Any number of examples spring to mind;
the dog symbolises fidolity, the moon passivity, a clenched fist
power. The symbol is thus stable and repeatable, its associdtive
value, once establiched, remains fixed. The metaphor, while shar-
ing the symbolic and associstive qualities of the symbol, extends
these by shaking the fixed relstionship betwsan symbolic emtity
and that for which it stands. More important, metaphors do not
maintain the one-to-one corralatien with the natursl world which
is a defining aspect of the symbol.}® In fact, the powsr of meta-
phor lies, as Whenleright has noted, in its capacity to transmute
the things of the world, to bring about somantic transformation.
Pater Munz has developed the motion whereby metaphor is seen to
transcend nature:

In the construction of a metaphor we are putting

together several originally disparace elements into

one single complex, which, by itwelf, cannot be

found eriginally in patyre. The creation of mota-
hor a a

of elements into & new assembly. ‘®

Hotaphor removes things and images from their normal expected xe-

lationships and moves them into mew positions vis-a-vis oach other

The foregoing distinction between synbol nnd metaphor obviates
the necessity of making Subtle distinctions between kinds of
symbo for example Fromm's differentistion of dagree betwoen
"conv.ational”, "aceidental” and "universal symbols, as cited
in Cirlot, A D 5, PLXAX.

?% Munz, Whon tl aks, p.55, (italics added),
Nach of the argument (hat follews, concerning the neture of
motaphor is indebied to Munz's hypothesis.




and the things around them. Thus it is not the individual images
par_se but the richmess of the associations they evoke and the
convergance of all the associations of all the images in the
paincing that comprise the metaphoric mode. Literal statement,
whether verbal or visual, is bound to nevural relavionships which
are fixed. As long as the mind accepts the preconditions of the
visible natural world, relationships can only be shifted within
the parameters of that world, As soon as the mind moves outside
the reaim of one-to-ome correlations between words and the things
they describe, it moves away from the literal and in the direction
of the metaphorical. The adherence of symbols to objects drawn from
reslity or the natural world s & limiting factor, If these known
or real objects are dismembered, detached from their natural con-
texts and reassembled then the limitation is removed and an infi-
nite number of new relationships beacomes possible.?! Symbols,
whatever added or new values they may take on through association
or usage, are all natural or culturel objects.?? Symbols are thus
closely linked to 1iteral statement and the natural vorld. Indesd,
it is this relationship which provides their universal qualities
or correspondences - the vory things which allow them to he
recognised as symbols. Metaphor, on the other hand, represents a
move away from such direct and fixed relationships towards the

open, tensive form of cxpression that constitutes poetry. Neta-

The parallel between this process and that of Picasso's Cubism
proves {lluminating in characterising the poetic nature of
that style,

% Girlot, A Dicts Symbols, p.1i., notes that “A1l na-
tural and cultural objocts may bo iwsted with & symbolic
Function which cmphasises their cssential quaiitios in such a
way that they lond themselves to spiritual fnterprotation”,

§
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phor s dependeni not on universal relationships but on the
individual's ability to forge new and unexpected relationships
from a given vocabulary of natural and culvural objects. This
imaginative process is ome which involves the transformation or
metamorphosis of such objects. While symbols are undoubtedly &
component of poetry, it is in their transformed metephorical state
that they constitute the substance of the highest postic ex-
pression. The creation of metaphor is thus a process whereby na-
tural objects or simple symbols are rearranged to create new
complex symbolic elements. It is a necessary process insofar as
there are insufficient simple symbols to correspond to the infi-
nite range of the human mind's conceptualising &nd emotional pow-
ers:

the metaphor which is essentially a transposition

or transfer, an assembly of naturally separate

and/or disparate clements, is the symbol par excsle

lence, while the simple non-metaphorical symbol is

nothing but & first rongh steb at symbolisation.

Only the metaphor functions efficiently as 4
symbol.??

In the elaboration of words or images into mataphorical state-
ments, Munz nakes snother important distinction, between purely
formal elaboration based on the internal logic of the image - &
process which is self-referential in arc snd leads to pure

theticism or - and el to what

he describes as a typological serios which moves towards achioving
a more and move concise expression of the artistic content or

“feeling-state”:

21 Munz, When the Golden Hough Bregks, p.63.
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The crestion of poetic metaphor is an excenslon of the inherent

synb

neous process which does not proceed along & logical pathway.

Meva

Munz, Just as metaphors are extended symbols, so myths are "no mere

than

This

rear

1

2

The ane series of images hangs together becavse of
the logiral relationship between the sentences that
descrile them; and the other series hangs together
because each image is & symbol for & state of mind,
so thet the rationale for the series of images is
not provided by the logical relationship of the
sentences that de.cribe them or the inherent beauty
of their visual appearance, but by the fact that the
imeges are g typological series yhich progressively
detinas and specifics A state of feallng, Tt

olic nature of 41l buman thought processes.

long ago Vico explained that postry is mot written
for aesthetic raesons to delight the mind and adorn
& drab world, but that it is a necessity. Imagina-
tion, he explained, is not & passive reflection of
the external world but the mode in which the mind
ar spirit becomes aware of itself and assumes a de-
finition by spontaneously shaping the several fea-
tures of the external world into & concrete image.
Inaginasion thus croatos motestor and mych, sogasd-
less of the process of logical analysis

phor shares many of its characteris

extreme cases of metaphor".?®

Ly taking @ plece or 4 featurs here and 2 piece
there, and by dotaching them from their natural
context and ro-essembling them togather, there is
no limit to the new serics of ineges and storles one
can create.

is thé manner in which myths are created, Each successive

This is a sponta-

:26 with mych, indeed for

rangement is aimed &t @ wora pracise, yet &t tha r  time more

Ivid., p.67.

Ibtd,, p.107.

T
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N complex, profound and ultimately metaphysical meaning. This theory

satisfies Munz's demand for a wethod of interpreting myth which
- is inherent in the mythology itself and thus not dependent on the
biss of the interpreter. Central to his thesis is serielity, the

i tantly nature of mythological themes and the notion

that these recurrences axe not of equal value (i.e., simply sub-

stitutions) but are related typologically. The typological series

stretches from the "real™ or nsturel world at one end of the scale

. to the supernatural or metaphysical at the other. Between these =

- two extremes the process of dislocation and rr.vrangement of syme

bolic images occurs, and the vehicles of this process are metaphors

f ‘ or their extensions - myths. It may not be simply coincidental

e : that in the apening pages of his book Munz illustrates his argument

for typology not only with &n example drawn from the visual arts,

. but with one which directly refers to Picasso. He uses the example g

of Picasso's series of canvases based on Manet's Le Déjeuner Sur

. ' 1'Herbe which in turn is ona century

after Raphael by Marcentonio Raeimondi, as one example which indi- b
cates that typological series are not confined to traditional .

4 wythological systems.?! :

Before examining how metaphor and myth manifest themselves in B

fo- Pleasso's work, two importent methodological points need to be
! ; 7o wede. Although Hunz describes a series, he is careful to point
A ' out that such & series does not necessarily develop
. chronolosically: !
i

*® Ibid., p.6.




Let us consider... myths of sacrifice. They can be
arranged in such a way that at the bottom of the
series there is a story in which there is & sacri-

specifically, as, say, the sacrifice of the Son of
God by Gad for the sake of redeuption. The fnczsase
in ification need not

the succession of thesa troatments of The thens in
time. There is no absolute necessity why a general
and unspecified version should be an earlier
one...2?

Secondly, Munz shows that thore is contimual feedback from the top
to the bottom of the series, so that more developed metaphors can
illuninate the less specific symbols in the hierarchy.’® These
s:+wivations, taken together, imply that all forms or expressions
4¢ » particular metaphor or mythical theme can be taken inta ac-
count in interpreting amy one exsmple within & series. As the ex-

amples from Plcasso's geuvre discussed below will show, movement

back and forth chromologically is imperative to a full under-
standing of the works. Images continually foreshadow end illumi-
nate each other. The process of stimulus and feedback is intrinsic

to the notion of metephoric reshuffling end transmutation.

in his recent article, Rubin crystallised the methodological

1

problems posed by Picassa's peuvr The unprecede.ted and

uniquely prolific nature of this pewvre and its vast range of

sources not only defies “Cartesian logic” but frequently suggests

See especially Chapter 7, "Myths and Metaphysics",
4.

33 Rubin, “From Narrative to 'Tconic' in Picasso”, p.642.




that the imagery may be the result of a process of selection which
is either random or capricious or both. While certain major themes
can be isolated, many others appear to lie outside or hover on the
fringes of these. Virtuoso stylistic shifts and an absence of ex-
planstory statements by the artist compound the difficulties of
classification and interpretation. On another level, the many
personal references and innuendos in the works invoke the possi-
bility of a personal or subjective mythology. This is often fused

or confused with equally numerous references to traditional

mythological and i When viewed from the

perspective of the definitions of metaphor and myth outlimed
above, however, many of these probloms are subsumed within the
logic of the imaginative or poetic process. This viewpoint cen
never exhaustively 'explain’ the gewvre in its entirety, but its

aceount of the process is instructive and illuminating.

There is ample imony to the 1 implicit
in Picasso's artistic search. Penrose has written: "The work of
Picasso is above all an inquiry by visual means Into the nature
of that elusive thing reality”.’? And Picasso himself affirmed
these metaphysical Iinks:

No explanation cam be given in words. Except that

by some lialson botween the man crvator and what is

highest in the humen spirit, sonothing hagpens which
gives this power to the painted reality

Roland Penrose, "Beauty and the Monster", in John Golding and
Roland Penrose (eds.), Picasso in Retrospect, New York 1980,
p.102.

Kélene Parmelin, Picasso: Women, Cannes and Mougins 1954-63
New York 1964, p.16, cited by Dore Ashion, Picasso on Art: A
Selection of Views, New York 1972 (reprinted 1980) p.2s.
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Any form which conveys to us the semse of reality
is the ome vhich is furthest removed from the real-
ity of the retins; the eyes of the artist are e open

I to a superior reslity; his works are evocatio

o Although it would be extremoly difficult to isolate any single
: typological series within Picasso's pewvre, it is feasible to view
thematic developments and elaborations fn terms of Munz's
characterisation of the reshuffling and transforming process. Key
works relating to the harlequin theme, which is a significant issue

in the ballet designs, can be used to demonstrate this.

The first stage of symbolisation involves the real, natural or
unelaborated symbol ~ in the case of harlequin a generalised image
such as the Harleguin (1901: Fig.1) in the Hetropolitan Museum of
Art, The figure is presented simply and directly. His very identity
and the flattened style of painting speak of the lonely world of
the performer/outcast, but the symbol is not elaborated beyond

this.?* In At the Lapin Agile (1905: Fig.2) the harlequin, though

. Rubin, "From Narrative to 'Iconic' in Picasso”, p.643, reminds
. us that "virtually all of what passes for Picasso's own words
in books... are, in fact, rcconstructions by the authors",
and Ashton herself (p.xvii) points out the limitations of re-
producing Picasso’s views on art via third person accounts.
Ashton observes that, as one such reporter, Héldne Parmelin
is considered extramely accurate, 1 am well avara of the
methodologfcal dangers invalved in placing too great a rali-
N ance on Picasso's statements as support for interpretations

of his art. 1 helieve, however, that they have a place in any
study of the works as illuminations of his complex and often
contradictory philosophical views.

3¢ Dor de la Souchére, Picesso ntibes, New York 1960, r.ted
in Ashton, Picpsso on Art, pp.82-53.

% Many vorks of this year feature solitary figuras. The earliest
ding &

of these is Child cat. no. VI.14 in Pierre Daix
and Goorges Boudailie, sro: The Blue

d Rose Periods

Y
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still relatively stra in its becomos more

specific. It is possible to identify the artist's self-portrait
s harlequin, as well as the figures of his companion Germaine
(later Pichot) and the guitarist Frédé, owner of the Lapin
hgile.’* Based on 'actusl' persons, the figures assume @ postic
quality through their pictorial relationships and stylistic
treaument. The three figures become linked on the picture sucface
through a flattening of form. 4 tension is set up between this
linking of the forms and a feeling of alienation communicated
through the averted gazes of the two foreground figures. Germaine
is in sharp profile, her face white and unmodulated,
Picasso/harlequin  is expressively modelled and placed in
three-quarter view. Complering the trio is the frontal, sketchy
figure of the guitarist. His static pose and fimstrument held in

suspended animatdon echo the silence of the eouple.

These observations begin to uncover the complex structurs of the
metaphor. The artist, having assumed the costume of the

harlequinfoutcast is identified with that figure. His condition

Gavalogue Raisonné of the Paintings, 19001908, New York,
1567, Daix and Boudallle car. nos. VI.17-19 and 23-25 can &lso
be included in this category. The authors mote (p,197) that
these works mark s new turn in Picasso's pouvrs: "This famous
painting [Child with a Dove] shows Picasso's search for a new
direction at the end of the summer of 1991. Ho turns awey from
Parisian 1ife to deal with more intimste subjects.... He also
shows sympathy end unusual feoling for his subjects. It is as

. he oxpresses his nead for a different plastic language
:e "show the changa in his euticude”

¢ Roland Penrose, Picssso. IIis Life and Work, London 1981,
)

p.114, has ident See also Daix and
Boudaille, Picass and_Rose Peciods, b.265, and
Willisn Rubin (cd.), B Retrospactive, Exhibi-
tion Cotalogue, Museum of Nodnrn Art, Nav. York 1980, p.57.

!



is contextualised through both his female companion and the
guitarist/cafe-owner. Frédé's presence specifies time and place,
Germatne evokes Ficusso's cirele of friends at the time as well
as the specific incident of Casagemas’ death - one of the factoxrs
contributing to the artist's morbid condition after 1901.°7 Thus
Picasso weaves himself into a mythological structure in which the
real people and events are transmuted into wore open symbolic

. The Sa Femily (1905: Fig.3), the Hazleguin

in the Museun of Nodern Art, New York (1915: Fig.4) and the same
museun's Three Musicisns (1921: Fig.5) are works which, like At
the Lapin Asile, employ harlequin and related types as signs for
the artist and his closest cirele of friends reshuffled both in
terms of identity and style into complex iconographic
statensnts.?' These works demonstrate the constant process of re-

shuffling and elaboration of symbols by which Picasso's peuvre

7 Casagemes' suicide is interpreted as being the direct outcome

of the failure of his relationship with Germaine.

The litarature on thesa well-known works is extensive and need
not be sugmarised here. While writers are not &lways in com-
plete agreement, all adopt methodologies congruent with the
notion of metaphor as outlined in the present study. The
principsl  sources are  E.A.Carmean,  Picasso:  The
Saltimbanques, Exhibition Catalogue, Navional Gallery of Art,
Washington 1980; Ron Johnson, "Picasso's Farisian Fanily and
the Saltimbanques’, Arts cts_Nagagine, LI (S) 1977, pp.90-95;
Carter Ratcliff, "Picasso's 'Harlequin': Remarks on the
Hodern's nnnuqum", Arts Magazine, LI (S) 1977, pp.124-126;
‘Theodore Reff, "Harlequins, Saltimbangues, Closns ,and Fools
Artforup, October 1971, pp.30-43, and “Picasso’s'Thres Musi-
clans': lMascers, Artists and Friends", Art in America, 68
(10), December 1980, pp.124~142; William Rubin, Picasto in the
rn_Are, New York, 19725 Peter
von Blnncknnlmgun‘ "picasso and Rilke, 'La Famille des
salvimbanques'”, Heasure, 1, Spring 1950, pp.165-185. An ex-
panded discussion of harlequins will be found below in the
discussion of the drop-curtain for Mercars.




reaches beyond the literal symbol into the domains of metaphor and

ayth and ultimstely towards the metaphysical.

Picasso has been quoted more then once as rejecting the notien of
copying his own work.'® Nevertheless images and ideas appear and

reappear in his geuvre in & mltiplicity of forms and the ultimate

effoct is a cumulative one in which meaning is progressively en-
riched and clarified, Thus the vory process by which Picasso's art
advances is one of & moevaphorical series of reshufflings as
characterised by Munz. He proposes that metaphor and myth are
directed towards the articulation of “"feeling-states" that cannot
be cxpressed by simple language.*® Picasse confirms that this is
his direction too whan he says: "Reality is only reached in si-
Jence™;*? and
Solitude does not meen remunclation of the world.
Rather it means placing oneself in an observatory
whence it is possible to penetrate everything in the
world, but filtered and clarified, not things but
ideas and emotions. Woe to the artist who denies

reality. And woe to the srtist who co.fuses reality
with the real.*?

Two examples of such statements seem relevant here: "We must
pick out what is good for us where we can find it - except from
our own works. 1 have & horror of copying myself", (Christian
Zarvos, "Conversation avec Picasso", Cahiers d'Art, 10, 1935,
pp.173-6, cited in Asbton, Picasso on Art, p.51), and "Repe-
tition is contrary to the laws of the spirit, to its flight
forward! Copying others is nacessary, but what a pity to copy
oneselfl"  (Souchbre, p.27, cited in
Ashton, Picasse

Munz, When the Golden Rough Breaks, p.67.

50, his Life, his

*! Domenice Porzio and Marco Valsecchi, Py
Art, London 1974 (reprinted 1979), p.8s.

M i,




Another cvrrent can be detected in Picasso's rejection of direct
statement in favour of the expressive power of an open, poatic
language. This is the influence of Nietzsche, with whose writings
it is certein Picasso was familier early in his career.®’ A de-
finitive statement as regards parallels between Nietzsche's
thought end Picasso's art raises vast methodological problems, and
is beyond the scope of this dissertation. Even on a fairly sim-
plistic level, however, this influence is evident. An examination
of certain iconogrephic motifs of Picasso's ballet designs in the

light of Nietssche's Birth of Tragedy suggests some fascinating

¢ Anthony Blunt and Phoebe Puol, Picasse: The Formative Years.
A Study of His Sources, New York 1362, p.7, note that Ficasso
had probably read a1l of Nietzsche Yy the time he was seventeen
years old. More recently, Ron Jc nson and others have inves-
tigated other Niotzschean espects of Picasso's art. In
"picasso's '0ld CGuitarist' and the Symbolist Sensibility”,
Artforum, 13, Septesber 1974, pp.56-62, Johnson has inter-
prated this work of 1903 in terms of the Nietzschean aesthetic
of tragedy end music. In "The 'Demoiselles d'Avignon’ and
Dionysiac Destruction", Arts Magazine, 55 (2) October 1980,
pp.84=101, Johnson Los Domoiselles D'Avignon in
terms of Nietzsche's philasophy of the artist as superman, and
the Dionysiac as a primitive and nihilistic force. Mark
Rosonthal, "The Nietzschean Character of Picasso's Farly De-
velopment", Arts Nagazine, 55, 2, October 1980, pp.87-91, sces
Picasso's developmont from the Blue Period to Cubism as re-
flecting a MNietzschean model. The artist achieves an
emanzipation of the will and "& kind of self-glorification
that rivals the Nietzschean superman™(p.90). Lydia Gasman,
"Mystery, Magic and Love in Picasso, 1925-1938: Picesso and
Surrealism", PhD Dissertation, Columbia University 1981 (Uni-
vorsity Microfilms Internationsl, Ann Arbor and London 1984),
Pp.637-638 and p.647, suggests Nietzsche as one source for the
Dioryatoc maenad in, he Th (1975). Annette C.
Gostello, Picasse's ' D Dissertation, Bryn
Mayr College 19 etanding Dissercations in the
Fine Arts, London o N York 1979, pp.195-211, examines the
influcnce of Nictssche on Plecasso's portrayal of the opposing
figures of minotaur and sculptor. Costella summarises (p,196)
the ovidence rogarding Pleasso's contact with Nietzschean
thought around the turn of the contury.
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parallels.'® Not least anong these is Picasso's acknowledged in-
corporation of classical motifs and allusions into the works of :

this period. The very personal use that is made of these motifs i L
recalls Nietzsche's equally personal, not to say idiosyncratic

referances to the Greek world in his first major work, The Birth

of Tragedy.'® Nistzsche wrote of the limited ability which words
have to express the profound concepts of Groek tragady:

the myth does not find its adequate objectivisation
in the spoken word at all. Tha structuring of the
scenes and the vividnoss of the images reveal a
S doeper wisdon than the poet himself can pwt into
words

. - This is stated even more clearly later in Twilight of the Tdols:

. . Our roal do not them- i
: . selves... because they lack the right words. In all
3 talk there is a grain of contempt. Language, it

seems, has onl: been invented for the average, for
- the middling and the communicabin.  Langnage
. vulgarises the speaker.*’ \

“% The thems of musit is one such thome which 1s discussed below

v (p.192) in relstion to gusical imagery in the Hergure
. drop-curtain.

Friederich Niotzsche, The Birth of Tragedy or Hellenism and
7 - Pessimisn, translated by WA, A. Houssmen, Edinburgh and London
5 1509. The Birth of Traged: was first published in Leipsig in

o . 1872 undox the T1iTa The Birth of Tragedy Oue of she Spirlt
. R of Music. Nictzsche's writings first appearad in Spanish in

. . 1899 (see Paul Ille, "Nietzsche in Spain: 1890-1810", BMLA,
LXXIX, March 1964, pp.B0~96). By 1905 all his works were

evailable in Epunish translavion. Michael S, Silk and Joseph

P, Stern, Nic n Trogedy, Cambridge 1981, stress the the I

N - fact thet Birt ady {s not a systematic treatise but a

i looe theory of art which is n lrself pootic. The problem of i
i Plcasso's 'classical' siyle in the period 1917-1925 is dealt i

o with below (pp.257-261). i

*¢ The B Birth a T agndy, sectjon 17, cited in 841k and Stern, i
ot edy, p.366. The anthors identify this concern :
ST e o equnc) of language as contral to Nietzsche. ,

1

5, IX, p.26, cited in Silk and Ster,
p.367.




This reference to languags corresponds to what Wheeluright terms
"steno-languege” - the language of literal statement. Picasso's
thinking, as reflected in some of his infrequent recordsd state-
meats, shows striking parallels to this position:

No explanation can ke given in words.... "You can

search for a thousaud years" Picasso says, "And you

will find nothing, Everything can be explained sci-

entifically todsy. Except that.,. painting remains
paincing because it cludes such investigation".

Metaphorical language with its "“fluid uncaptured mesnings” is thus
in Picasso's wwn terms the dafining characteristic of painting,
Like Nietziche, Picasso rejected the scientific and ratiomal in
favour of the poetie. According to Kahmweiler

Picasso, after reading from a sketch hook containing

poans in Spanish, says to me: "Poetry - but every-

thing you find in these poems one can also find in

my paintings. So meny paintors today have forgotten

postry in their paintings - and it is ths most im-

portant thing: pootry".*
Like Nietzsche, too, Picasso locates the revelatory power of art
in "the structuring of the scenes and the vividnes~ of the imeges”
rather then in the vulgarising effacts of explanatory words. This
is, in fact, the process of meraphor. The artist or myth-crestor
works with images, shuffling and rearranging his raw materiais
into metaphoxs which vary in the precision with which they express
# "feeling-state”. The most precise expression is a transcendent
one, the "silence” in which true reality - an anbsolute which can

only be intuited through its loss precise forms - is attained. The

Parmelin, Picass
Picassg on A

womml. Cannes_and Mougins, p.16, in Ashton,

“% Danfol-Henry Kahnweiler, "Gesprilche mit Picassa” in Jilhresing
59-60, Sturtgart 1959, pp.85-98, in Ashiem, Pisnsso on” Arg,
poi2s.
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value of Munz's typological model is that it de-mystifies the
concept of myth and allows an explenation of diverse nythical
systems that transconds particular differences. It thus becomes
possible to view the oeuyre of & writer or a palnter es
parallelling the process of more traditional and widely sccepted
mythical systems such as the Bible or Greek mythology. At this
point it becomes possible to distinguish becween Picasso's use of
traditional myths and the independent formation of his personal
artistic mythology. Traditional myths are for hiw unelsborated
metaphors or symbols, equivalent to all the other diverse sources

that can be identified in his work.

In seeking to explain Picasso's use of mythological imagery and
allusion in the Vollard Suite (1933), Costello has related this
usaga to "The complete freedom of the poet or playwright with re-

gard to traditionsl myths [which] had become sxiomatic by the

1930's", Picasso, she says

draws freely upon encient myths to give his charace
ters and their dramstic exploits a universal sig-
nificance. In tha process Picasso &lters the myths
at will, incorporating roferences to Christianity,
to Mithraism, to literary, theatricsl and artistic
masters and their masternieces, and to his private
1ife.... freely edapting them and freely interpret-
ing thom until he weaves a mew and personal
whole.®®

Gostallo does not explore tho possibility that the process which
she outlines is precisaly that of myth formation ivself - a process

of selecting and roshuffling images, not in any random

or arbitrary menner, but dirccted towards expressing a precise

8% Costelle, Picasso ard Suite’, pp.333-335.
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feeling. If Picasso’s geuvre iu its whole as well ts in its parts
is seen as parallelling the formaticn of other mythical systems,
then his diverse sources, styles and subjects indicete not simply
the artist exercising an unbridie ‘veedom in the cause of
self~oxpression, but a deliberate process of rearrangement aimed

at giving precise expression to an ontolegical condition.




IT1. PICASSO AND DIAGHILEV

When he agreed to design ballet sets and costumes, Pict

uniguely for him, submitted himself to the inevitable e’ .-

ans
which specific commissions would place on his autonomy as ar art-
ist. MeQuillan has noted the limitations which aceomparisc. sueh

patronage:

the ertistic material from which the ballet compa-
nies selectod and to which the painters chamselves
were exposed was defined by place and time

conditiens of patronage imposed by the ballet com-
panies upon the painters, whether ecxplicit - thiae
of the ballet, numbers of characters, etc. - or im-
plicit, set parameters within which the internal
connections and discoveries... took place.’®

Serge Diaghilev, for whose company Picasso designed four major
works,?? has scquired a legendary notoriety for his autocratic and
often high-handed ways of treating the ertists who worked for

kim.*? No aspect of his productions was allowed to pass without

Mequillan, "Painters and the Belles", p.1l4.

Parade (1917), le Tri
Cuadro Flamenco (1921).

gne (1919), Puleimella  92C), and

Extensive literatcre and source material exists on Disghilav
end the Ballets kusses. A comprehemsive bibliog:4hy caa be
found in Richard Buckls, Disghilev, London 1972, pp.587-592

Works cunsuired in preparing the present study ere listed in
the bibliograghy.




the impresario's personal stamp of approvai. Along with his
dictstorial neture, Diaghilev had an intuitive sense of
theatricality and a firm belief in originality, not only as a means
of sustaining audience support but also to stimulete new levels
of achievement in the arts. Picasso on the other hand valued his
oun srtistic independence highly and would not have worked for
Diaghilev if the limitations of the commissions had posed any sort
of threat to it. Although it expressed itself in different ways,
these two strong-willed and fiercely independent characters had
in common a total invelvement in art. It will be argued that
Picasso not only fulfilled the demands of Diaghilev's comnissions,
but transcended them te creste & number of ballet designs which
reinforced and enriched his personal peuvre. In or’ar to provide
& context for a detailed examination of the designs. the artistic

interaction between Disghilev and Picasso will be traced.

It is certain that Picasso recognised what, from the artist's point
of view, constituted the unique nature of the ballet as compared
with other contemporary forms of theatre. This was its visual
orientation. Dance theatre is unique in that lts primary appeal
is to the visual senses. It thus demands & direct scnsual, as op=
posed to an intellectual, response. No other form of performance
Telies on the visual sense to the same extent. Even the spectacle
of opara is secondary to its musical compcient. A musical score
can be read, as of course, can & stege play, but dance notition

is a relatively recent introduction. Picasso capitalised on this

dominant visual Moreover, he tr the lim-

itatfons of time and place implicit in the ballets by transposing

o




his personal symbolisw onto the given artistic materisl. Although

recognised in the litcrature, the precise nature of this personal

. contribution has not been assessed. McQuillan, for sxample, has

voted in connection with the sets for Le Tr'corng that Picasso's

contribution dominates the ballet. She views this contribution,

however, as a purely formal cne.®*

- - Spscific aspects of style and content will only be considered in

. . outlining the Picasso-Diaghilev relationship insofar as they are

relevant to the ci the i . Thesa

circumstances have generally to be picced together from a variety
: of sources which include eye-witness accounts, hearsey reports end
recollections which may or may not be substantiated by written
evidence (lstters, telegrams and contracts). Since Diaghilev often

relie! on behind-the-scenes menipulation of individusls, and

. verbal contracts, it can be assumed that some of the 'facts' re-
garding the commissions will remsin unknown and a source of spec-

ulation.

S Jean Cocteau is gemerally credited with bringing Diaghilev and
; Picasso together for the first time in 1916 in the context of the
creation of Parade.®® The relstionship between Picasso and

Pinghilev need mov, however, be predicated on Cocteau's

McQuillen, "Paincers and the Ballet", p.476. iy
H Sae Cooper, Pica: re, , 'Parade': Cubs {

os_Thegtor, Pp.33-34; de Boid, and 'Le Spectacl
Intérienr'®, p.22; Costello, Picasso's 'Vollard Suits', p.137.
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machinstions. It is necessary, Tathat, to examine the sctivities
and preoccupations of both men in the years leading up to 1917,
to srt the Stage for the meeting of the creative minds of Diaghilev

and Picasso.

Although Picasso did not exhibit publicly in Paris between 1909
and 1917, his work could be seen at his dealers, Vollard (up till
1912), and Kahnweiler (1912 until the outbreak of war in 1914),
His work also received considerable attention through the
patronage of Gertrude Stein and her brother Leo, whose Saturday
evening gatherings Picasso avtended regularly between 1905 and
1914.%° In her study of Cubist criticism, Gamwsll has moved that
"by the outbreak of the War Picasso and Braque wove the estab-

lished lesders of [arisian art".®7

lLargely due to the efforts of Kahnweiler, who had become his sole
dealer in 1912, Picasso's work was well known in Germany in the
years immedistely preceding the War. Examples had been included
in the first Blane Reiter exhibition held in Munich at the end of
1911 which travelled to Cologne and Berlin in 1912, and onme of his
Cubist works was used as en illustration in the Blaue Reiter

Almanach edived by Kandinsky and Marc and published in Munich in

®¢ Gertrude Stein, The Autobiography of Alice B. Toklas, New York
1933 (reprinted 1066), pp.44-45, notes that Picasso first
dined at har home on the ruo de Flsurus shortly before he begen
her portrait in 1905. Altbough the "Saturdays' were discon-
tinued in 1914, Pleasso continued to visit Gertrude Stein
during the war years.

*7 Lynn W. Gamwell, "Cublst Critfcism: 1907-1925", PhD Disserta-
tion, University of California, Los Angeles 1977, (University
Micrafilms International, dmn Arbor end London 1980), p.162.
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May 1912.%" At the International Sonderbund Exhibition in Cologne
£rom May till September 1912, Picasso exhibited 16 works and was
recognised by critics as the leading painter of his time.®® On
March 2, 1914, at the La Peau de 1'Ours sale in Paris, the
Saltimbanque Family (1905: Fig.3) was purchesed by the German
dealer Thannbauser for the record sum of 11,500 francs - a figure
considerably higher than the pre-sale estimate of 8,000 franc.,

and one which drew considerable notice in the Parisian press.®?

12 aud 1913, Diaghilev's ballet company worked extensively
in Germeny, performing in Berlin, Dresden, Cologne, Frankfurt and
Munich. At the same time Diaghilev was travelling back and forth
to Russia.®! In September 1913 he holidayed in Germany end then
went to St. Petersburg and Moscow where he engaged Natelis
Goncharova to design Le Cog d'0r. [t was on this same visit to
Moscow thot Diaghilev discoversd and hired the yourg Massine es a
dancer, returning with him to rejoin the company in Germany in late
1913.%2 By this time too, Picssso was well represented in the
Hoscow collections of the two renowned and wealthy Russian mer-

chants Sergei Shchukin and Ivan Morosov.®? His work was included

£ Solomo Randinsky in Munich:
1896~ 19114 ‘Exhibition Catalogue, New York 1982. p.305.

Pater Gelz, German Expressionist Painting, Rerkeley 1957,
P 204,

Soe Carmean, Picgsso: The Saltimbangues, pp.77-78 for details
of the sale and the publicity surrounding it

Buckle, Diaghiley, pp.260-269.
©4 Ibid., pp.269-272.

' Baverlev W. Keean, All The Empty Palaces: The Morchant Patrouns
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in the third "“Jack of Diamonds” exhibition which opened in St.
Petersburg in Jenuary 1913 and moved to Moscow im March of that
year.®" It is also a well known fact of art history that Tatlin
visited Picasso's studio in Paris in May 1913 where he saw the

constructed reliefs which were to have such s formative influence

on his own work, Diaghilev had also bad direct contact with the
Italian Futurists by this time, and both they and the Russians
Goncharova and Larionov, who began to work slwost exclusively for

Disghilev in 1914, had been greatly influenced by Picasso.

Weth his known interest in all the arts and his extensive travels
took hiw ta Eurape's major cemtras of artistic activity g
during these pre-war years, it is likely that Diaghilev was well

informed about Picasso and his considerable reputation well befors

& ——
EER of Modern Art in Pre-Revolutionary Russia, London, 1983, has

documented these collections. Shchukin started collecting )

Picasso's work in 1908. By 1914 he was buying works av an av~

erage rate of ten a year {(Kear, ;».220). Kean writes that it

was only in Shchukin's home that one could trace the artist's

. complete development up to 1914" (p.208). From the spring of
1909 Shchukin's collection w~w open to the public every Sun-

day. Regular visitors includcd wot orly young, radical artists

. - Larionov, Goncharova, Tstli: and Malevich amoug these - but
¥ also membors of more traditional art circles. Among the latter ¥

' Kean mentions Benois, Korovin and Serov all close associstes i
N of Diaghilev (Kean pp.231-:32). Although Kear does not docus
went such an event, it is likely that Diaghilev also visited

Shehukin's Moscow home Lo view the collection. Kean does mote

froquent contact between the two men after Shchisin settled

LN o in Paris in 1919. In this connection she refers to Diaghilev's

art. “It was Shchukin's persomal opinion that for Diaghilev,

art was boyond politics, revolution was thestre and high

fashion; he would have worked happily with Neyerhold,

L Lissitsky Tetlin or Lenin himscif to produce a major work" i
(p.2

interest in recent and revolutionary imnovations in Russian |

¢ Johu E.Bowlt, chronology, in Angellca (ad.), b
vossion Avant-Gorde Ace: The Goorse G Gostakis Collaction, P
adon 1981, p i




they met in 1916, It is possible that Diaghilev did net at first
ses Picasso's 1911-12 Cubist works s potentially suited for the
theatre, since he himself wes partisl to spectacular, flamboyant
and boldly colourful styles as settings for his ballets. Picasso's
pre-1907 Blue and Rose period works, however, may have alerted
Disghilev to the fact that Cubism was not the only stylistic pos-

sibility in Picasso's repertoire.

Although Disghiley spent the greater part of 1915 in Switzerland,
at Ouchy near Lausanne, his Russian Ballet company gave a singla
performance in Paris on 29 Decenber. This charity show which was
& benefit for the British, Fronch and Belgian Red Cross, was given
on the eve of the company's departure for a coast-to-coast tour
of Amorica. Cocteau, who had been working &s a volunteer for the
Fronch Red Cross, was probably present. Jacques-Emile Blanche re-
corded the performance in his disries:

Everyone was running down pre-war bighe taste. The
only mistake Diaghilev made was to comvission Joseph
from Strause.

The young editor of §'Sovol, @ magazine which goos
in for synbolic-cubisf art, took Astruc asid., sey
ing 'Chér miitre - ... This Kine of art is finished
- Sehéhargzade is dead as mutton. Give us cubism in
the thostre. Hy colledguos and I will have soma
ideas for you when the war is over,..'

Buckle, Disghiley, p.29. Gabriel Astruc, & Pavisian susic
publishat, aciad 4s Diaghilov's agont, adninistrator and pube
lic relations director in Paris from the time of the
impresario's first production of Russian muslc at the Opers
.t May 1907. Although the two man had a numbor of quarrels over
the financing of the Russien Ballet seasons, Astruc remained
a koy figure in Disghilev's orgarisation throughout its life.
Sea Konnath E. Silver "'Esprit do Corps': The Grea® War and
Fronch Art 1914-1925", Phh Dlssertation, Yale Universivy 1981
(Univescity Hicrofilws Iniernational, Ann Arbor and London
1981) p.6fl., for o discussion of the social climate in Framce
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Astruc would certainly have passed the young editor's remarks
sbout 'cubism in the theatre' on to Disghilev to be filed in the
impresario's memory until his return from America in May 1916, Dack
in Europe, one of Uiaghilav's first journeys was to Paris where
he met Picasso for the first time. & Spanish sesson was due to open
in Madrid at the invitation of Ring Alfonso on 26 May 1916. Amid
the preparations for the Yadrid opening, "Diaghilev made a quick
dash for Paris".®® There he was introduced to Picasso by Hme.
Errazuriz.®” It is not cortain whether Coctesu was present at this
mesting, nor whather Diaghiley discussed the possibility of &

ballet with Picassa.

At the outbreak of war in August 1914, Picassc had suddenly been
left without a dealer. His conrvact with Kahnweiler had not ter-
minated, but the dealer had beem forced into wartime exile in
Switzorland, Although Leonce Rosenberg tosk over Picasse's deal-
ership, there wes no formal arrangemont between thwd at this

time.®" Picasso would have viewsd s ballet commission as at least

during World War I which donounced all forms of avant-garde
art ss 'boche' (the pejorative French term for ‘German').

Buckle, Disghilev, p.311.

Buckle, Disghilev, p.312. Yme. Errazuriz was a wealthy Chilean
woman. Buckle describos her as “a patron of the Cublsts” and
cites Kochno s the source for his claim that in the third veek
of May 1916 she took Diaghilev to Picasso's studio in the rne
Schoelcher. According to Phillipe Julliem, "The Lady from
Chile", Apolio, 89, April 1969, pp.264-267, in Mey 1916 Mme.
Errazuriz ‘settled for & while in Madrid where she received
Diaghilev and his company” (p.266). Jullien goes on to claim
that she met Picatso through the Bullels Kusses, thus revers-
ing the contact, See also Axsom,
p.39, and MeGuillan "Pointers and

Rubin (ed.), Pab
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a partisl substitute for the fall-off in sales which the loss of
his dealer must have meant. ‘nce Kshmweiler was to have been the
sole outlet for Picasso's work for the three-year period stipu-
laved in their contract, and since & large nuuber of works had been
confiseatsd when the contants of the dealer's gallery were seized
by the French authorities in 1914, the loss to Picasso, both in
tarms of a friend and & source of incoma, must have been consid-

erable.

It was the war too, thet changed the natuxe of Diaghilev's Russian
Ballet. It has been mentioned sbove that at the time of the
compeny’s December 1515 performance in Pards, the flamboyent and
exotic style of the productions was considered 'bbche’. Although
pre-war analytic Gabism seems also to have fallen into this cate-
gory, thers is an elemnt of ambivalence regarding the way in which
Cubism was viewed. The more 'classical' style of synthetic Cubism,
practised after 1912, was soen &5 being more in keeping with
France's war-time ideals. It 15 in this sense that 'cubism in the
theatre’ would have been seen as dosirable. Cocteau’s goal of a
' renouvation du thédtre', was related to these idesls.®? Cocteau's
wish to revicalise French theatre in 1916 has been discussed in
dotatl by Axsom:

In place of a Thealer of Natuvalism, Coctest wishod

to estshlish a Theate. of eFfects, one which would

rely upon a synthesis of dance, music, and scenic

design to engander formalised worlds of fantasy and

delight... Diaghilev's Ballets Russes, whose the-
acrical aims were similar and ostablished in prace




tice, was the perfect vehicle for Coctesu's
ideas.”®

It is in the context of a revolucionary art f the theatre that
the Picasso-Diaghilev relationship must be saen. The attraction
of designing for the ballet involved more them a simple shift in
scale in Picasso’s work. It opened the new avenue of performance
art for him, [iaghilev would have beer aware of the mew movas which
had gained ground in European theatre since the turn of the cen-
tury. It is necessary to examine these developments here, mince
they have significant implications both for the Picasso-Diaghilev
working relationship, and for the possibilities which they pre-

sented Picasso in pursuing his own artistic goals.

In Munich at the turn of the century, a revitalisation of tradi-
tional  theatre tock place in tha form of the introduction of
csbaret, which encouraged closer contact betwsen audience and
performers, and which introduced topicsl subject matter into per-
formance 7! When the cabsret was closed down for political reesons
in 1903, the vital forms of the populsr thestre, as developed in
these cabarsts, were introduced into conventional theatre:

By 1908... the MunchnerRunstlertheatre, for which
many of Hunich's modern painters and graphic artists

T Ibid,

"

soe Annabelle Melser, Latest Rego the Big Drum: Dada and Sur-
sl nce, Ann Arbor 1980 (Siudies in

e Aventogarde, 73, ond Poter Jelavich, Munich as Gattueat
Contret Politics and the Arts" in Solomon Guggenhaim Founda-
tlon, Kandinsky in Munich 18961014, pp.17-26, for the back-
ground to popular
War 1.
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designed sets, used styles of acting derived from
both popular circus and religious ritual,”?

Hugo Ball lived in Munich st this time and was active in the
avant-garde vheatre thors, togsther with Wedekind, Klee, Kandinsky
and Kokoschka.?” Ball was influenced by Kandinsky's ideas on the

theatre, published in the Blaue Reiter Almanach. In a letter to

his sister dated 27 May 1914, Ball wrote:

T am plenning a new book for the first of October,
The New Theatre together with Kandinsky, Mare,
Thonas von Nartmann, Fokine, von Bechtejeff. We to-
gether want to develop our ideas about the new ar-
tistiz theatre with new scene paintings, music,
figurines etc.... we will found an International
Sociaty for Modern Art including not only the thes-
Tre bur alse modern painting, modern music, modern
dance. ™"

These revolutionary notions abowi theatre and performence were to

come to fruition im 1916 in Zurich, where Ball's Cabaret Voltaire

provided & focus for Dada performance.’® In the prologue to his
ddary, Ball sketched a provisional outline for the new theatre:

An artistic theatre would in theory look approxi-
nately like his:

Jalavich, "Hunich as Cultura] Centre", p.25.

Melzer, Latest Rage the Bim Drum, pp.14-16.

Hugo Ball, B
in Helzer, Lato

927, Eins'adler 1957, p.29ff,, cited
g Drum, p.24.

The founding of the Cabaret Voleaire has boon well chronicled
in the literature on Dada. 1In addition to Ball's links with
Munich and (probably via Randinsky) with Russis too, there
were also strong links with Poris. Etchings by Picasso were
to be found on the walls of the Cabaret Veltzire along with
paintings by Kendinsk: . l.ugcr. Matisse and Rlee. Nex Jacob's
¢ performances.

Citod in Malzer, Latest Rage the Big Drum, p.25. The outbreak
of war, & nlod Che realisation of such a project,

proves
and in 1915 Ball loft Munfch for Zurich.




Total work of Art

Kandinsky
dare. . .
Fokine.

The {nclusion of the Russian choreographer Michel Fokine, one of
Diaghilev's earliest collaborators, is a significaut link between
the rarified atmosphere of traditional ballet and the new theatre
of the avant-garde. Fokine had parted company with Diaghilev and
the kussien Ballet in June 1912, after disagreements about
Nijinsky's suitsbilluy as a choreographer. He was recalled at the
end of 1913, howaver, when Nijinsky left Diaghilev's company and
at sbout the same time that Diaghilev annexed the services of
Massine and Goncharova.’” Fokine had been living in Russia in the
interim, and Ball's reforences indicate that he had made contact
with the artists of the Russian avent-garde. Fokine's renewed re-
lationsh p with Diaghilev at this point strengthens the link be-
twoen Diaghilev and advanced idess in thestre production. Theatre
slso featured in the experiments of the Russian Futurists.
Malevich, closely associsted with Larionoy and Goncharova in the

of avant-garde itions in Russia betwsen 1910 and

1913, designed the sets and costumes for the svant-garde opers

Victory Over the Sun, in St. in Decamber 1913,

Malevich's costume designs included ten-foot high comstructiums,

prophetic of the managers in Parade.” 1In 1914 Larionov and

" Buckle, Diaghiloy, pp.269-271.

% For Yictary Over. ee Alexanier Krachenykh, "Vietory
Gver Lhe Sun" trauslated by Bwa Burtos and Victoria Nes Raiky,
The_Drama Revigw, 15 (4), Fall 1971, pp.92-124. and Charlotte
Douglas, "Birth of a 'Royal Infant': Malevich and 'Vietory
Over the Sun'", Az 1 icg, 62 (2), Marci-april 1974,
pp.45-51. Three 'Managers' functioned as masters-of-coremondes
in the Parade scenario. Two of them, the French manager and
the Anorican manager, were dressod in ten-fool-high Lubist

&0
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Goncharova appearsd in » Futurist film, Drama in Cabaret 13, which

depicted a day in the life of Futurist artists.”® Although precise
dating is not clear, this must hav~ been very close to the time
of their First essocistion with Diaghilev.®® "he apparently anom~
alous association of iconoclastic avant-garde artists and
bourgeois theatre impresario can be interpreted in two ways. On
the one hand it offered Diaghilev the possibility of including more
progressive ideas in his productions while remaining wituin the
ursian parameteis of the baller company’s foundations. On the
othez hand, the opportunity to work for Diaghilev provided
Goncharova and Larionov with the opporvunity of reacl .ng a wider
audience within & context of theatre » was no longer exclu-

sively conventional and traditional.

Diaghilev's considerable interest in the work of the Italian
Futurists by 1914 is evidence that he was willing to look beyond
traditional frameworks for mew ideas in staging hjs ballets. The
ideas of the Futurists would have provided a common source for both
Picasso and Disghilev. Marinetti's activities began well before
the publication of the Futvrist Nanifesto in Paris in 1909. His

Ubuesque play Le Roi Bombance was published in 1905, and performed

constructions made of cardboard. The third Manager took the
form of & pantomime-iype horse (Fig.237).

7 Kean, Al]l the Empty Palaces, pp.249-250.

*° According to Goncharova, "Towards the end of 1914 Larienov and
1 received an invitation from Diaghilev to leave Moscow
come and work with him sbroad”. Natalia Goncherova, "The

Netamorphoses of the Ballet 'Les Noces'", Leonarde, 12, 1979,
pp-137-143, p.137.




at the Théatre de 1'Oeuvre in 1909.°% Even if Picasso did not at-
tend a performance, he would have been aware of the play and the
link it provided to the works of Alfred Jarry. Diaghilev's call
"Ettonez-moi" delivered to Coctesu in 1912, has strong echoes of
Futurist demands for the theatre.? In his Manifesto The Variety
Theatre, first published in October 1913, Marinetti wrote:
The authors, actors,and technicians of the Variety
Theatre have only one reason for existing and tri-
umphing ~ incessautly to invernt new elements of ss-
tonishment.*?
Links can likewise be established betveen Italian Futurism and
Dada in Zurich vis 'the Paris grapevine'. Malzar cites the publi-
cation and performance of Marinetti's manifestos and plays in
Paris, and points out that
Apollinaire was probably the vital link in channel-
ling Futurist meterials to the Dedas, for he was
friendly with Marinetti and wrote a number of arti=
cles on Futurism starting in 1913. We know that
Apollinaire was in contact with Tzara by 1916, for
the first issue of Le Cabaret Voltaire features his

work as well as that of ‘zara, Picasso,
Marinetti...®

Cocteau's version of the events surrounding the crestion of Parade

- largely the result of hindsight reflect.on - promoted the Idea

Michzel Kirby, Futurist Performance, New York 1571, p.19.
Trancis Steegmuller, (‘ocr_cau, London 1963, p.82. For the in-
fluencs of the Futyri; the Russian Ballet, ses Martin,
"The Ballet 'Parade': A D)n]ogue Between Cubism and Futurisa';
Axsom, 'Parade’: Cuhism as Theatre, Pp 53-59; and MeQuillan,
"Painters and the Ballet", pp. 23

Kirby, Futurist Performance, p.179, This manifesto first ap-
posred in the erba

L on 1 October 1913. It was sub~
sequently published in the Daily Mail, london on 21 November

1913 snd in Gordon Craig's The Mask in January 1914.

Melser, Latest Rege the Big Drav, p.49.
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that the Russian Ballet was the agent of Picasso's liberation from
& hermetic style both of life and of art. Coctesu, in his ilnimi~
table style, described his triumph in obtaining Picasso's services
for the Russian Ballet:
What does concern me is Picasso, the scenic artist.
1 dragged him into it. His circle did not wish to
believe that he would follow me. 4 dictatorship
weighed upon Montmartre end Yontparnasse. We wers
crossing the austere period of Cubism. The objects
found upon & café table were, with the Spanish gui-
tar, the only pleasures permitted. To paint a set-
ting, end above all for the Russien Ballet...
constituted @ crime.’?
Cocteau's racy expression is surely partly responsible for these
lines having been quoted so often that they have become part of
the Picasso legend. In fact, the 'austere phase’ of Cubism to which
focteau refers, reached its peek long before 1916 with the

hermetic works of 1910-11, such as the Porrrait of Kahnweiler.

Moreover, to interpret the hermetic style of Cubism as an ex-
pression of an hermetic way of life on the part of the artist is
to distort the notion of style. Pica.so's art is predicated on an
involvement in and contact with life which becomes transformed
through art. The style or manner in which such transformation is
effected is conditioned by the meaning of the artwork which tran-
scends the reality in which it originated. The frequent stylistic
shifts in Picasso's work undeiline the impossibility of artistic
style reflecting a lifestyle. It was characteristic of Picasso

not only to shift from one style to another, but also to work in

** Jean Cocteau, "Picasso, a Fantastic Modern Gemius”, (tramsl.
W.Drake), Arts and Decoration, 12 (44 December 1924, p.bé and

pp.72-T4, p.73.
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a mumber of different styles at the same time, and he was fully
aware of this:
Basically 1 am perhaps a painter without style.
Style is often something which locks the painter
into the same vision, the same technique, the same
formula during years and years.... There are, nev-
ertheloss great painters with style. I myself thrash
around too much. You see me here and yet I'm already
changed, I'm already elsewhere. I'm never fixed and
that's why 1 have no style.'*
This conscious denial of commitment to 2 style is equally an as-
sertion of complete artistic freedom which Picasso mdintgined in
spite of the potentislly limiting factors which the sociai envi-
ronment and demands of the Russian Ballet productions might have

imposed.

It is safo to assupe that, comtrary to Jocteau's claims that
Picasso was involved in Cubism, and Cubism only, prior to the Par
rade collaboration, he was, in fact, fully cogaisant of the inno-
vations of both the Futurist and Dada movements by 1916. Diaghilev,
1ikewise, as & result of his constant moves around Europe and
Russia and his contscts with Larionov and Goncharova, Fokime and
the Tvalian Futurists, must by 1916 have been looking for a wey
to introduce a more contemporary aesthetic into the traditional
context of the ballet. The mevting of their minds in Parace did
not requize the participation of Cocteou, although his presence

cannat be discounted.

®¢ André Vnrdet, Picasso, [Ixkibition Gatalogue, Musée de
1'Athenée, Geneva 1963, citea in Ashton, Picasso s
pp- 9496,
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fiany writers, following Cocteau's lead, have stressed the effects
which the social milieu of the Russian Ballet was to have on
Picesso's mode of living and, by implication, on his ert. Thus
Duckle writes
Under Olga's influence Picasso had undergome a
worldly transformation. He wore expensive suits and
went to parties...®?
Accarding to Penrose
The socisl life that accompanied the success of the
ballet drew Picassa and his wife into & round of rich
parties. Olga was delighted at these atientions and
Picasso, unlike Derain, who tock his applause in a
plain blue serge suit ond sought more bohemian so-
ciety, ordered himsclf suits at the best tailors and
appeared at fashionable receptions immaculately
dressed in & dinner jacket,®
Sdmilarly, Lipton notes that,
By 1916... {Picasso] was well on his wey to being a
celebrity. This change is largely explained by his
involvement with the Russian Ballet beginning in
1917; through it, his life at once became more
popularly succossful and more ostentacious.®®
Claims that Dlga (rie Russian dancer whom Picasso met iu Rome in
1917 and married in 1918) and his contacts with the Ruseian Ballet
suddenly moved Picasso out of an sustere and clodstered existence
in bohemian Paris and into ‘society’, must be examined critically.
It has been shown abuve that the artistic gulf between Disghilev

and Picasso in 1916 may not have been as wide as is general:y lm-

plied. By 1913 or 1914 at the latest, rhrough his association with

®' Buckle, Diaghilev, p.356.

®%  ponrose, Picasso: His Life and Work, p.229.

** Eunice Lipton, Pieasss Gritivise -1939: The Making of an
Artist-Nero, (Pl Dissortation, New Vork University, 1975),
Garlamd (wistandiug Dissertations in the Fine Arts, London and
New York 1976, p.7a.




Larionov and Goncharpva and with the Itslian Futurists Balla and
Depare, Diaghilev must certainly have been aware of Picasso, his
growing reputation and his artistic stature. Similarly any shift
in Picesso's social status which occurred after 1917 should be
interpreted as part of & gradual and continuing process. It is
possible to shatter the myth of the cloistered existence of an
ascetic, umworldly artist by contextualising Picasso's artiscic
Jfe during the Cubist years (1907-1916) within their social
framework. Picasso's changing economic fortunes have been traced
in detail by NeFadden and Deitch. They note that, in 1909:

Leaving the sordid Bavsm Lavoir for a spacious

spartmont on the boulevard de Clichy, Fernande

overhears a mover speculating on the likelihood that

his client (Pictsso) has drewn a winming number in

the national lotiery. At their new address, Fernande

and Picasso employ @ servant who waits on them at

table. They buy a grand pieno and regularly receive
guests on Sundays.

While Picasso himsalf mey not have attended any of the Russien
ballot's parformances in Paris betwsen 1909 and 1917, two of his
closest sssociates at the time did. Both Gertrude Stein and
du Printemps in 1913, At the first performance an the 20 May, the
mdience fad been scandalised by the discordant sounds of

Stravin

sky's score and the unballetic movements of Nijinsky's

choraography.®* Gertrude Stefn is not very clear sbout dates, but

Sarah McFadden and Jeffrey Deitch, “The Hidas Brush", Arvt in
America, 68 (10), Decembor 1980, pp.143-183, Sce also Stain,
The Autobiography of Alige B, Toklas. p.110, for reference to
this ovent.

Buckle, Dinghiloy, pp.251-254,




the second performence must have taken place early in June 1913,
since, according to her, by the 5 June Maurice Revel had sttended
the third (and last) performance in Paris, She gives the following
account of the event:
We went early to the russian baller,... We arrived
in the box and sat down in the three front chairs....
Just in front of us in tho seats below was Guillsume
4pollinaire. He was dressed in evening clothes and
he wes industriously kissing various important
looking ladies’ hands. e was the first one of his
crowd to come out into the great worid wearing
evening clothes and kissing hands... after the war
they all did these things, but he was the only one
o commence before the war.??
RKamber relatos how, as early as 1909-10, Max Jacob frequented

fashionable salons, dressed like a 'dandy' in & 'black tuxedo'."?

There were thus distinguished precedents for Picasso when, in
1919, he began to wear ovening dress and attend the ballet. Mores
over, according to Gertrude Stein's "...after the war they all did
these things", he was not the only member of his circle to adopt
this behaviour. Gertrude Sten’s chronicles also suggest thac the
shift in Picasso's lifestyle after 1917 was part of s continuing
change. Recalling events of the winter of 1914 - 15, she cbsarves,
"Picasso and Eve [sic.) were living these days cn the rue
Schoalcher in a rather sumptuous studio spartment..."'® This was
the apartment where both Cocteau and Diughilov first met Picasso.
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Stewn, The Aurcbiography of Alice B, Toklas, p.136.

Gerald Kamber, Max Jacob and the Pootlcs of Cubism, Baltimore

and London 1971, p.xxvi: "l spite of his material poverty and
moval abjectien, Jacab, after his converslon [the

‘vision'
which e had {n 3909] began to seck out afflunt and elegant
people.... le Joved to visft the hrytiiant salons...

Stein, The Autohiography of Alice 3. Toklas, p.158,

-
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In May 1916 Picasso moved once again, to a "lit.le home in

Montrouge"*® where he again employed & servant.

We want out to see him. He had a marvellous rose-pink

silk counterpane on his bed. Where did that come

from Tablo, asked Lertrude Stein. &h ca, said

Picasso with much satisfaction, thas is a lady. It

was a well known chilean socicty woman [Hme.

Errazuriz] who had given it to him.?%
Gertrude Stein's Saturday evenings at 27 rue de Fleurus attracted
not only artists like Picdsso, Matisse, Gris and scores of Jusser
figures, but also literary personalities, journalists, musicians,
woalthy Americans, members of the British nobility and even Roy-
alty. In the summer of 1912 when the Russian Ballet visited London
for the first iime, Diaghilev had been wolcomed into Lon. m soci~
ety. Gertrude Stein mixed in similar circles on her visit to the
British capital later that yoar - "We went to Lady Otoline
Morrell's and met everybody”.®? What is significant is not the way
in which Picasso was possibly 'corrupted’ by close contact with &
fashion conscious besu monde, but the degree to which his arcistic
indepandence remained unshaken. This situation is summed up by
McFadden:

Picasso wasn't exactly catapulted to celebrity, but

fairly carly in his life he did begin to live rea-

sonably well from the proceads of his art. At the

beginning of his career, he practiced selective

poverty, by and large shunning commercial work, and

unsuitable offers of finanaial security from deal-

ars. Of paramount lmportance to him was the freedom

to develop his art, The money he made seomed to

"happen to hin" according to one New York dealer,
and 1t provided a useful tool for securing extraor-
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dinary 1berties, which he knew well how to
axploit.®

Although the world of the ballet and its hangers-on implied en
elitist environment, {t alsu mesnt & confrontation between ad-
vanced art and a more genoral public.®® Picasso's own experieuces
as a spectator of bullfights and circus performances would have
made him sensitive to the impact of such direct comfrontetion.
Contact between ort and a broader base of society was a premise
of Expressionist, Futurist ond Dada performance, and as ha: been
pofnted cut above, it is in the context of these traditions that
Picasso's new medium should be viewod. It is suggested that Picasso
deliberately wished to move out of the position of isolation into
which the avant-gardo artist is locked. It is evon possible that
Picasso discussed this need with Gertrude Stein at the time, for

she later wrote in connaction with Pg

Su cubism was Lo be put bn the stage. That was really
the beginning of the general recognition of
Picasso's work, when a work is put on the stage of
course everyone has to look at it and in & sense if
it is put on the stage everyone {s forced to look
and since they ere forced o look at it, of course,
they must accept it, there is nothing alse to do.'®®

" HeFadden and Doitch, The Midas Brush, p.143.

Lipton, Picasse Critlicisn 1909-1939, p.140, acknowledgos thac
“Another important result of his work with the Ballet was the
middle class andionce It atiracied to him and his avt. This
new visibility coincided with his lncreased partictpation in
public exhibitions. Far cxaaple, brtwoen 1909 and 1919 he had
no exposure fn Paris, but in the following decade (1919-1928)
there were eight exhibitions of his work in Paris and eightean
cthers in Europe and America®.

1®° Cortrude Stefu, Picasso, Boston 1939 (reprinsed 1972), .29,
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Although Diasghilev's company generally played te a fashionable
audience, there were exceptions. The 1918-1919 London season was
given at the Coliseum, liome of popular music-iall variely shows
whose andiences were boozy and rowdy. The Russian Ballet was
presented as part of a programe of mixed mvsic hall acts. The
Goliseun soason ended on 29 March 1919. ‘n April, the company
ro-opencd at the Alhambrs where Le Tricorme received its world
premiere on 22 July 1919, Tha change of venue was noted in the
pross:

Vogue was interested in th. changed aspects of the

public by now flocking t the Ballei. Speaking of

the transition (rom Govent Garden via the Coliseum

to the Alhambra, Vogue sald:s “...We have

democratised our imperial entertaimment.... Thero

is roallv something a little incongruous in The

Russian hallet serving 65 popular cntortainment in

a country which has begun to rage against wealth aud
leisure.'®!

The first performence of Pulcinelle wos given at the Paris Opure,
2 traditional vomue for ballet which was frequented by an
upper-class sudiemce. The only Paris performance of Guadro

Flame:

0, howaver, given on 22 May 19 us part of 2 short season
at the Thédtre Gajté Lyrique, once 2,  iade contact with 4 pop-
ular sudience:

Tho Gaité Lyrique, where the Paris season wos to be
held, was not the sort of theatre at which Parisians
expucted Lo see the Russiau Ballet. Situated...
in a working elass disirict... it catered for

local audience.... Yot although it was rathor a
come-down for the ballct to appear in such a thea-

301 Nests Mucdonald, Diaghilev Observed by Crities in England and
ed_States. 191171929, o233 citing Vogue, |




r s

po
tre, the result was that & new audience hegan to .
appreciate it.¢
Mercure was likewise first presented on 15 Junc 1924 at o modest
venue, the Théatre de 1a Cigale, before a relatively small avdience
&nd in an atmosphere of informality and experimentstion. .

192 puckle, Diaghilev., p.381.



V. THE BALLET SCENARIOS

GCasteau had first montionud Farade as the name for 4 new work he
was plawning in April 1916 while be was in Puris on Joave from the
Front. A drawing of Coctesu in army uniform signed and dated '1916'
by Picasso, was pi bably made st this time.'®® Picasso's commit-

quen of 24th

ment to collaboration on Parade has a ferminus post .
August 1916, the date on a postcard which Goctesu and Satie sent
10y

to Valentine flugo, saying "Picasso is joining us in Parade’
lotter from Diaghilev to Cocteaw dated 20 October 1916, not only
confirns Picasso's participation, buv implics that Disghilev ex-
pected Picasso himself to oxncule the final sets:

Thoy [Larionov and Goncharova] not only give me
skotehes, but padnt the décors themselves. You see,
the difference can be fcit, and I think that the sum
that 1 have offered Picasso is relatively uch
highar than that For my Russian fricnds....
gountirs c1 your vork which 1 intend to praduce s
Rome In Faurdary..

193 Cooper, Pieasso Theatre, p.20. The history of the Parade com-
mistion has been fully doumwntod by Coopor s ol s by
Axsom, ‘Parade’: _Gubism tuckle, Digghil
Meuiilai, "l’uinLurs and e Bn]l(-L and  Steogmulier,
Goeteaw, This docamentation which {s based matuly on survive

ing correspondence fs sume rised here.

104 Coopor, Plcasse Theatre, p.20.

Les Ballets Rasses, Exhis
This Jotter is cited in

3¢ gibliothique Nationnle, Dinghile
bition Satelogue, Paris 1939, p.bi.
Full in the calaiogue,



It is uncertain, however, what work Picasso did on the project
before January 1917, when the unusual evidence of & written con-
tract between Picasso and & patron is documented in the form of &

letter:

Confirming our verbal agreement, 1 accept to under-
teke the production (sets, curtains, costumes and
properties} of the ballet 'PARADE' by Jean Coctesu
and Brik Savie. 1 will make all the necessary de-
signs and models and I will parsonally supervise all
the work of carrying them out. Ail the designs will
be ready by 15 Narch 1917. For this work you are to
pay me the sum of five thousand francs, and if I have
to go to Rome, a thousand francs extra. The drawings
and models remain my property. Half the sum nemed
nust be paid me on delivery of the designs and mod-
els, and the other half on the day of the First
performance. *

The fee was considerable, and In excess of the three thousand

francs paid to Savie for his score. The contract also shows that

Picasso's trip to Rome had slready been discussed but not yet
finalised. In a lotter to Cocteau dated Montrouge, 1 February
1917, Picasso wrote: "Miassine [sic] will be satisfied. You can
write ari tell him so. Everyching will be all right. I'm working
on our thing almost everyday. Nobody need worry™.!°7 On 17 February
1917, Coctean and Picasso left Paris for Rome, whers Diaghilev's
company was based and where final plans for Parade were to be made.
Picasso had not yet met Massine and the choreography was still to

be created,!®®

important tes in

1% Buckle, Diaghilev, p. :m The significance ci chese scant but
of
the Parade designs i1l e discussed in o tollox ing chaprer.

197 Cooper, Picasso Thvaxre p.2) and p.327. The unusual soelling
g s to the kussian orthography, which the
Russiene used at Firet but later wostornisad,

1% ibid., p.21.




It is uncertain, however, what work Picasso did on the project
before January 1917, when the unusual evidence of a written com-
tract between Picasso and & pstron is documented in the form of a

letter:

Confirming our verbal agreement, I accept to under-
take the production (sats, curtains, costumes and
properties) of the ballet 'PARADE' by Jean Cocteau
and Erik Satie. 1 will make all the necessary de-
signs and models end I will personally supervise all
the work of carrying them out. All the designs will
be ready by 15 March 1917. For this work you are to
pay me the sum of five thousand francs, and if I nave
to go to Rome, a thousand francs extra. The drawings
and models remain my property. Half the sum named
must be pald me on delivery of the designs and mod-
els, and the other half on the day of the first
performance.!"?

The fee was considerable, and in eccess of the three thousand
francs paid to Satie for his score, The contract also shows that
Picasso's trip to Rome had already been discussed but not yet
finelised. In a letter to Cocteau dated Montrouge, 1 Februery
1917, Picasso wrote: "Misssina [sic] will be satisfied. You can
write and tell him so. Everything will be 81l right. I'm working
on our thing almost everydsy. Nobody need worry".!®? On 17 February
1917, Cocteau and Picasso left Paris for Rome, where Diaghilev's
company was based and where final plans for Parade were ta be made.
Picasso had not yet met Massine and the choreography was still to

be created.!®?

19¢ Buckle, Diaghiley, p.321. The significance of these scant but
important documented dates in interpreving the jcomography of
the Parade designs will be discussed in the following chapter.

Cooper, Pi catre, p.21 and p.327. The unusual spelling
of ‘Massine' corresponds to the kussian orthography, which the
Russians used at first bu later westernised.

19 bid., p.2l.




In Rome, Picasso and Cocteau, together with Diaghilev, Messine and
Bakst stayed st the Hotel de Russie. Picasso worked in & studio
on the Via Margutta. According to Cooper, Picasso spent about
eight weeks in Rome, since he wes still there on 24 April.®?
Steegmuller writes that "on April 30 the company played & one-night
stand in Florence and then entrained for Paris".'® It is probable
that Picasso - by this time already romantically involved with one
of the dancers in the company, Olge Khoklova, the daugater of a

Russian army officer - travelled with them.

The scenario for Parade centres around the Parisian street theatre

or ghédtre forain. Cocteau defined Parade as "a burlesque scene

played outside a sideshow booth to entice spectators inside”.'?

A more detailed synopsis explains that

The action is very simple. The setting is a Parisian
boulevard on a Sunday afterncon. In fromt of a lit-
tle thédtre forain, three abbreviated acts... are
performed in iurn by & Chinese Magician, a little
American dancer and an Acrobat. Each preview is an-
nounced and ballyhooed by three managers. But much
to the growing frustration of the shouting manegers
the crowd outside somehow believes that it is seeing
the actual show - not a preview - and refuses to
enter the theater. Despite the pleas and mounting
hysteria of managers and perforners, the momantarily
gathered crowd drifts away from the little sideshow
and laeves the pachetic conpany, uhich bas collapsed
in anguish.}

1% Thic., p.23.

11% Sraegmulier, Coctea:

1 oIbid., p. 146,

112 Axsom, 'Parade ubism ¢ r, pp.35-36 Axsom alsc gives
o foll sccount of Coctoan™s rolo in concaiving the scenario
{pp.33-651.




The street theatre was a well-known theme in French art and a
common sight in most European cities at least until the late
nineteenth century. Picasso was familiar with the subject and had
painted it on his first visit to Paris in the aurumn of 190017

It was not a mew subject for Diaghilev either, Petrouchka, first

performed by the Ballets Russes in Paris in 1911 with sets and
costumes by Benois, music by Stravinsky and choreograshy by

Fokine, dealt with a similar theme. The central question of

Petrouchka, however, was the interfece between art and life as seen
in the treatment of the emotional natures of inanimate puppet

characters, Parade poses the question of the relationship between

performers and their audience. The dilemma of the artist which
it underlines, is fairly cbvious. Axsom sees this dilemma as being
central to Coctesu's intention in the creation of Parade.

One inarguable aspect of Parade's marrative... is
the view of a scornful public which does not under-
stand the srtist's work and which refuses vo “enter
in". Parade's metaphor of the modern artist's con-
aition is straightforvard and is couched within s
tredicion which regarded the fair and the circus as
worles for the estranged.. Parade made & most
ambivalent and contemporary gesture to the outside:
come in, but do not come in. Tha psychological
dissonence is stated and rationslised in the fol-
lowing theoretics) thinking of the artist: "I am
devastated * ecause you make na attempt to comprehend
my action but that is nccupzable because T would
not wan’ ,ou to comprehend me anyw

B OXKI: 227,
1% Axsom, "'Parade': Cubism as Theater”, pp.59-62. Silver
“'Esprit de Corps': The Grest War and French Art 1914-1925"
p.121, holds a similar view. Lipton, Picasse Criticism
39, p.190, discusses the artist's relationship to the
5: "traditionally the vanguard pesition is one of out-
sider, but it is also & culturelly privileged position. In
spite of the frequent lamentations of both avant-garde srtists
and crities concerning the loss of a general public, they have,
by their vocabulary, inshred the continvation of that loss”




The portrayal of the artist es set apart from the rest of society
through the image of the street performer, circus artist or clown
who fails to attract an sppreciative aul’ence, has, as Axsom points
qut, a long tradition in French poetry and painting.''* It is a
tradition which is linked to ninetesnth century Romantic and
Symbolist ettitudes. Picasso had exploited the image since the
early years of the century, most motably in the works of the Rose
Period (1905-6). “he possibility of Coctesu having deliberately
chosen this theme because of both Picasso's and Diaghilev's prior
interest in it, cannot be discounted. It has boen suggested that
Picasso, all too conscious of the tensions between art and life,
saw the Russian Ballet commission as a means of presenting his
private art to & public audience. While Cocteau's self-conscious
brend of aestheticism wey have produced a scemario which, on the
surface at Jeast, is redolemt of traditional attitudes, Picasso's
somewhat uncharacteristic acceptance of the Parade commission
suggests that he may have viewed it &s an opportunity to to tske
up an entirely now challenge. The Cubisc years had distanced the
clowns and saltimsanques of the Rose period, and it would be sim-
plistic to sec Picasso's Parade as a thematic return to the can-

cerns of 1905-6.

1% yivien L. Rubin, "Clowns in 19th Century French Literature:
Buffoons, Plerrots and Saltimbanques", PhD Dissertation, Uni-
versity of California 1970 (University Microfilms Interna-
tionsl, Ann Arbor and London 1981) end Paula H.Harper,

i _Les Saltimbangues et Les Parades, New Bi-
ographi Political Functd 9th_Century Myth,
Rew York, Gariand 1981, provide extensive summaries of thase

traditions.




. It will be argued that for Picasso Parade represented an opportu-

nity to escape artistic isolation rather than to stake his claim

N ss a member of the avant-garde.'!¢ The theatre would provide him
with @ forum which confronted the public more directly than the

. rarified and specialist ambience of the private galleries in which
his works were ncrmally oxhibited. Furthermore, because of its

. visual bias, the ballet presented & unique challenge to Picassa's

. creative povers. If the theme of Parade is characterised in the

9 most general sense as being 'performance', its relevence for
Picasso is clear. It is well known that he often depicted himself
- - and close frionds in costume or playing various roles, and that
, the concept of the artist as performer was central to his life and
. work. One of Max Jacob's biographers describes how, during the
Bateau Levodr days, the artists would creste their own theatre,

and cites Jacob, the comedian of the group, as saying!

Evaninge we would do playe undac the kerosons
g ~ lemp.... We took turns playing roles including
those of the stoge manager, the director, the

b ‘ 3% It hardly needs debating that Cubism represented the most
radical artistic statement of the early twentieth century, and
; Picasso seemed not to care whather the public comprehended his
. Cubist works or not. While an 'understanding' of his work by
his audiorze was never an issue for Picasso, he did show an
ongoing concern for the accessibility of the art object. This

wes especially so whon the works in question had
- quasi-didactic intention, as in the case of Guernica (1937)
N . and the War and Pagce murals at Valleuris (1952° In connection
with the latter, one scholar has concluded that "a chapel which
would afford the viewer the possibility of being surrounded
o by the art object would have been more satisfactery to

. Picasso's quost for tagibility than @ Ilat painted canvas”
. Soe Eugenia M. L ‘

o, "Picasso’s 'Var' and ‘Peace’: Time, Hyth
aud the Game of Life. A Study in the Bvelution and Neaning of
. the Paintings”, unpublished MA Dissertation, University of
Cu]nrudo 1975, p.4. Fossible thematic relationships botween
'arade drop-curtain will be

prlurnd in tio following chapter.




electrician_ond the stage hands, mixing them inte
the play.'i?

Parade thus coincided closely with Picesse's most fundsmental
concerns as an artist end afforded him the opportunity to present
his work in public as the in‘egral part of a performance. The
visusl elaboration of the subject would allow him to axploit 2
range of medis - design, painting, and construction - on an

unprecedentedly large scale.

It is uncertain exactly when during the two years that elapsed
between the Paris premiere of Parode in Mey 1917 and Diaghilev's
production of Le Tricorne in london in June 1919, Picasso hecame
involved with this second ballet. The commissioning history of Le

Te

corne, is neither fully nor clesrly documented. fooper, fol-
lowing Manuel de Falla's biographer, Pahissa, states that
Dieghilav hed signed & contract with the Spanish composer as early
as 1916.''* No Falla was to write the music for & ballst based on

the novel El_Sombrero des Tr

cos by the nineteenth cemtury
Spanish writer Pedro de Alarcon. The first version of the score

was completed by spring 1917, end according to Cooper, this was

p as a mime, by a chamber 1in Madrid

in April 1917. Diaghilev and Massine heard and approved the score

117 R_Guiette, "Vie do Max Jacob", Nouyelle Révwe Frangaise, CCL,
CCLI, 1934, p.251, cited by Kambar, Max Jacob and the Postics
of Lubism, p.xvi.

1% Coopor, Pig

Theatre, p.39.




in Barcelona during the summer of 1917 and gave de Falla the

go-ahead to work it up into & Full length ballet 1'%

Buckle, on the other hend, doss not mention any contract dating
to 1916, but states thet in Barcelona in 1917, de Falla took
Disghilev and Massine to sce & one-act farce by Gregorio Martinez
Serra, for which de Falla had written the music. This play, EL
Correpidor v ia Moliners, was bosed on Alarcon's novel.'?® Buckle
cites Massine's version of these events, in which the
choreographer claims that it was after heardng this music that both
he and Disghilev realised its potential for a projected
full-length Spanish ballet which would use "the folk dances of the
3panish peasants”.

When we talked to Falla about it, he soamed invor-

ested and quite roedy to collaboate with us to the

extent of omitting somme of the pastiche writing in

the ending into a fuller and more powerful finals,
in accordance with Dieghilev's suggestions.'??

Picasso who had by this time formed an attachmeni to Dlga, accom-
panied the Russien Ballet to Spain in June 1917.%%*? Although he
remained in Spain until Novembar 1917, his name is not mentioned

in aceounts of the planning of L

Tricorne which was undervay at

1% Ibjd, The Russian Ballet performed in Barcelona during the
Tast two weeks of July 1917,

120 Buckle, D v, p.333.

323 Loonide Massine, My Life_ip Ballet. london 1968, p.11S.

V22 Thig was Pleanso’s first return visit to Barcelona since 1904
when he had < ctiled permanently in Paris. Buckle, Diaghiley,
.335, writes that Olga was Intoduced to Picasso's close fame
ily at this time, and that the couple were engaged.
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this time. Diaghilev and Nassine spent the sum. of 1917 romring
the length and breadth of Spain tosether with de Faila and the
Spanish dancer Felix Pernandez Gorcia who joined the Russian Bal-
let and tought Mass“e “the fundamenta) grommar of Spanish
folk-dances”.'*? Massine's account of this trip showed how the twe
Russiens steepad themselves in the Spanish environment while de
Falls studied the local music which he was to incorporate into his
scora:
Our days were spent sightsecing in monasteries, mu-

seuns and cathedrals, our evenings in cafés watching
the local dancers end discussing plans for our bal-

Spain had provided Diaghilev with more than artistic inspirazien.
&s a neutral country it served as a place of refuge for his
dancers, and on the company's return from its second American tour
in November 1917, Diaghilev arranged further ensagements in Spain
and Porvugal. Hassine who, sccording to Buckle, “gets confused
over dates"}%% writes that the company retirned to Barcelona after
the Lisbon season:

Our stay in Barcelona was brightened by the arrival

of de Falla with the completed score of Le

Tri Picasso, who was golng to do the décar

Far the ballet had already joined us and we all three

- Dinghilev, Picasso and T - Tistencd while de Falla
played his composition for us.

123 Massine, "

12 g

12¢ Magsine, M




This sccount mistakenly locates Picasso in Barcelona sometime af-
ter Docember 1917. Buckle is uncertain &s to whether or mot
Picasso could have boen in Sarcelona as late as this and suggests
that Massine is .cferring to the autumn, i.e., October 1917.}%7
Although Picasso wes certainly still in Spain in Occtober, de Falla
would not have completed the score so soon, According to Caoper
Several months went by {after the company arrived
in London at the beginning of é1gust 1918) before
Diaghilev and Massine could start preparing Le
Tricorne partly on account of the lack of money, but
also bacause de Falla had not delivered the full
score,
Cooper puts Picasso's involvement as late as April 1919:
In April 1919 when their popular success was well
cstablished... Diaghilev was ready to undertake new
productions. Picasso was invited to do the décor and

costumes for Le Tricorne [and] went to London early
in May.12?

Most other sources agree that Picasso returned to Paris from Spain
in Novomber 1917, and remained in France until Hay 1919, when he

did indeed go to London at Diaghilev's invitation.

The exact date of Picasso's arrival in London in May 1919 is not
documented. Like Diaghilev and Massine, Picasso and Olga stayed
st the Sevoy Hotel, and, as hed boen the case with Parade Picasso
planned and helped exccute his designs in close contact with his
patron and in parallel with the chorcographic evolution of the

ballet.

127 puckle, Disghilev, p.342.

128 Cooper, Picas

. Theatre, p.39.

128 144,




Picasso... was working on the décor in the studic

we had hired for him in Covent Garden. Here the scene

painters, Vledimir Polunin and his v were already

busy on the backeloth.,.1?
The sets, drop-curtain and costumes were all de - med and executed
in the short period between Picasso's arrival in London and the
ballet's first performance on 22 July - a period of about ten
weeks *?? While it is possible that the subject of a Spanish ballet
was broached with Picssso before he parted company with Massine
and Diaghilev in Barcelona in the lste summer of 1917, there is
no sign in his work of the period between November 1917 and May
1919 that Picasso was contemplating designs for such a project.
A single tiny landscape (Fig.6) dated 1918-20, has a strong af-
finity with the Le Tricorne set designs.!®® The very generalised
nature of the townscape depicted in this work, however, makes it
impossible to tell whother or not thia was intended as a study for
the ballet. It is more likely, if indeed this painting can be deted
to 1918, that when, almost a year later, Picasso was called on to

design a Spanish townscepe, he remembered the small work and used

it as a basis for the Lo Tricomne set. Another work of the period,
Woman with a Fan (Barcelona 1917)*?7 depicts a Spanish dancer, but

the sbstracted, synthetic Cubist surfaces which comprise her form

130 Nagsing, Ny Life

1 §ee Ponrose, I

. pp.219 and 328, and
Rubin (ed.), P

ive, pp.198-9.

137 This work is fn the collecrion of the Husée Picasse, Paris,
and is numbered 60. The Musoun's dating ihus places it earlier
than the well-known Bathers (no.61 in the Musoum's sequence)
Firmly ostablished as having beon painted im Biarritz in the
summer of 19i&. Zervos dates the landscape to "London 1919
suggesting a Cirmer comnection with the La Tricorne project.

233 7 111021,
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are unrelated stylistically to the Le Tricorne designs. 4 series
of dravrags from this period which focus on a horse being gored
by a bull, refiect Picasso's visits to the Spanish bullfights after
120

& long absence.!® & bullfight scene was to form the background

motif for the Lo Tricorne drop-curtain.

The scenario of Le Tricorne based as it was on & literary source,
provided a for more fully £l-shed out narrative than had that of

Parade.  Podro de Alarcon's classic story, Bl So

ero_de Tres
Picos, was set in the cighteenth century and dealt with the ate
tempted seduction of a miller's wife by the local gorregidor or
governor:

To facilitato his wooing of the miller's wife, the
corregidor has the miller arrested on a spurious
charge. He then tries to enter the miller's house
at night. The miller's wife tuns sway, with the
corregidor in hot pursult. During the chase he falls
*nto & stream and the millec's wife runs to get help.
While she 4s gone, the corregidor pulls himself out
of the stream and returns to the mill, whore he -
woves his wot clothes and falls asleep. The miller
escapss his captors, returns home and, finding the
corregidar undvessed, oxchanges clothes with him.
The corregidor has no option but to wear the
miller's clothes, whereupon his own guards, mistak-
ing him for their escaped prisoner, arrest him. The
corregidor is discredited, and right prevails,'?®

This narrative desls with themes of love, deception and mistakoen

identity. Although its author was Spanish, there is no spocif-

fcally Spanish olement in the narrative. Picasso would, neverthes

137 11115070,

1% gooper, Pigasro Theatre, pp.39-40.




less, have identified with the Spanish setting of Le Tricorne and

with de Falla's mmsic, incorporsting as it did Spanish folktunes.

Ficasso's return to France from London efter the successful 1919
Ballets Russes' season, is not documented. According to the most
recent published chronology'’® Picasso ard Olga vacationed at St.
Raphael in the “late summer" of 1919 and it was in December of that
same year that Diaghilev invited Picasso to do the designs for

Pulcinella.

Although Commedia dell'Arte characters, and especially harlequin
and pierrat, form a central theme of Picasso's work, Pulcinella
seems to have been the brainchild of Massine. On his first Tralian
holiday with Diaghilev, shortly after the outbreak of war in the
suomer of 1914, Massine was invroduced to the character of
Puleinalla.
I often used to go to the Viareggio open-air
marionette theatre.... Sometimes 1 would stand
thers for hours, totally absorbed in the antics of
Pulcinella, Pimpinella or I1 Capitemo. I was in-
trigued by their grovesque masks and their jerky,
loose-limbed movements...'?”
In 1917, agein in Italy, Massine saw a live performance of the
Commedia dell’ Arte at Naples, this time in the company of both
Picasso and Stravinsky.
We journayed to Naples together (Picasso's portrait
of Massine was drawn on the train).... we were both
much impressed with the Commedia dell'Arte which we

saw in a crowded little room reeking with garlic,

12¢ Jane Fleugel's al :iled sequence of events in Rubin (ed.),
Pablo Picasso. A Retrospective, p.199.

137 Massine, My

¢ in Ballet, p.65.




The Pulcinella was o great drunken lout whose every
gezcure and probably svery word if T had understood,
was obscene.

It seens plausible Lo speculats that the possibility of a Commedia
dell'Arte ballet was raised by the three future collaborators on
this occasion, even though it was only in 1919 that such {deas came
to fruition. Cooper dates Massine's research into the subject of
the Commedia dell'drte to this visit.*?? Massine, however, places
the period of research {n August 1919 when he and Diaghilev were
once again in Ttaly, on holiday after the successful London seasen.

At the RoyAl Palace Library in Naples I began to do

some extensive researches into the Commedia

dal1'Arce, for T Mad an instinctive faeling that

this Jtalien type of folk-theatre, with its emphasis

on mime and its use of extempore acting based only

on a scenario, might hold a key to my arvistic di-

lemma. }¢?
Massine goes on to recownt how Diaghilev accepted his idea for the
ballet and how together they searched original Pergolesi mamu-
scripts for suitable music which Diaghilev later asked Stravinsky
to orchestrate. Buckle writes that

The evolution of Puleinella may have begun earlier

than this summor of 1919 for Ansermet had referred

to a Perqolesi-Picasso ballet in & letter to

Scravisky in Hay; but Stravinsky was not asked to
orchestrate the Fargolesi until the sutumn,

Igor Stravinsky ané Robert Craft, Conversatioms with Kobert

ft, New York 1959, pp.]04-5. See also Buckle, Diaghilev,

PP.32-33, and Cooper, Picasso Theatre, pp.43-44.

Cooper, Picasso Theatre, p.43.

2% Massine, Mv Lm- in | nalm., p.145. Massine claims (p.144) that
at the ti g for a way of tramscending the pre-
teribed Tinits of the classical ballet's tradition fn his
choreography .

i*% Buckle, Diaghilev, p.360.




According to Stravinsky's biographer E.¥.White, Diaghilev used the

Pulcinells commission as & means of enticing Stravinsky, who had
been working independently in Switzerland during the war, back
into the Russisa Bellet fold. Disghilev put the proposal to
Stravinsky in Paris and made the offer even more attractive by
including Picasso and Massine. White quotes Stravinsky es having
said that:

The proposal thst I should work with Picasso, who
was to do the scenery and costumes and whose art was

particularly near and dear to me.... the great
plessure 1 had experienced from Hassinc's choreog-
rephy... all this combined to overcome my reluc-
Y.nn(:e.“l

Whether Diaghilev had already obtained Picasso's agreement,
whether he offered a similer 'bait' to the artist, or whether, as
suggested sbove, composer, designer and choreographer had already
come to some tacit agreemont as early as 1917, is & meifer for
speculation, but, by December 1919, both artists were involved in

the project.

Faced with the task of putting Commedis dell’Arte characters on
the stage, Picasso did not immediately look to his own existing
treatments of the theme. Buckle siates thet "Picesso’s first ides
of designing a comtemporary setting...  was rejected by
Diaghilev",** and according to Cooper

To begin with, as he himself has told mo, Picasso's

idea was to translate 8 into modern verms

instead of designing it as a traditional Commedis
dell'Arte spectacle such as Diaghilev envisaged.

142 Erie W. White, St
1979, p.286.

The_Composar and his Works, London

1*3 Buckle, Diaghi

v. p.361,
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This ides for uhich Pleasso apparently made sketches
was rejected immed{ately.’

Cooper does not identify these sketches, nor does he elucidate
whether they constituted the "project which Picasso first submit-

ted to Diaghilev accompanied by nineteenth-century style costumes

for the dancers".'®® It is not clear either, whether by 'modern’

Cooper is designating a period more modern than that of the
Commedia dell'drte's own eighteenth century, or whether he is re-
ferring to Picasso's period, i.e., the twentieth century. Massine
writes that Diaghilev "decided that Picasso should be asked to

design Pulcinells for which he wanted & completely abstract

dicor..." and that
Picasso's first sketches for the décor had been
surprisingly realistic, but after Diaghilev had in-
dicated what he wanted, they beceme progressively
more abstract.

Cocteau's sccount of the episode, spiced, as alvays, with
hyperbole, may throw some light on these events:

A confusion over dates, a misunderstanding between
the choreographer tassine and the stage designer, a
ballet completed in Rome which had to be danced i
Paris two days lster, prevented Picasso {rom paint-
ing the corract figures on his set for [vicinells.
He improvised costumes; but they did not correspond
to the costumes and pantomime fe wanted And for
which the models existed. Neapolitan prostitutes and
pinps played the old puppots 1ike nusic by Pergolesi
ve, uvenated by Stravinsky.'

e~
JocLion of these designs, as told by Stravinsky, has been in-
cloded in most accounts ©of the project. Cooper cites
Grigoriev, Massine and Kochno as corroborating it.

TeS Thid.

Massine, Yy Life in Ballet, p.150,

%7 Yallace Fowlle (ed. and trans.), The Journsls of Joan
London 1957, p.101.




Stravinsky offers yet another, more dramatic interpretation of
events.

Picasso's first designs were for Offenbach-period
costumes with side-whiskered faces instead of masks.
When he showed them Diaghilev was very brusque: "Oh,
this dsn't it at all" and procecded to tell Picasse
how to do it...

In this Stravinsky version, the evenisg concluded with Diaghilev
throwing the drawings on the floor and stamping on them. The next
day he placated Picasso and succeeded in getting him to do a tra-

ditional Commedia dell'Arte Pyl

ella.

In extrocting mesning from the above recollections, it appears
that three differant sets of costume designs are being refe ed
to: modern, i.e., twentieth-century, dress as told to Cosper by

Picasso himsalf, and implicd by Coctesw in his reference to

4 y puppet: being rejuvenated in the same
menner  that  Stravinsky  had  rejuvenated  Pergolesi's
eightuenth-century music; Offenbach-period, e,
nineteenth-century costumes referred to by Stravinsky and Cooper;
and traditional Compedia dell'rte dress, which Diaghilev wanted.
Pulcinella, unlike Parade and Le Tricorne, was not revived after
Diaghilev's death in 1529, and most of the original materisl used
in the stage production has disappesred.'*® Of the stsge backdrop,

Stravinsky later recalleds

Stravinsky and Grart, Conver ch Robert Craft, p.105:

.t ion;
White, Stravimsky: The Ccmpu»ur r_and bis Works, p.286.

149 parhaps the only remaining fragment is the intact mask in the
collection of the Musée Picasso (Fig,7} although according to
the Musoum referonce this was a maquette and therefore proba-
bly never actually used.




It was in the dome of the Paris Opers when I last
heard and completely faded excopt for the moon.
Diaghilev I suppose was in debt ro the Director of
the Opera and when our company withdrew after the
Puleinella performances the Picasso was kept
there.

There romains the problem of resolving what exactly Diaghilev had
in mind in demanding décors that were both traditional and sbstract
(i.e., non-roalistic) as stared in the accounts clited above. A

close exsmination of the Pulginella sets will reveal a complex

iconography that a number of Tt will be

shown that the final set was both treditional in the sense of being
within the tradition of the Commedis dell'Arte, and abstract in
its reductive formulation. Polunin who painted the sets, says that

Before dociding on one of his numerous designs,
Picasso showed me the whole series and requested my
opinien of them from the point of view of their
theatrical gFfect. They were most interesting, but
one seemed particularly suited for theatrical jn-
terpretation and 1 teld Picasso so. And, though
Diaghileff praferred another sketch, Picasso told
me that while working on his designs he involuntar-
ily returned to the ono that had attracted my et-
tention. In the and this was decided on... 't}

Whila Polunin, who was snxious to stress his own role in the mat-
tor, may not be an entirely relisble witness, this does present
further evidence of a possible lack of apreement between Picasso
and Diaghilev. Whethar cthe final sets ware dictated by Disghilev
or by Picasso, it is clear that warning signs regarding the future

wothing Telationship briween Lhe two wen vore beginning to appsar.

180 Stravinsky and Craft, Conversations w

Lhi Rober |
No trace of the ser survives.

raft, p.104.

% Polunia, The Gonvinental Me

Scena_Painting, p.65.




The Pul

nella plot is episodic and confusing,'®? Neither
harlequin nor pierrot are inclodad as characters in the scenario
worked out by Messine and Disghilev, which was based on 4
Negpolitan manuscript of 1700 called The Four Polichinelles Who
Look Alike.'®” The main protagonist, Pulcinells, was not a famil-
iar one in Picasso's geuvre, and & reading of the principal ovents
in the scenario suggests that it is the situations rather than the
characters themselves which provide the thematic links for
Picasso. The scenario concarns Pulcinella, who is wooed by villaga
girls but is himself in love with Pimpinalla, The village girls'
suitors disguise themselves as Pulcinellas in order to win over
thedr swesthearts. The false Pulcinelias atvempt to kill the real
Pulcinella, but the latter has changed places with a magician, who
can feign death. The magicisn is later resvrrected by Puleinella
who himself is disguised as the magician. They change places, ras
sume their rightful roles, and Pimpinella and Pulcinella are
wed,*®* Puleinells had its first performance at the Paris Opera

on 15 May 1920.

The year which followed was & relatively unoventful ons for
Picasso, highlighted by the birth of his son, Paulo, en 4 February
1931, The Plcassos had been in Juan-les-Pins from mid-June to late

152 yhite,
Dieahi

d

ky:_The Composor ond. 5, p.284; Buckle,
¢, B.363, writes 'nobody scomod to mind the absurd
with its disguises and fcxgned deaths...". Soe also
‘lc(}uxllnn. “Painters and the Ballet", p.496.

%% penrose, T nd_Work, p.230.

54 The complicated oo (s deseribed in dotatl by Gavis
Henderson, in P h ire, Exhibition Catalogue,
Brighton 1982, pp. v 10




September 1920 and the remainder of the period was spent in Paris.
Diaghilev, meanvhile, was s active as ever, frantically making
plans for his 1921 seasons in the absence of Massine, who had left,
after a series of dissgreements, in January 1921. In Spain at the
end of March 1921, Diaghilev decided to engage a troupe of Spenish
dancers to open in Paris in May and in London later that year. This
authentic Spanish Ballet was to be called Quadro Flamenco and was
a ready-made production, The Spanish dancers provided their own
choreography and music. All that was needed were sets and costumes
to translate the spontaneous cabare: dances into a theatrical

ovent,

Althongh Diaghilev's eriginal idea for the décor of this Spanish
ballet was most ambitious, in the end the décor too, like the
choracgraphy and music, was ready made, consisting of en adapta-

tlon of ono of the early Puleimells sketches. In mid-April (the

season was scheduled to opon only one month later) Disghilev had
invited Juan Gris to design the ballet. Buc by the end of April
the invitation was withdraun on the pretext that Gris had responded
to Diaghilev's telegram too late. The designs were to be the cre-
ation of Picasso. These events have been variously interpreted.
Gris, who especially travelled o Monte Carlo at Disghilev's re-
quest, wrote to Kehnweilor on 29 April "Pleasso got away with it
by producing & set of designs already made, saying that 1 would

never be able to de it in so short a time,"!5* Buckle, relying on

Kochno's recollections writes:




Diaghilev had decided to invite Jusn Gris - like
Picasso both Spanish and a cubist - to design the
décor for his Cuadro Plamence and Picasso tpproved
his decision. Diaghilev telegraphed to Gris on l4th
April. But & dey or two leter when Dieghile visited
Picasso in the rue La Boetie, he found that Picasso
had made all the drewings himself. Ic was as if the
painter could not bear to ba left out of so Spanish
& manifestation as gypsy damcers,'®®

The extent of the contact between Picasso and Diaghilev in the year
between the Pulcinells opening on 15 Hay 1920 and April 1921, is
not certain. It would eppear that 1t was minimel since Picasso was
involved with domestic affairs, whila Diaghilev had to deal with
major changes in his company occasioned by Massine's departure.
The wotive behind Diaghilev's approach to Gris remains a point of
speculation. [t 35 likely that iv wos Disghilev's imtention to
undernine Picasso (notwithstanding Kochno's observation that
Disghilev had Picasso's approval) perhaps as a result of the dis-

the plan misfired and it was Gris who suffered. He blamed Picasso.

Diaghilev was conwtantly travelling batween Nonte Carlo (where the
company wac rehearsing) and Paris, during April and May of 1921,
It s not certain how or why he ceme to visil Picasso in Paris,
Tt is likely, hewever, that, recalling the rejocted Pulginella
dosigns, he vealized thot they could be udapted more quickly (and

probsbly less expensively) than starting (rom scratch with @ new

artist. Since Picasso’s sew for Cu menco 1s very clearly

related to the Pyleinella designs, and the costumes boar & resem-

9 Buckle, Diaghiley pp.380-381




blanca to those for Le Tricorne it is improbable that they were
freshly conceived for the new Spanish ballet. Picesso, himself
an Andslusian, would have identified with the gypsy dancing, but
there is no evidence that he had any know!edge of what was planned
in terms of choracgraphy when he selected the designs. The set has
very littie reference to things Spanish, but Picasso's concern
with it is evidenced by the fact that he painted substantisl parts
of it himself. After Cuadro Flamenco Picasso did not collaborate
directly with Diaghilev again, although they did maintain social
contact.}®’ Possible reasnns for the termination of their working
collaboration will be suggested after considering two pest-seripts

to the Fyur bsllets of 1917-1921.

Documentation exists for two further projects in  the
Picasso-Diaghilev collaboration: & new backcloth for L'Aprés Midl

¢'une Feune (1922) and a drop curtain for Le Train Blew (1924),

Both Kochno and Cooper provide more or loss ancedotal accounts of
the first of these, which indicate that Picasso wes no longer
producing theatricel matorial which accorded with Diaghilev's
taste.

When he received Pieasso's sketch, 1L showad & sim-

ple backdrop of washed-out gray, so Disghilev hasts

ily withdrew any mention of the artist's name from

the program and the nuthor of the décor remained
enonymons 441

15T Coopar, Pizosso s, p.52, points out that although
Picasso rom contact sith Diaghiloy after 1921 and
various projects woro mooted, "Diaghilev was nover again suc-
cessful in porsuading [Picasse] Lo do an entire production for
his company”.

Soris Kochno, Diaghilev and the Balless Russes. trans. A.
Foulke, London 1971, p.byl
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Cooper cites Picasso himself s the source f the following in-
formation:

At the base was an area of pale yellow, 1epresenting

# sandy beach, in the middle was a pale bluish~grey

sky. The effect, says Picasso, was timeless, calm

and visvally true for a very hat day. But Diaghilev
£

us when he saw it and commented rather
norss

T vanted Egypt and you gave me Dieppe
McQuillan states thet
the décor itself has remeined vircually unknown. It
seems naver to have been photographed, nor have any
designs been published.'®®
Zervos, however, has published a design which corresponds to
Cooper's description (Fig.8).'%* This abstract skoetch consists of
three horizontal bands and suggests the sort of abstract landscape
described by Cooper. Zerves identifies it as & study for the décor

for Cngdre Flamenco and thus links it to Picasso's work for the

ballet, But since it has little in common with any of the other

Cuadro Flamenco or Pulcinells dosigns, it is possible that this

s design for the 'unknown' décor of L'Apros Midi d'une Faune.
Rubin records that Picasso's design was rejected, but a contempo-
rary review of the production suggosts that Picesso's design was,
in fact, the one used - 'A backcloth is seen depicting the sea and

ky...tLi0

%% Cooper, Pigssso Theatre, p.52, citing a 1366 conversation with
Picasso.

19 McQuillan, "Painters and the Ballet”, p.S19.

TEY 7 XHK:175.

1% Rubin fed.), Pablo Picasse:
McQuiilan, “Paintors and the
levinson, "2¢ mai ]1922]: Potrouchka, L'Aprés-midi d'ua
Faune, Solefl de Nufu", nse_ oy Thédt hétigue ot

Agtualité Molées, Paris 1925 p.47,
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S

When Diaghilev next used a Picassc design he made certain that he
would get what he wanted (Picasso's giant female figures) by se~
tecting an existing gouache for adaptation. The enlargement of

Picasso's La Course of 1922, (Fig.9) from a small gouache measuring

34 % 42,5 om to the fulleseale stage curtain which has come to be

assoclated with Le Train Bleu (1924) was first used by Diaghilev

as front curtain for the opening night of the Russian Ballet season
av the Thédtre de Chemps-Elysées on 26 May 1924. On this occasion
“Diaghllev ordered from Auric & special fanfare to greet its ap-
pearance’.*¢? Subsequently, during the same season, the curtein
was wsed for Le Train Bleu and became exclusively associated with

that ballet,

Diaghilev was imwensoly proud that Picasso had signed the curtain
with a dedication to him, in spite of the fact that it had been
executed by the scenc peinter Prince Schervashidze. By dedicating
this ‘copy' of his original to Diaghilev, Picasso wes acknowledg-
ing the gap which had recently bocome apparest in their ideals for
an art of the theatre. Disghilev in his pursuit of the nev and the
cxciting, was concerncd with scale, spectacle, and the dissem-
ination of taste and fashjon. Picasso's concern was ever to push
back the frontfers of invention. The fanfare that her tded the
uneeiling of 1a_Course prociasmed the painted curtain  auton-
omous - 8 complete stage presence in itself. Plcasso's work, in
Disghllev's eyes, no longer nceded chormography or music o sup-

pory it. But Picasso's small gouache had not been concelved with

163 Buckle, Dinghilev, p.429.




this intention. Diaghilev wented 'a Picasso' to dazzle his audi-
ence. Picasso was concerned with a different range of emotion, &s

evidenced by his simplified set for L'Aprés Midi d'une Faune dis-

cussed above. He realised that this could nc longer be achieved
within the ambit of Diaghilev's Russian Ballet. Cooper makes this
realisation clear:

Picasso, whose mocking sense of humour is well
known... delighted in proposing to Disghilev, whose
sense of humour was weak, elsborate ideas of his own
for future bullets of an extravagantly imaginative
kind. One of these projects.. called for a
Stili-1ife déor of assoriad meats sid vegerables in
and around which the dancers, urcssed as flies,
would weave.... Another... was a s1llet about the
life of Diaghilev, showing him in a succession of
scenes from the day he cut his first tooth to the
toothless Diaghilev of old age. These projects
were... imeginative flights.... Yet there was be-
hind them the serions purpose of trying to spur
Disghilev on to,.. produce ballets which were more
challenging. ..

If there remain any doubes, Picasso himself made quite clear the
reasen why he could no longer work for Diaghilev: “Diaghilev

voudrait que je fasse pour ses ballets des décors de Bakst”.'®®

At the very time that Prince Schervashidze was rendering La Course
into a spectacle for Diaghilev, Picasso began working for & new
patron on & production which would once again enable hir to break

new ground in performance art. Gomte Etienne de Beaumont who com-

1% Cooper, Picasso Theatre, p.53.

€% NeQuillen, Painters the Ballet, p.523, citing Boris
Kochno, Le Ballet en France d i Siec\u & nos
Paris 195G, p.219. In Kochno, Diaghi

s, p.136, the incident is roported as oo

ghilev ipproached him later on for stage designs. s

smmmppad the commissions, vemarking to friends that

Diaghilev "would have liked me Lo do Rekst décors signed

‘Picasso’"




missioned the designs for the ballet Hercure in 1924, was a French

aristocrat and dilettante who had long been 4 supporter of the
Russian Ballst. Messine describes him as "a man of great charm
and versatility, who in his leisure time designed jewellery for
Cartiers".'®® While he could hardly be cslled a member of the
avant-garde, Beaumont was a dedicated patron of the arts whe con-
ceived "a series f evenings of dance, drams, music, painting and

poetry to be called Les Soirédes de Paris”.'®’ Massine had left

Disghilev's ballet company in January 1921, and was invited by de
Beaumont to collaborate on these evenings, the procesds of which
were to ga to charity.

" soper suggests that the original idea for Mercurs dated to early
1923, and cites correspondence betweon Satie and the Beauronts to
prove this.'®" The date of Picasso's initial involvement is not
given by Massine when he writes: "I was delighted when Beaumont
asked Satie to write the music for the ballet and Picasso to design
the set and costumes".*’ Thus three of the collaborators of Parade
were to work together once again.'’" The spirit of Apollinsire was
present too, in the title of Beaumont's evenings, borrowed from

one of the poet's early periodicals. Beaumont also guite blatantly

P8¢ Massine, My Life in Ba}let, p.156.
17 Ibid.
soe

Cooper, Picasse Theatre, p.57-

Massine, My Life in Ballor, p.160.

its premiere on 20 June 1924, two days before that of
Hercure, was not available.




borrawed from Disghilev not only a performance concept but aliso
his artists, composers and choreographer. The atmosphere in which

Mercure was conceived and developed is reminiscent of the period

of Parade when Diaghilev had adopted & more benevolent attitude

towards creative innovation.

The Mercure scenario, like Parade snd Pulcinelia has little mar-

rative substance, and it was described {n the programme not as &

'bellet' but as 'poses plastigues en trofs tgbleaux'. The seenario

85 outlined in the programme wes brief:

I.Night prepares Apollo and Venus' scene of
tenderness - the signs of the Zodiae surround them
- Jealous Mercury arrives unexpectedly, cuts
Apollo's thread of 1ife, and thanks to his power
brings him back to life in the same instant.

I1. Dance of the Three Graces and of Mercury - They
bathe. MNercury takes sdvantage of the occasion to
steal their pearls (jewels), and floes, pursued by
Gerberus.

II1.Fate at Bacchus - Mercu-y invents new dences
to charm the guosts and discovers (opens?) the let-
ters. Proserpina finds herself among the guests.
Pluto abducts her with the aid of Chaos.

Penrose has described Mercure as "a skit on the stories of the
gods" and "deliberately scatological”.’”* The sexual references
occur in all three tableawx, In the first, the 'scene of
tenderness’ between Apollo and Venus; in the second the bath of

the Three Graces, in which the latter are played by men en travesti

with large imitation breasts; and in the third and final tsbleau,

the rape of Proserpina,

371 "Mercure", Soirées de Puris programme, Paris 1924, No pagi-
nation. Cited in MeQuillan, "Painters and the Ballet", p.632.

72 Roland Penrose, in Pigasso_and vhe Theatre, Cata-
Togue, p.1l.




While Parade can be seen to have been conceived in the tradition

of Expressionist, Futurist and Dade performance, Mercure pointed
the way for the newly emerging Paris Surrealists a group of whom
interrupted the first performance of Nercure.  According to
Massine

There was a sudden shout and a group of men irrupted

{sic] into the box uhere Picasso was sitting with

his wife. We continued dancing under a certain sense

of strain while they cursed and shouted at him,

calling him & yieux pompier! until Beaumont fetched

the 1 lice and they were forced to leave the thea-

tre. We were told later that the demonstration had

been staged by a group of dadaists who were enraged

by our cubist performance,’?
Satie appears to have believed that the attack was directed at his
score. "Commotion yesterday at the Cigale; the felse Dada came

to sonspirer me" he wrote in a letter to Rolf do Mare, dated 16
June 1924.17* McQuillan suggests that the demonstration was mot,
in fact, wivected against any specific aspect of the baller, but
that it was rather a menifestation of Surrealist intentions, "a
rival faction of the artistic milieu struggling to keep its
avant-garas status”.!’¥ According to Cooper, however, the hostil-
ity was occasioned by the Surrealists outrage that "one of their
ertistic idols shwuld be willing to work for the bemefit of the
international aristocracy” (a reference to Beaumont and the bene-
ticiaries of his soirées - French war widows and Russian

refugees). "

7

Massine, My Life in Ballet, p.160.

37% Cived in McQuillan, "Painters and the Ballat”, p.630.
TS Ibid.

iv6

Cooper,

Theatre, p.S9.




Whatever the Surrealists’ motives, they were not sustained for
long. Hercure served to confirw Andre Brston's high estimation of
Picasso. A letter praising Picasso and Mercure signed by Breton
and his Surreslst colleagues appeared in Paris-Journal on 20 June
1924.*7"  Seven years after Parade in which Picasso had
crystallised a new tradition of performance art, his latest in-
vention was pointing the way ahead for the next generation of

avant-gerde artists,

277 1bid.
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V. THE DROP CURTAINS

Picasso designed drop-curtains or overture curtains for Parade and
two other ballsts - Le Tricorne end Mercure. The drop-curtains
were front-of-stage curtains which remalned lewered while the
overture was played. The idea of a drop curtain wes Diaghilev's.
Buckle writes that when planning his ballet productiens for 1911,

Diaghilev had had o lavish new idea: symphonic
sntr’actes - with illustrations. That is to say &
painied curtain would be lowered to keep the audi-
ence quiet while the music was played. One was to
be Lisszt's Orphe witn o doerative panel by
Bakst... another [ X

torlude in Rimsky's The City of Kitel, with o
painting by Roerich, Only the second of these was
realised, buc Serov painted & big curtain... to
told the attention during the overture..
Schéhérazade.} 7"

This is contrary to Axsem's claim that the Parade drop-curtain was
the firse.}”? Axsom further clalms that
When Disghilev... used an overture curtain... it
depicted a reprosentational scene which was affil-
igted, in the most general terms, with the parrative
of the bellet.
Diaghilev seoms to have been somewhat less concerned with the re-
lation of curtain to sconario, than with the use of the pafnted

7% Buckle, Diaghilev, pp.18% and 327.

170 pxsom, Parvade': Cubism as Theator, p.99.

e hid,




curtain to engross the audience during the playing of the overture
to the ballet - or of another piece of music. But Pieasso’s
drop-curtains were to be more than mere decorative palliatives for
the audfence. Buckle has further observed, in relatiecn to
Disghilev's motives for commissioning drop-curtains, that "it was
his way of comnissioning the best painters to produce their biggest

pictures”. 1"

In at loast two cases, Picasso’s drop-curtains re-
versed the relationship between painting and music. For Le
Tricorne, the overrure music was written especially by de Falla

to accompsny the showing of the curtain. With Le Train Blew the

curtain heralded by a specially composed fanfare, was unveiled
as an awonomous presance on stage.'** The painting had become

performance.

While some thematic connection between curtain and scenario might
enhance the unity of the production, it was by no means & re-
quiremant of Diaghilev's cosmissions. On the contrary, tha
impresario eppears to have relied on :ha drop curtains to create
an independent impression, and may even have communicated this to
the artists. Thus what many writers have cbserved to be a shift
batweon the imagery of tho curtains and that of the scenivaos may
well have been an intentional theatrical device., This chapter will
whow how Picasso took advantage of Lhe creative and icomographic
freedom afforded him in the crestion of the drop curtais ta extand
his symbolic treatments of the ballet themes.

' Buckle, Diaghiley, p.361.

102 gooper, Pieassg Theatre, p.40, 6.105; Buckle, Diaghilev,
4278,

Pp.42T-
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Parade

The Parade drop-curtain (Figs.10 & 11) depicts two groups of fig-

ures situated in 2 spece that is defined as a theatrs stage by the
presence of voluminous red draped curtains and what appears to ba
& painted backcloth. On the left, s white, winged horse suckles a
foal. A young gi-1 in & flinsy white dress and similerly winged,
appears to be standing on its back. Her raised right nand is
grasped by a monkey which balances at the top of ¢ Striped ladder.
On the right, seven figures are grouped around a table on which o
coffee pot, & eup and & plate of fruit are visible. Th. four seated
male figures comprise 8 torero, two harloquins and a sailor.''?
The harlequin at the far side of the tablo caresses a sleeping girl
who rests her head on his shoulder. On her left, s female figure
half-kneeling on & packing case/seat has her arm arcund the sailor.
Behind this group and appearing to lean against & strategically
placed column s & turbaned, muscular Negro. The background to
these figuros presents problems of identification. The column
nmentioned above is located among the curtains and must therefore
be a (painted) staga-prop and not part of the background scenc.
Directly above and in Fromt of it s a roughly rectangular form
42 The variovs references to tororos, toreadors and matadors in

the literature requires some clarification. Glorie Hay Konig,

"Pable Piuasso and the 'Corrida de Toros'", Unpublished A

um.emmon, Univarsily of Galifornia, Borkeley 1963,

123-125, ncludos ¢ glossary of bulllighting tarms adopsed
Tron Brnest lieminguay' This slossasy
wort

y's eath in_the A
dofines 'toreador’ a5 o "Frenchification of the
‘torera'". The latter is in turn defined as "the pmfussxonnl
bullfighter, (includes picadors, maladors, banderillo's
ete.)”. The 'matader’ is specifically the Lorero who kills the
is thus 4 generic term and i therefore soems
wons correct to refer to all such figares in Plrasso's vork
as 'toreros'.




the corner of which partially abscures the top of the column. This
forn can be interpreted as a pert of & stage set in the process
of being raised from or lowered onto the stage. Likewise, the
rectangular shape which frames the right hand fomale figure may
refer to some element of stage appsratus. Beyond the red curtains
yot apparently adjacent to the far edge of the floorboards, is a
landscape which prosents an unresolvable tension of depth and
flatness. It is comprised of o sky area containing cloud or smoke
forms, an undulating horizon, thick groen busny vegstation and an
indeterminate greenish grousd plane. These olements sre composed
in a series of horizontal planes which help create the visusl
tansion noted gbove. In the widst of this landscape stands a
rusticated stons arch, its opening emphasised by a part of the
vegetation which rises up at precisely this point. It remains to
point out the foreground ball, drum and sleeping dog to complete
a description of the complexity of elements in the Parade
drop-curtain. The diseussion which follows will evaluate each of
these olaments both as symbolic entitios and as discrete parts
which have been combined into & unique metaphoric whole. s a
prelude to this interpretation, the question of scale will be ad~

dressed.

As Buchlo haw obesrved, a signsfitant featvre of the dvop-curtains

15 thair scole. Picasso's largest paintings prior to 1917 wero the

altimbangue Family (1905: 2,12 x 2,20m) and Les
’Avignen (1907: 2,43 x 2,33m). Fow other works before this ex-

cooded Zm in efther horizontal or vertical dimemsion. Guarn

(1937, usually considered his largest painting measures 3,56 x
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7,829 and even the War and Pegce murals of 1952 in Vallauris, each

measuring 4,7 x 10,24m, ere swsll in comparison with the drop
curcains. The dimensions of the Pavede curtsin are 10,6 » 17,25m
- & size which has made its cxhibition virtually impossible and

its viewing a rarity. The Lo Tricorne and Mercure curtains have

both bsen cut dows, but in order to have filled the proscenium

their original scale would have been of the same order.

Axsom considers the scale of the Parade curtain critical to his
iconogrephic intaypretstion, firstly because it can be included
In the :ategory of major paintings which are "on & large scale"
and "in an allegorical mode” and secondly because the huge expanse
af painted, red dreped curtain which frames the scene crestes o
spatial setting that is integral to his interprotation of tha
iconography. 1** Close scrutiny of the thres existing rtudies for

the fioel Parade curtain, (Figs.12-14) and the absemce of any ev-

idence to the contrary, suggests that the spatial ambiguities of
the finished painting were not an issue from the start, The three
studies differ from cach other in respect of the smount of detail
shown, and in the group of figures associated with the ladder. The

remaindor of the composition is unchanged in all three scudies and

184 Cooper, Picasso Theatra, p.347, gives the dimensions of ko

Le Tricorne drop-curtain as 10m x 1ém, and thot of the ¥
drop-curtain s 4m X Sm (p.352). Because Of its prosent o
cation in the foyer of the Seagram Building, Park Ave, New
rne curtain in its present state is difficuls
«, however, on an in situ inspection, mede

i ovimite of 1t Almens lons 25 beins approximately bm x 6m.

Pt pAxsom, 'Parade': Cubism

Theater, p.166 and pp.152-3.

’
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in the final curtain (Figs.10 and 11). What does chenge, in the
final curtain, is the viewpoint. In the studies the figures are
sean from & close viewpoint with the ball placed right en the
picture plane. In the final curtain the figures recede from the
viewer and an extensive ground plane intervenes between the ball
and the spectetor.’'® In esch of the throe studies the curtains
are located bohind the Figures - an embigusus situation, as Axsow
has pointed out.’*’ It suggests that the spectator is back-stage

1in the wings

watching 4 scene enacted on stage. From this vantage
point, the thestre audience would be able to be seen beyond the
curtain. Buc this is not the case. In Fig.12, this area is vaguely
dofined by a few vertical lines and the outline of a bush or shrub

behind the figure of the torero/guitarist. In Fig.13, the vertical

1% This effect can only be seen clearly when the curtain is viewed
in its enlirety, Decause of its great size the curtain prosents
problems both of viewing and of photographing. Nost published
photographs crop the pertphery and focus on the figure groups.
As Axsom points out, the only published photograph of the
complete curtain is a black and white illustration in Paul W.
Schwerz, Cubism, London 1962, p.145 (Fig.10 here). The exten-
sion of the ground plane and elaboration of the surrounding
drapes can be seon in this illustration and compared with the
more usual view as seen in the colour illustration (Fig.1l).
Axsom was able to ses the original curtain at first hand and
thus his description is valuable. My oun requests to view the
curtain, now stored st the Musée Nationale d'Art Moderne,
Cantre Georges Pompidou, Paris, proved fruitless. Robert
Jotfrey, whose City Center Joffrey Ballet revived Parade in
New York in March 1973, experienced similar difficulties. For
an account of this 1evivel see b.S.LoMonoco, "The Gient Jigsew
Puzzle: Robart Joffroy "Parade'", The Drama Re-
view, 28 no.3(T103) Fall 1984, pp.31-45. LoMonaco writes

40): "Joffrey went to great lengths to oxamine what little

of the original production was left. He went to the Musée

Nationale d'Ari Moderne in Paris , are the drop-curtsin is

stored but not displayed, only to be denfod permission to ses

it. On & subsequent trip he finally did see it aiter wuch
persistence’, 1t is hoped that once the Musée Picasso is op-
erative, the curtain will be placed on permanent. display.

17 pxsom, s Theater, p.159.




lines emsige as the definition of an arched opening to the :ight
and & ladder to the left. Between these are vague indications of
landscape elements. In Fig.14, the loosely blocked-ir water colour
obscures all detail, but in rhe final curtain, the landscape
emerges more cleerly. The abs - of the theatre audience and the
prosence of a landscape whose spatial location and parameters are
uncertair, contradicts the notion that this is simply & perferm-

unce seen from the wings.

The visual tension introduced by this landscape simultaneously
presents an {llusior of real space end an sssertion of the flat,
painted artificiality of a theatre backcloth This tension is
compounded by an uncertainty as to whether the spectator is in the
auditorium or back-stage. The angle at which the verticel land-
scape abuts the horizontal Floor plane further disturbs the spa-
tia] logic of the scene. According to this a ile, far from baing
parallel to the picture- or spectator- plane as is normel for a
stage backcloth, the landscape is placed obliguely.'®* This might
%% The literature gonerally regards the landscape as &

topographical referenca to the Mediier:anean south and spe-

cifically to Naples, on account of the arch (intexpreted by

Axsom as part of a Roran viaduct, but also more generally as

‘classical’ and thersfore Italian) and the movntains with

clouds or smcke suggestive of M, Vesuvius. (See Axsom, 'Par
rade’: Qubism as ‘Thaster, p.310, and MeQuillen, "Painters end

the Ballet”, pp.l«l and 411 for these observations), Such an
interpretation assumes the influence of Picasso's Italian trip
on the drop-curtain. The sisplified undulaiing line which
marks the distant Lilly hovizon of the painted landscape can-
not be dnterproied specifically as M. Vosuvius on the basis
of visual sinflarity, This Lecomes clear when the drop-curtain
is rompared with sot designs and especially
Fig.18¢ vhich depicts NU. Vesuvius in @ graphic way. Both the
arch wotif and the volcano, however, recur in other ballet
igns and suggest interpretations which, rather than being
mply descriptive will be found to b= of metaphorie import.
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accord with the viewpoint of a spectator in the wings, Jooking
obliquely towards the back of the stage, but this explamation is

contradicted by the position of the curtains.

The heavy flanking curtain and more distant viewing _oint introw

duced into the final curtain, may well have been a ise ne-
cessitated by problems encountered in 'blowing up' From
& small « 27,5 x 29,5cm - sketch to the massive s ' by

the proscenium arch of the Chatelet Theatre. A combipora< -
tograph of Picasso and assistants painting the curtain (Fi,
clearly shows that the painted figures seated aroun: “he tabl
2 - 3 times life size. although there is no evidence s to wiat

method Picasso used to enlarge the scale of his des:gns.

nay

well have been dered icall 1 vo make Lae

tigures any larger than this.'™® The solution to the proo.en of
how te ‘£ill in' the surrounding space was the additice of in-
creased areas of curtain at the sides and top end & graator e:ense
of the floorplane in the foreground. This increases the spatial
ambiguity suggested sbove. Franing curtaln ire introduced on the
spectator side of the space, i.e., in front of the painted figures.
The latter can thercfore now be read as boing viewed bath from the
avditoriun and from back-stage. The back-stage position remains

undefined, and varicus vantage points in the wings are possible.

P3¢ yalter 0. Sawnard, "Touch and Scala: Cubism. >1lock, Newmen
and Still", A 9, June 1971, op 38~ , discusses the
probloms encountercd in the application of
to large scale works, using Gyernics as an exomp
(p.58) that "The very large painting demands special mechan-
ical tresument and musy by preceded by  conception adoquete
for the size". His remarks are appropriate for the Parade
curtain too.
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As & result, foreground, background and side views are confused,
and the spectator’s position in spare becomes uncertain. The
painted figures are placed in the conceptual equivalemt of a cen-
tral space around which the spectator can take up a number of
theoretical positions. In other words, Picasso's curtain trans-
forws the traditional space of the proscenium stage into a space
which parallels those areas for performance with which he was far
more femiliar - the circus arena and the bullring. Yhis arena-like
space is not described but rather stated concestually through the
perceptual distortion of the traditional means of depicting &
theatre stage. Axsom has characterised what he regards as the

iuxtaposition of flattened figures and illusionis

space in the
curtain as characteristic of the method of Cub’.t collage.'®® The
Cubist nature of the curtain is, however, more nomplex than this.
Rahnweiler understood how the idea of theatre-in-the-round ap-
proximated to & Cubist conception of space:

The circus [was]... the one spectacle which might
heve provoked a reform of the theatre precisely in
the spirit of Cubism, for the circus is

three-dimens{onal spectecle. The acrobats seen from
a1l sides are sculptures living in space; here was
something very much skin to the Cubists' idea of a
complete representation of volume. One could imagine

bism as_Theater, p.106. Although *xsom las
noted spatial ambiguity, he defimes it as a duality Getueen
“front of house” and backstage. He notes that the painted
landscape cannot bear the relationship of an illusioniitic
hackdrop to the stage aras bacause :ts base does not intorsest
the orthagonals of the floor boards at right amgles. Never-
theless he conuludas that "1f the figures and their props were
removed from the curtain's composition, what remains s a
convincing illusionistic space dorived from Renaissance
schemes” (p.138). Axsom t™en drews & parallel between the
curtain and & Cubist collage in its juxtaposition of ths
{llusionistic spacs with “vhe relentlessly flattensd shapes
and forms of the figures animals and props” (p.159).

g
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. them setting the spectacle in the middle of the au-
dience, for example.l®! i
McQuillan notes that idess relating to & new theatre-in-the-round
.
N were being expressed at the time in the journal SIC, to which '
: Apollinaire was a frequent contributor.'®® It is very probable
. that Picasso had given i ion to such & imonsional H
P applicetion of Cabism, in spite of Kehnweiler's claim that
3 If such &n ides ever occurred to the Cubists not one :
- of them ever mentioned it to me. They arrived in the
theatre, ignorant of its particular laws and found :
3 8n existing avditorium and stage with which they had B
- to come to terms.'®?
Bv Jocating the figures of his drop curtain "in the middle of the A
, audience”, Picasso not only drew an iconographic parallel betwean '
L this performance, the circus and the bullring, but slse suggested
. the Cubist identity of Parade. Although the spatial limitations !
~ 2f the proscenium theatre prevented the physical creation of
ballet-in-the-round, the Parade curtain orientates - or disorien-
tates - the sp: towards a .
. The Parade cverture curtain has been the subject of & number of :
by oL iconographic interprevations which seek to isolate o complete and
e 7 salf-sufficient meaning within the curtaia. Opposed to these in-
terpretations s the view that the curtain holds no meaning at
N e 3#3 Daniel-Kenry Kahnweiler, Juan Gris. His Life end Work, london
1969, p.156, cited in McQuillan, "Painters and the Ballet”,
. p.123.
. T*2 NeQuillan, "Painters and the Ballet”, pp.123-6.

112 Rahnweiler, _and Work, p.156, in Ibid.,

p.123. .
! 19N Axsom. , Marcia, "The Baller 'Pa«
rade’ bism and Futurism”, Macdonald,

: n
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all.}$* The iconographic interpretation which follows will demon-
strate thot, in character with the overall nature of Picasso's
symbolic structures, the curtain reveals not a single
incontestable meaning, but a rich fabric which crystallises key

1issues of Picasso's osuyre.

It is not surprising that the image of & horse dominates the Parade
drop curtain, The horse is found in & large proportion of Plcasso's
works where its formal and iconographic treatment ranges from the
naturalistic and unelaborated to the stylised and specific. An
example of the former categury 35 found in an early series of
drawings which shows the horse in & naturalistic setting, bridled
and harnessed, emphasising its role as & beast of burden.®® In
contrast, in the Peace mural at Vallauris (Fig.16) the horse is
winged, white and draws a plough. Its meaning is specified in the
context of the title of the vork, in relation to the opposing image
of War; and dn conjunction with its surrounding imsgery. Here
through a complex set of associations the neutral or natural image

has been elaborated into a metephorical statement.

Diaghilev Observed by Gritfcs in England und the United
States, 1911- 1925, Reff, "Picesso s Musicians .
Harlequins, Waskers ond Friends”, Vog el Picasso  als
Bilhnanbild und Kostimontwerfer fur die Ballets Russes", and,
to & lessor extent HeQuillen, hold the former view. The Jatter
is reflectod by Cooper, Picss: atre, who describes the
curtain es "popular imager ts most decorative and cn-
chanting”, (p.24). Maitin, slthough offering a complex inter-
pratation (p.91) of the Parade drop-curtain, approaches it
siylistically as throwback *o the so-called rose
or eirces period”. Buckle, Diaghiley
curtaln as having been painted in '# naive bur old-fashioned
style, like the decoration of & nineteenth-century
fairground”.

1357 V1136145




The horse is a key character both in the bullfight and the circus,
two events to which Picasso brings extended weaning and which, in
the context of performance, are related to Parade. It has alrosdy
been suggested that these themes were interconnected in Picasse's
elaboration of the spatial setrcing of the drop curtain. One of
Picasso’s first oil paintings depicts a picader on horseback in a
bullring (Fig.17). In other treatments of the theme tl~ horse
frequently appeers as a victim or martyr-type, culminating in its

portrayal in Guerpica. An early group of sketches of circus horses

is represented by Z 1:264-270. The Circus Femily (1904-5: Fig.18)
shews the horse as part of a travelling circus, a theme which is
reinterpreted in the Travelling Cireus, (1922: Fig.19). In the

1906 Boy Leeding a Horss (1906: Fig.20), the classicel and timeless

are through elimination of detail and refe

erence to classical stylas as diverse as those of the ancient
Greeks (the Parthenon horses, Kouros figures) and possibly even
Cézanne (Picesso's boy has been compsred to Gézanne's Bather of
1885-1890 in the Museum of Modern Art, New York). 4 specific
neaning is attributed to the horse in an early work, The Burial
of Gasagemas (1901: Fig.21). Here the white horsa is wingless yet
airborne a3 it carries the body of Casagemas hesvenward. As it
oscapts from the natural world it takes on & metaphysical signif:

icance.

In the Parade curtain the distinctive features of the horse are
its two large, white wings. Axsom has pointed out that at the turn
of the century {t was customary for animal trainers in the cireis

to strap a prir of wings onto a horse in order to present an {l-

o




' lusion of flight when jumps were performed.'® The wings of the
% . Parede horse do indeod appear to be strappec on, This late
N nineteenth-century practice, recorded in lithographs of tha pes i
. riod, casnot therefore be ruled out sltogather as # source for
Picasso. Two observations may, however, bs made. In the first
place, although, as has been shown, horses appeared frequently in
- Picasso's work before 1217 both in circus and other contexts, the
- Parade curtain is the first instance of a winged horse. Moreover,
& it is the only instance of & winged horse portrsyed in the context

of & performance in Picasso's geuvre. Following, and much later,

b - occurrences of this image are 2}l in the context of works which

. ara connected with the thewe of waT - The Dresm and Lie of Franco

r 1936: Figs.23 & 24), Guernica (1937: Fig.25), and Peace (1852:

. Fig.16). Parade was created st & time when Eurcpe was &t the \

haight of a horror-filled war. This circumstance and the

iconographic links to later works which deal with the theme of war,

. . suggest a specific, 1f covert, mesning for the drop curtafn.

4 winged horse, identifisble a the mythical Pegasus, appears in
two of the studies for Gueys <a both datad 1 May 1937. In the first
2T of these (Fig.26) a miniature "egasts is seated on the back of a

standing bull.*®7 In the second study (Fig..’' the winged horse

emergos from the sfde of a larger 'mother’ in a direct allusion
to the birth of the mythological Pegasus who sprang fully formed

'*¢ Axsom, 'Parade':

N %7 The suggestion of a band drawn around the bull's girth evokes

tne Pegasus of the Parade curtain and might be a reference to

. the strapped-on wings of performing circus horses mentioned
above.



from the bedy of Medusa after she had been docapitated by
Persous.'®% The winged herse, es has alroady been observed, ap-

poars again in the Peace mural from Vallauris, where it is depicted

puliirg a plough, & symbol of rebirth. It s also found in two
pencil studdes for this work wnich are inseribed with the date

'24.7.52".2** A wanged horse appears again in the play Les Gustres

Potites Filles which Pi:gsso wrote shortly after World War T1 and

which was first published in France in 1949, 1In the fourth act
of this play, the stage direction reads:
Eater an crormous white winged horse dragging its
guts, surrounded by eagles: an owl is perchied on fts
head; it stays for a short time in front of the

Yittle girl and digsappsars on the ather side of the
stage.?”

The mythological Pegasus does nat oceur frequently in Western Art.
Picasso's highly selostive use of the imoge indicaes 2 specific

purposa. Outside of the Paradg curtoin this purpose is made very

clear. In both Guernica studies, and in che Peace mural and its
study, the winged horse significs the triumph of the forces of life

and light ovar those of desth and darknoss, & signification drawa

1% Robart Gravas. Th

p.127 and p.239.]

k_Myths, Harmondsworth 1968, Vol.i.,

Loe, "Picasso’s War dnd Peace", discussos these studies.

Pablo Pleasse, The Powr hitfle Girly, iransioed by Roland
Fenrose, London 1970, p.6Z. Although o detailed examination
0f Uhds play i% not possible in the present study, this and
othor quotations which will be drawn from it Suggest thot
consideration of Pieasse's pootic writing mst prove illumi-
nating for hin art. This is the viewpoint also adopted by at
Inast one wrirer who analyses Tie Four bittle Girls
riderable detail, e Gawpan, “Nystery, Magic dnd Love in
Picasso 1925+1938", Gasman interprets the play -» a xtotoment
of op fafsm made at the cnd of the Second World ¥ar, fu which
1ife emorges riumplant over death,

e




directly from Greek mythology.?®! Pegasus is the horse of the
Olympian gods and through tae unusuel circumstances of his own
birth, a symbol of rebirth. Pegasus was the favourite mount of
Apollo, deity of the Arts, and favourite horse, Loo, of the Muses,
sources of artistic inspiration. Although born of s mortal, he
achieves immortality. The winged horse thus links the notions of
immortality and rebirth with the artistic process. At least three

times in his osuvre, in The Droam and Lie of Franco, in Guermice

and in Peace Picasso responded to the generally destructive and
reactionsry wars which threaten both civilisation and art. His
attitude to war is clearly reflected in his statoment of July 1937:

tly whole life a3 an ercisc has been nothing more then
5 continurus struggle against reaction and the death

s to the future of Spaaish art.... The
contribution of the people's struggle will be enor-
mous . Something new 214 strong which the con-
sclousness of this magnificent epic will sow in the
souls of Spenizh artists kL1l undoubtaaly appear in
thedir works.

Art ot only survives hut ds revitalised Ly the destruction of war.
The image of Peg sus is a precise metapher far .ie transvendance

of art in time of war.

Two further observations need to be made regarding the wingod horse

of the Parade drop curtain. Firstly, its iconographic complexity

29 I her discunsion of the l’r-n'mus Lo the Pogge mural, Lee,
“picesso's 'War' and 'Pea , P36, writes: ", the hybrid's
prosance In the painting of Pnce would allude tu 8 wionian
state of oxistence wherein the arts are harnessed for the
bettermont af mankind. The regenerative set of plowing would
then rafer to the spiritual rebirth to be witnessed by numanity
when peace exists unconditivnally",

202 preggso, Statement of 1937, first poblished by Llizabeth
McCausland, Picasso, New York 1944, reprinted in Ashton,
Picasso_on Art, p.143




is enriched through a stylistic treatment which links it to wo
other traditions in Picasso's geuvre which explore the dialectic
of life and desth, namely the Crucifixion, and the bullfight. The
horse appears in a narrative and allegorical context in Picasso's
snignatic Crucifixfon (1930: Fig.22) and a study for this work
(Fig.28) shows a horse which bends down to munch e tuft of grass.
This horse is one of a number of unnaturalistically lomg-necked

horses in Picesso's pauvre, of which the Parade Pegasus, {s one

of the first. The type is quite f+iquently found in depictions
of the Bullfight whore it is expressive of the anguish of the
horse/victin.??? This recurring image of the long-necked horse
suggests an affinity of meaning and reinforces the lnterpretation
of the Parade horse in the context of the life/death dialestic of
art and war, The second point concerns the curious narrative detail
in which Pegavus is also a mare suckling her foal. This apparent
contradiction though observed, kes not been accounted for in the
Parade literature.?® The life-affirming power of Pegasus Is
underlinad by this image of a nursing 'mother and child'. It pro-
vides & particularly succinct example of the reshuffling powers

of motaphorical langusge.

The connaction bstween the winged horse and Picasso's response to

World Kar 1 in the Parade curtain emerges clearly. This is in

281 This type of oxpressive distorlion can be compsred with s.ch
works as the 01d_Guitarist (1901), the Blue Room, (1901), and
n of shoulder

atjon and trogic situation of the figures.

*** 800 Assom, 'Parade': Cubism as Theater, p.118.




contrast to the literature which, while gensrally acknowledging
that the war disrupted Picasso's social life, fails to find any
direct expression of & resporse to that war ir his work of

1914-18.2°% Indeed, Parade itself has been seen to be the creation

of a group of avcists entirely unconcermed with the carnage that
vaged close to Pardis in 1917, Picesso's visit to Italy in 1917 and
his romance with Olga are seen as factors which further dissociated
bim from the grim realities of the effucts of war in France, Yet

the Parade curtain wouid suggest otherise. Pegasus proclaims the

rebirth and renewal that art promises in the face of the "death

of art" implied by war. The novelty of Parsde, its avant-gerde

statement, which was inmediately scknowledged by critics and which
remains a historical fact, was the clearest demonstration of the
meaning which Picasso intended his curtain to contain: in art lies
& form of salvation. An examination of the other images of the
curtain will reinforce the meanings contained in the winged white

horse.

%% A typical, though anonymous statement is to o fownd 1n e co-

cent exhibivion catalogue, Picasso fr Husée _Picasso
ris, Walker Azt Gentre, Minneapolis 1980, p p.139, "World Var
ffocted Picssso less than it did other artists.... Sur-
prisingly, in light of eariier and subsequaut concerns for
social end politicsl matters that found expression in his
cregtion, none of his work from his period commented on the
War". It iy curious that In spite of a universel recognition
of the hermetic nature of Picasso's imagery, the absence of
overt refercnces Lo the War is token as 4 sign of the urtist’s
indifference. Silver, "'Lsprit de Corps': The Great War and
French Art 1914-1925%, p.426, 1.30, distinguishes between ax-~
plicit and jmplicit ovidence of tho influence of Woild War I
on Fronch art, rightly claiming that such influence "is rarely
dependent on direet roferenco to the event", Silver's inter-
pretation of Picasse's response ta the War f{s discussed in
grestor detaid below.

i
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The young girl wearing & flimsy white dress appears to be standing
on the horse’s beck. Like the animal, she has a pair of wings st~
tached to her shoulders (Fig.29). Her position in space is am-
biguous, since logically the distance between her feet - which are
hidden but assumed to bo planted on the horse's back - and her
right hend, close to the top of the ladder, is too grear to be
bridged by her body. Since she cannot clearly be seen to be
standing on anything, the notion of flight contained in the image
of hor wings is underlined. Her upuard stretched arms likewise
indicate the direction of her movement and the monkey sppears to
assist her movement in this direction. Wings symboliss spirituel-
ity, imagination and thought, nd this symbolisarion is closely

linked to that of flight.?*¢

Flying implies raising oneseli and is therefore
closely connected with the symbolism of level, not
only in relation to moral values but also to the
notion of superiority applied to other qualities
such as power or strength.?!?
The discussfon of the winged horse has shoun this associstion to
apply to the notion of the cranscendent power of art and ertistic

creation in the drop curtain.

Winged figures - apart from birds, bats or insects - do mot exist
in the real world, thus these figures are simple and clear oxomples
of visusl metaphors. Twe 'real’ images - & pair of wings and a girl

(or @ horse) - are wnited, as they camiot possibly bo in nature,

9% Girlol, 4 Bietiouary of Symbols, p.334-5.

707 Ibid., p.104.
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to suggest 8 third principle which is 4 motaphoric statement of
trarscendence. Winged creat ves comwonly populate fairy tales,
fantasy worlds and mythologies. If, like Pegasus, the girl is &
mythological character, then she may be the winged goddess Iris,
the female counterpart of Hermes or Hercury, and messenger of Hara.
The winged girl of the Parade curtain is reminiscont of o similar
figure associated with light imagery in a 1934 drauing of a
bullfight seene (Fig.30). Here a young winged girl, holding a
candle, kneels in front of a horse and bull locked in terrifying
combat. In tha background, the barcst indication of an arcaded wall
identifies the arena of the bullring. With her left hand the girl
holds the light up to the struggling horse, with her right she
shiclds its flame from the bull's destructive rage. The winged
sirl, horse and light are brought into conjunction - three images

whose associations intersct and reinforce one another,?®’

The winged girl alsc appears in other guises. In 1918 ar Biarrits,
(where Picasso and Olgs spent their honeymoon at Mme. Grrazuriz's
villa), Picesso produced a series of drawings depicting & winged
female figare together with a nude, a harlequin and a pierrot
{Pigs.31-33),%°% Zorvos' titles {dentify the winged figures din
these drawings as 'amour'. One of the drawings in the sories
{Fig.31) cortainly suggests an identification of the winged figurs

with Cupid or Eros by the archar's bow which it carries, A monkey

284 Light imagery in the form of the image of the sun occurs in
the water-colour skotch for the Parade drop-curtain (Fig.14)
and #i11 be dixcussad below.

299 7 111:193-197,199 and 200,
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is seated in the foreground of this sceme. In another (Fig.32),
however, the winged figure (bottom left) is definitely female and
her dress is similar to that of the winged female of the Parade
curtain. The bow is no lenger present, instesd she holds up a
mirror to the large posturing nude who is being seremaded by
harlequin and pierrot. 1In yet a third scene (Fig.33) a monkey is
again present possitly standing here, like the mirror, as a re-
minder of human venity.*'® Although it is not possible hers fully
to investigate the mranings of this serics of sketches, ir seems

thet in thew Picasso contrasts physical beauty which 1s temporal

end iated with icism ( by th  :ge nude) with
the permanent beauty of true artistic creation (represented by the
winged girl). It is possible that the winged girl of the Parade

curtain carries similar comnotstions.?'!

The monkey of the Parade drop-curtain appears in o different role

from that of a yanitss symbol. As Axsom has remarked, there has
been little attempt in the literature to explore the symbolism of
the monkey and baboon in Picasso's art.®!? This reluctance may be
explained by the complex history of ape imagery in Western Art,
combined with Picasso's aubivelent treatment of the movif,

Janson's volume, and especially his Chapter X which has been

31 See Horst W.Janson, Apes and Ape Lore in the Middle Ages nnd
Rengissance. London 1952, pp.212-216, for discussion of
age of the monkey as a Vanivas sywbol.

21! Both in their flowing linear style and the concepts of artistic
crestion which they examine, these drawings anticipate the
more fully developed treatment of the theme in the Vollard

ite of 1933.

%1% pxsom, 'Parade': Cubism as Theater, p.122.
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briefly sunmarised by Axsom, provides a comprehensive outline of
this history.?'? As Axsom has concluded, Picasso's use of the image
depends on the traditional association of ape and artist. But to
say this, reveals little, and the specific context in which the
monkey appears must govern its mesning. In an extended argument,
Axsom interprets the mnmkey as &n allegorical "apotheosis" of the

artist/Picasso.®*

Picasso does, indeed, make explicit his own
identification with the monmkey, but the contexts of such images

do not remain comstant. A Self-Portrait, (1903: Fig.34) in which

Picasso depicts himself &s an extremely vulgar-looking monkey,
recalls the caricatural tradition of nineteenth century works such
as Grendville's satirical images of Delacroix and Ingres (Figs.35
& 36).2'% The Saltimbanque Family and Monkey (1905: Fig.37) shows,
on the other hand, the animal &s s silent oulocker providing an
emblematic contrast to the human figures. In the case of the 1918
Biarritz drawing (Fig.33) the momkey {s presented as a reminder
of the ephemeral nature of physical beauty, while in & series of
drawings dating to 1953-1954, Picassc again explores the re-
lationship of artist and monkey in variations on the artist and

model thema (Fig.38).

Janson, Apes and_Ape L
Gubisa as cat

ore, Ch.X, pp.278-322, and Axsom, 'Pa-
rade' 124.

1. pp.123-

Axsom, 'Parade’: Cubism as Theater, pp.)131-136 and pp.142-145.

215 These caricatures were originally published in Un _autre
monde, Paris, n.d. 1844, pp.77-78. For a discussion of these
works see Janson, Apes and Ape lore, p.134.
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The artist/monkey image has & history of both positive and negative

in  the ing debste between art and

nature.?!¢ As well as its presence in Nedieval snd Renaissance srt,
Picasso may have been aware of the monkey's image s & metaphor
for the 'universal artist' in alchemical treatises of the seven-
teenth century.?!? He may also have been familiar with the works
of David Teniers the Younger, in th Prado, Madrid, which employ
the monkey in an overt criticism of academic classicism in art,??
and of Goya's treatment of the theme in Los Caprichos No.41,
(Fig.39).!* In contrast to the Grandville drawings (Figs.35 & 36)
Goya's sative is aimed at the ass/sitter rather than at the
monkey/artist who, far from 'aping' nature creates & wholly false,
though flattering portrait on his canvas. In this work there is a
recognition of the monkey as a trickster, a parformer ond & ma-
nipuls“or of ‘nature’, and it is in this sense that Picasso may

have : zified with the creature.

In the Parade curtain, the monkey provides the climax to an as-

cending series of images sssociated with the ladder. Pegasus forms

the base, the winged girl continues the upward movement, and the

According to Cirlot, & Dictiomary of Symbols, p.202, this
dualism sxtends beyond the dimlectic of art and nature: “The
simian generally symbolises the basar forces, darkness or un-
conscious sctivity, but this symbolism... has two sides to
it.... This is uhy, in Chins, cthe monkey is credited with the
power of granting good health, success and protaction..

See Janson, Apes and Ape Lore, pp.305-307, for a discussion
of this usage.

Ibid., pp.310-311, discusses these works.

21 Ibid., p.313.
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monkey replaces whet, in the water-colour sketch (Fig.14) Picssso
originally conceived as an image of the sun at the top of the
ladder. Just visible, crowning the monmkey's head in the final
curtain is & laurel wreath which, in geneval terms may represent
“the classical wreath of victory or deification”.??® Buc there is
a more specific reference. The laurel, is the sacred tree of
Apolle, who is not only identified with the sun, but is also the
god of the Arts.??} The wonkey/artist, wearing a laurel wreath,
is substituted in the finsl Parade drop-curtain for what was, in
an earlier sketch (Fig.14) conceived as an image of the sun, Both
the lsurel ureath and the sun link the image of the monkey to that
of Apollo. This refarence to Apollo is congruent with tue inclusion
of Pegasus, favourite mount of the Muses, and thus also associated
with 4pollo in Greck mythology, in the same figure group. It is
fitting that the artist/monkey/Apollo should occur ss the culmi-
nation of the upward movement which begins in Pogasus, for Cirlot
points out:
e crowning of the poet, the artist or conqueror
with laurel leaves was meant to represent not the
external and visible consecration of an act, but the
Tecognitien that thar act, by its very existence,

presupposes a series of imner victories over the
negative and dissipstive influence of the base

2% pxsom, ||

arade': Cubism as Thester, p.133.

2! Cirlot, A_Diciionary of Symbols, p.14, notes that “in
nmythology and slchemy His spiritual and symbelic significance
is identical with the sun". The lyre, another familiar at-
txibute of Apollo and sign of his role as Apollo Musagetes,
the leader of the inspirsvionel mises ix a centrsl motif in
the Pazade set and sppears in many of the sketches for the set.
Tts significance there is discussed in the following chapter.
Sce Graves, The Greek Myths, Vol.1, p.82, for the attribution
of Apallo's Iyre.
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forces. There is no achievement without siruggle
and triumph,?2?

In this context, the monkey represents not so much the apotheosis
of the artist as Axsom claims, but the triumph of art over tha
forces which threaten its unfettered progress. In addition the
inclusion of a reference to Apolla, mey, by suggesting a pun on
the poet's name, be & vellad tribute to Apollinaire, who wrote the

progranme note for the first parformance of Parade.

The ladder which connects the winjed girl and the monkey is an

prop of circus . The lsdder itself does

not rest against & rigid surface sich as & wall. In the studies
(Figs.12-14) its position in space is not clear, but in the final
version of the curtain it stands free in space. Picasso often ine
cludsd a ladder in his circus compositions, but it is also found
in more complexly symbolic works such as those dealing with the
theme of the Crucifixion and in Minotsuromachy (1935: Fig.40).

The ladder occurs both in the Crucifixion psinting of 1530,

(Fig.22), and in the study al.eady discussed (Fig.28). In the
forner it plays & uarrative role, acting s a support for thu
soldier who drives a nail into Christ's right hand. In the latcer,
the ladder's symbolism is underlined by a large upward-reaching
arm Jocatad close to it on the estreme left of the study. The
symbolism of ascansion is cchoed on the opposite side of shis study
by & stepped line, also indiestive of upward movement. (This line
is visible betweou the front legs of the horse.) The ladder de-
notes upward movement towards a spiritual realm. It is a device

¥ girlot, A D:

Symbols, p.173.
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whic: connects the terrestrial and celestial zomes, linking the
darkness of the underworld and the light of the gods' domain. The
ladder image reappesrs in the ser designs for Le Tricorre (Fig.136)
although it does not oceunr, oven as 4 prop, in the production of
the ballet.??? The ladder is aiso a key image in The Four Little
Girle. Although the play appears to defy interpretation i any
logical way, it is evocative of the life/death dialectic which so
preoccupied Picasso. This is made explicit towards the end of the
play where the four 1ittle girls of the title read the following
lives from a book:

The life of life to life of life if life the life

to 1ife for life so 1ife to 1ife the life vhe deach

to death so death the death to death of 1ife to death

20 life so desth the 1ife the death to life of

seented 1ife. lodder pointed ot the tide of lumirous

squares of azure
In the opening scencs of the play, the Third Livtle Girl who is
hiding behind a wall, says: “Coming, coming, coming. You won't get

me alive and you can't see me. I'wm dead". But tho other three are

invont on saving hor and the second 1ittle girl says: "We are going

ta briug you & ladder”", The stape directions continue: “(They fetch
& long ladder and carry it, beld upeight with diffiouley)™.??® The

laddor is the means by which the rescue from the woll of death is

22T This information was supplied by Jane Pritchard of the lLenden
Festival Ballet in a letter.

Plogssa, The Four Little Girls, p.89, Gasman, “Mystery, Nogic
and Love in 50 g 161, discusses the imagery
of ascont and doscent in Picasse's ladder m\d stalsway images
with specific reference to Th

cludes that "It stands for the rovelaiion ¢ ChEC 1o Drought about
by the beloved end by the super.or sognitive gift of art it~
self",

229 picosso, The
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sscured. Penrose, in the preface to his 1970 translation of the
play, likens the four little girls to a Greek chorus:
Beneath t o buffoonery and spontaneous joy of thess
. four charming and precocious children, runs the

current of their main preoccupation with instinctive
desires and fesrs: love, desth and life,?

Like the image of flight embodied in the winged mythological
creatures, the ladder is comnected with the Symbolism of level.
Tts top, the precise location of which is swbiguous in the Parade

. curtain, a tr roaln or . 1 state,

In the Crucifixjon (1930: Fig.22) the crucified Christ is at the

‘ top of the ladder and it {s there too thac the bearded artist of

Minotawropachy (1935: Fig.40) is headed. In the Parade

drop-curzain the two winged creatures and the ladder image act in

consort to present a clear statement of transeendence, i

The ladder is painted in stripes of red, white and blua, Linda
Nechlin has characterised this use of the French natfonal colours
as a “blatant and spparently parodic misuse of the French colours"
since according to her, the curtain depicts "a muted poetic reverie
about the artist as wstcher and creator’ und was thus, fn 1917, &
“travesty of traditional Gallie values".?*’ If, however, the

2% Ibid., n.p.

27 Linda Nochlin, "Picassc's Color; Schrmns and Gambits", Art_in
L America, 68, (10) Decomber 1980, pp.105-123, p.115. Kechiin ;
. has hased her interprotation of the cusiain's imagery on :

Axsom's reading. She acknowledges his work as well as ihat of
Silver. The latter recognises a patriotic intention bebind
the ballet: “Parade was only in part a 'Cubist' ballet...
its outhors' inteation had been to pique, surprise and charm
the audience, not to antagonise it.... In the manner of the
most convincing 'patrietic' art, Picasso's curtain was
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1 tricolourism of the )adder is read in conjunction with the symbolic
N meaning of the ladder itself, and the images associated with it,

a different interpretation becomes possible,??

The rebirth and regenerat{on that Picasso's art promises is di-
rectly relate. to his belief in the triamph of his adopted country
- in the face of the destruction of war. It {s surely only & late 7
. tuentieth-century viewpoint, fuclled by the contimuous presence
o of armed conflict snd the threat of nuclear conflagration, that
- o~ identifies avant-gardism with anti-var sentimeuts. One has only
, . to leok at apollinaire’s example in volunteering for military
b service in his adopted country, for confirmation that Picasso's B

tricolour ladder is a tribute to, rather than a travesty of, French :

nationalism. Although never stated evertly, Picasso's concern for

the fate of France during the war is underlined by two posicards

which form o part of his correspondence with Gertrude Stein, who
spent most of the war in Spain and Mallorca. The First, posted
at Avignon on 11 Soptember 1914, features a photograph of saldiers

iegving for the Front. Picasso's messsge to Gertrude Stein on this

French... not by way of any direct reference to the war at
hand, but by allusion". (Silver, "'Esprit de Corps': The Great

o Wor ond French Are 3914-1925", p.126). Silver locates she
N . moaning of Parade “in the myriad duslities of which it is

. . constructed”, and while he does not isolate Plcasso's con- :
tribution nor eoxamine the imagery in any detail, his conclu- ;

. slon 15 that “Far more nmn 8 seory of pro-war aviiseic debato
.\ and stroggle, it uas o of artistic Janeliness,
. . desperaton, fesr and occonaodat ion’ . (Ibid., p.128). :
212 .

The rod-white-and-blue laddar is yet another example of symbol
olevated to metaphor. The ladder’s symbolic meaning is uni-
. versal. Picasso’s colouring of it simultancously extends and
specifios this meaning within the equally specific and - as
will be demonstrated below - personal meaning of the Parade

[ curtain.
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card is simply "Vive la France”. The second postcard, dated 31
March 1915, boars the same message and was addressed to Gortrude
Stein and Aljce B. Toklas who were by that time in Barceloma.???
These postcards were not the only roferences to France and the wer.
4 letter of 6 Nay 1913 to André Salmon, bears the same inscription
next to a rendering of the Tricolour significantly placed against
an image of @ rising sun (Fig.51). In the water-colour study for

the Parade drop-curtain & male figure stands on the ladder and

bolds up & stylised image of & sun (Fig.14). The sun as & giver
of light is an image found spncifically in all threa of Picaswo's
works which have been discussad above in relation to the winged
horse (Figs.16, 23, 24 & 25). In thase works, the sun's light
denotes enlightenment, hope, rabirth and & triumph over dark
forces. The sun in the Parade sketch is presumably part of some
form of cheatrical decoration. Its ephemeral nature in this cen-
text reinforces the notjon of transience or the constant threat
of extinction under whish the forces of light operate. To its
right (but not visible in reproduction) it {s achoed by & faint
outline of a second sun image in the painted landscape background.
Although the sun is not prosent in the final curtain, the fact that
Plcasso used it in a sketck is relovent, Light imagery occurs in

diverse forms {n Picasso's og 4 lighted candle or lamp cithor

in & still life group or held in the hand of a female flqure is
common, 3¢

23% These uppublished postcards are located in the Gertrude Stain
Archive, Collection of American Lilerature, Belnacke Rare Book
and Manuscript Library, Yale University, New Haven.

7% The image oceurs in Guernica (Fig.25
and fn the Rlind Minotaur series (Figs.

{inornuromachy (Fig.40)
14}
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The same patrfotic mossage that Picasso wrote on postcsrds to his
friends in 1914-15 {s proclaimed betvaen tws tyicolours on a white

glass in the still life Vive La France painted batween the summer

of 1914 and 1915 (Fig.42).%" Other references to France through
the inclusion of the red, white and blue of the Tricolour have been

noted by Nochlin.2??

The two horses, girl and monkey on the  ft hand side of the cur-

tain are even . on oxprossion of their
flon-yeality. At the samc time, morpholvgically, each of them can
ba identified as & 'real’ performer. A delicate and subtle tension
maintains the dual meaning of these figures. The conerate, real
or natural images pass imperceptibly into ones that sre concep-
tual, mythological and transcendent. Visually both identities

co-exist. The figures are centained within a spatial pocket de-

21 As Silvar, "'Esprit de Corps': The Grea® and French Art”,
.46, has pointed out, tha words in the } (ting are in fact,
'Vive la’' and the viower is left to compiete the refevence.
Silver observas (p.45) that Plcasse “is perhaps the very first
member of the Parisian avant-garde to create a work with ex-
plicit patriotic reference” and although, as he points out,
Vive 1a_France displays no particular stylistic response to
the war, it nevertheless indicates that "Picassoc was not
oblivisus to the outbrask of war". (Ibid.. 5.47).

*32 Nechlin, “Picasso's Color: Schemes and Gambirs", pa 4

watercolour from the Musée Picasso (Fig.43) not men:

Nochlin features four Tricolours and is is a further example

of o prooccupation with French nationalism during the war

years, These patriotic refersnces were made in surictly pri-
vate coitoxts - corrcspondance with close friends and
paintings which rematned in Plecassa’s own eollection. It is
therefore difficult to intorprot them as a kind of jingoism
on Picasse's part - public protestations of his loyally to his
adoptod country. Although it will be arguod bolow that the

Parude drop-curtain fs a public statement of these concerns,

the concesled nature of their presontation there is congruent

with this observation,
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fined by the ladder behind them and the large blue ball in fromt,
This ball is sssociated most obviously with the idea of the uni-
verss, or, on a more symbolic level, tho "A11", %77 fts intense blue
colour operates formslly vs a compositionai 1ink betwesn the
foreground, middleground (the sailor on the right) and background
(the distant sky). It also focuses attontion on the pale forms
grouped bohind it. Tn addition its colour is alse symbolic. Gen-
erally the colour blue is associated with the heavenly and
tvanscendert.?** The stars vhich decorste the ball reanforce this
symbolism. They appear here for the first time in the ballet de-
signs, but will recur in the dévoys of both Le Tricorne and
Morcure. The combined images of ball and siars both herald and
echio the meanings contalned in the figures behind them, for

the star is a symbol of the spirit... it stands for

the forces of the spirit struggling ageinst tho

forces of darknoss. This is a meaning which has been

incorporsted inte omblemutic art all over the
Tai.r

Although the ball, 1{ke the ladder can, on ono level be read as &
circus prop, it is clesar thay the ssscciative powers of both {mages
oxtand wall beyond such & narrow resding. Morcovar, when read in

212 Gasmon, "Nystery, Magic and Love in Picasso 1925~ mu"
Pp.125-9, discusses the ball/sphore as it occurs in pain
such as B 1 1 (1932) as the "contairing AL i
links it rrealist writings.

14 girlot, iy _of Sypbols, pp.50-54, includes a dis-
cussion af various sysiems of colowr sysbolism, In relation
to the colour blue, and citing Jung, he notes: "The most rol-
ovant comments in our opinfon are the following: 'Blue,
standing for the veruleal' = and the spatial or the symbollsm
of lovels - 'means height and depth (the blue sky above, the
blue sea below)'".

9 hid., p.295.
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conjunction with the figures which complete the group on the left,
these extended meanings are sustained. By salecting imapes which

dotbled as naturslistic *

characters' fram the world of performance
and wultivalent symbols drawn from traditional sources, Picasso

presonted the Parade sudience with &1 incraductory curtain whose

pieasing and decorative qualities evoked tha escape from reality
impl{eit in thoatrical performance. Contained within this very
fabric, howaver, is a matgphorical statement of a belief mot only
in the fumediste copacity of France to renew herself in the face

of a calawitous war, but slso of the power of art and the role of

the artist as being inoxtricably linked to this revitalisation.

Like the ladder, the foreground drum also displays the Fremch
calaurs of ved, white end blue, The drum is both naturally ssse-
-iated with itinerant cireus porformers snd & mysical instrument
with specific symbolic significance, According to Girlot, the
drum is "of a1l musical Instruments, most pregrant with mystic
ideas™.?1% As one of the sarlicst forms of musical instrument, the
drum has associations with the inducing of statos of ocstasy in

Dicnysiae ritual.

In Picasse's work its occurrence is not confined to a circus con-
Lext, although it doos make an early appeavance in the symbolically

significant

1t imbangy

mily (1905: Fig.3). In Two_Brothars

£1906: Fig.44) one of & series of works in which the youthful nude

male recalls an archiaic Greek kouros, the drum at first appears

16 Cirlot, . Dictignary of Symb
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to play no more than & compositional role: "the figures are de-
1iberately depicted to display their harmony and beauty, without
any recourse to literary reference or psychological interpreta
tion".??7 In spite of this observation which is bssed on the ab-
sence of overt symbolic references, the deliberate presentation
of the drum invites further investigation.?®® Cut off by the for-
mat, the drum attracts actention and suggests a dialectical re-
lationship between its own Dionysisc associations and the
Apollonian calm of the young male nudes. The drus is also symbol-
ically equated with the sacrificial altar and as such gcts as &
medistor between heaven and earth.??® In Picasso's treatment of
the Orucifixion, this mesning is stressed. In 1917, possibly at

the very time that he was working on the Parade comnission, Picasso

made a little known drawing of the Crycifixion (Fig.45).7"" Pos-
sible parallel meenings in the Parade drop curtein and the

Crucifixion are given credence by this contemporary incidence of

the two themes. This Crucifixion drawing includes, in addition

237 phillipe Thiebsut, in Picasso. Deuvres reguos en paiement des
droits _de ition Catal Petit Falais,
Paris 1979, pp.36-37.

3% Josep Palau y Fabre, Picasso. 1881-1907, London 1981, p.4d4,
scknowledges this but imterprets the drum s a reference to
the acrobats and strolling players of the Rose period, which,
in 1906, Picasso is about to abandon. Palau y Fabre argues that
this impending break in imagery is heralded by the drum which
is half cut off by the format as though it is fading out of
the picture.

Cirlot, A Dicrionary of Svmbols, p.85.

2% This drawing, Z XXIX:277, is not included in the list of
"passion images" drawn up by Thomas L. Lee, in "Picasso and
the Passion", MA Thesis, University of Louisville 1963, (Cui-
versity Nicrofilms International, Ann Arbor and London 1982),
Table B, n.p.




to the cruci ied Christ, a range of narzative references such as
armed soldiers, horses, the Magdalen, and the two thieves who were
ercified with Christ. The rectangular objact with diamond
cross-hatching which is located in the right foreground may be
identified s a drum which receives strong visual eophasis.?*' In
its role as & link between the terrestrial and celestial realms,
the drum of the Parade drop-curtein reinforces the symbolism of
the ladder, the ball, Pegasus and the winged girl. The drum repeats
the red, white and blue of the ladder in two bands of colour around
its circumterance at top and bottom. This repetition of the French
coloyrs supgests that ladder and drum contribute to 8 common
synbolism. It is interesting to note that besides being a
ritualistic instrument, the drum played & significant role in the
iconography of French Republican ideals:

France agproached the nineteenth centuzy vich vir-

tually two folklores. litical Tovenents

(Revolution ena Gounter-revolucion) o systems

of thought... and... ‘two symboiical syste

In msa the pup}.ls the Lycée Henri IV denonstratad

their support of the Revolution by imsisting that

the signal for their recreation period should no

longer be given by a bell (a sound connected with

religion) but by & drum (a sound essociated with

patriotisn).
It is tempting to think that Picasso knew of this Republican trs

dition which sdds a pstriotic dimension to the mystic and ritual

sssociations of the drum. The iconographic links betwsen ladder,

2% a connection between the Parade drop-curtain imagery and that
of the Crucifixipn (1930: Fig.22) and its study (Fig.28) has
been propused arave with reference both to tha horse and the
lsdder. The drum is similarly foregrounded in both these
works.

o_Battle: Republican Imagery and
1830, :rans]u>d by Janat Lloyd,

Canbridge and Faris 1981, p.37 and n.80, p.

241 Naurice Agulhon,




drum and ball are reinforced compositionally end visually. In the
water-colour study for the drop-curtain (Fig.14) the .aree points
of & triangle are established by the thres circles of ball, base
of drum and sun. The ladder extends from the base to the apex of
this triangle underlining the imagery of ascension. This config-
uration remains in the final curtain, even though the su: is no
longer present there. Like the human and animal forms on the left
side of the drop-curtain, the ladder, ball snd drum exist simsl-
tenecusly as concrete objects which refer to the geseral notion
of performance, requiring the use of such 'props’, and as symbols
of transcendence. Yet a third layer of meaning {s contained in the
assoctation, primarily through colour, with French nationalism.
These various perspectives are shifted in and out of focus de-
pending on the point of view of the observer, yet they are
co~existent and it is this fusion of meaning which canstitutes

their metaphoric potency.

Next to the drum lies a dog, another animal which sppears fre-

quently in Pivasso's oeuvre. Although Picasso often includes a

dog in a traditional role as part of a circus group, for example

in Two Acrobats with g Dog (1906: Fig.46) it is also found in works

which have a more direct personal significance for the artist.

Examples of this type of image are the Self-Portraiv with s Dog

(1902: Fig.47) and Beath of Harlequin (1905: Fig.48). The prone

dog of the Parade droprcurtsin is somewhat different from

Picasso's circus dogs which are usuelly found in upright or active

poses. In & lying or sleeping position, the dog often oceurs in

conjunction with a person or yroup of persons around & table.

1
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Significant exsmples of this type arve two pencil drawings dating

to the summer of 1914 when Picssso was in Avignon: Gamblers at s

Table (Fig.49), and Man and Dog (Fig.50), The New York version of

the Three Musicians (1921: Fig.5) is e furthe» example.

The dog is a synbol of faithfulness and protectios, but also of
death. It commonly appears at the feet of the desd on medieval
tombs, &s & Christian symbol of guardianship, and the companion
of the dead on their 'Night Sea-Crossing', and is thereby associe
ated with resurrection.?*? It hac similar significance in scenes
depicting the Mithraic sacrifice of the bull.?** Reff lhes dis-
cussed the significance of the dog in Ficassa's geuvre at length.

He is... & trained circus animal when he appears
behind the scenes with & monkey and & white horse
in the Dvertuxe curtain for Parade. Dut. in the
Three his real function is naither
dnmestic nor professxonll, but rather funereal, in
keeping with the wost primitive meaning of the dog
in mythology, folklore &nd legend.... Picasso...
nead not have known of these sncient myths and leg-
ends when he painted the shadowy dog, for they have
endured as popular beliefs well into the twentieth
century.... That Picassc did know of some of these
nyths and legends after all is evident from seme of
Bis otner wo s du the Death of arlequin... he
introduces .ong the mourners & jarga dog
the baile Jercure... he pleced beside the These
Graces t : three-hesded Cerberus.... And in the
Three 'isicians itself, he positions the nearly
ch in popular belief embodies the soul
of the dead returning to earth, directly beneath the
Pierror who stands for Apollinaire, the only de-
ceased member of the trio.?¢*

243 Cirlot, A Dictionary of Svmbols, p.80.

ek

2% Theodore Reff, "Picasso's 'Three Musicisns': Harlequins,
HMa kers and Friends", pp.135-136.




Reff's comments on the meaning of the dog ere illuminating. It iz
curions, however, that while acknowledging the “funereal prosence

of the dog in an early work such ss Death of Herlequin (1905}, Reff

specifically places the dog of the Parede drop~curtain in another

context. To describe the dog in the Parade drop-curtain as simply

“a trained cireus animal” i3 to distort the imagery of this work.
The dog lying in the foreground of the drop-curtain may be asso-
ciated with the 'performing' horse and monkey only in the most
1iteral semse that all thres are animels. Thare is no evidence in
the droprcurtain that this dog has sny role as & performer. Both
visuelly end compositionaily, it iz detached from the imagery on
the left side sad forms part of tne group of figures seated around

the table on he right.

Picasso seems always tu have had a pet dog around him, as is
evidenced by many photographs.?*® One of these is a rare photograph
of Eva, his compenion during the years 1912 ta 1915, whose death
in December 1915 came as a shattering blow to Picasso. In this
photograph {Fig.51) Eva is seated ot a table, and a dog lies at
her feet, Penrase writes:

Photographs taken during *hese years (1912-14) are
scarce snd portraits are completely lacking except
for the imposing paintings by Picasso of & few cha-
son friends in the Analytical Cubist style. As a
result there are no drawings of Eva (Marcells
Humbert) who became Picesso's companion when he
separated from Fernande early in 1912, Her name or
her synonym olie, however, oppears inscribed in
many Cubist pa‘ntings. Only o photographs of Eva
are known. In one she is dressed in a kimono bought
for her by Picasso in Marseilles, and in the other

Picassg, (rev. od.) London 1981,

24¢ Roland Penrose, Porrr:
27and 102 are a few examples.

the {llustrations on pp.
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thetr dog, one of a long succession of doga that have
belonged to Picasso, 5its at her feot.

The dog in the Parade curtain (Fig.52) is not asleep, as it may,

at first glance, appear to be. TIts left eye, which is clearly
visible, is vide open. This s precisely the case with the dog
st Eva's feat in the protograph. Tn fact, a comparisen of the two
suggests that, if portraiture is present anywhere in the Parade
curtain, it is in this anipal with its long pointed nose and cocked
ears, The alertness-in-repost signified by open eye and cocked
ears suggests the attributes of fidelity and vigilence in both
dogs. If, ss Penrose implies, only a few photographs of Eva ever
existed, 1¢ is likely that this ome was kopt close to Picasso's
person in the months that followed her premature death in 1915.%%%
This speculation receives support from Godo, who writes:

In response to a quoery, Gilet wrote on February 21,

1978, that when she ask.d Picasso about Eva, he

showed Gilot Bva's photograph "and said that he had

Tovad er deeply but uould not moke any furcher
compents"

247 1bid., p.40. #ig.53 reproduces the photograph of Eva in a
kinono to which Penrose refers

In response to a written inquiry from me &s to tha source of
this photograph and the likelihcod of Picasso's neving at-
vached particular importance to it, Sir Roland Panrose wrate
in a letter dated 23 March 1983, "The photo of Eva to which
you rofer was 1 balicve given to ma by Plcasso but all the
matorial that I used or that book 1 pessed on to the archives
of the Musée Picasso in Paris.... Picasso certainly placed
sentimental velue on many photus”. Paul Tucker, 'Picasso,
l’hetography and tha Dovelopment of Guism”, The Art Bulletin,
4 (23, June 1982, pp.288-299, suggorts they Pionaso setually
vorked trom phovographs in many cases, and cites the photos
graph of Eva in a kimono s ome such likely cese (p.297).

Gedo, Picgsso,

rephy, p.278, n.11, (dtalics
: Ldex n presedane for the ldantification
ot dog in the Parade drop-curtain when she links the deg

17




Intentionally or otheiwise Picasso may have transferred the sug-
gestive imaga of the dog from the piotograph to the painting, On
the basis both of Raff's interpretation of the dog in Picasso’s
works as being connected with refarences to death, and of the
traditional symbolic associstions of the animal, it is suggested

that the Parade droprcurtsin concerns itself not only with the

notion of desth and destruction in the context of the Wax, as
outlined above, but also with the intensely personal event of Eva's

Tecent death.

Picasso first became {nvolved in the Parade project in 1916, not

long aftor Eva's death on 14 December 1915. There is no doubt that
&va's long illness and eventual death was a shattering experience
for him. In mid-June 1914 they hed travelled south to spend the
summer at Avigoon.®®? Six weeks later on 2 August, Prance was &t
wvar. The decline in Eva's health scemed almost to parallel the fate
of France. By Cctober her condition must have worsened considers
ably. A joist letter from Picasso snd Eva to Gertrude Stein in
Paris aske her to make an urgent appointment with » doctor.?tl
In mid-November Picasso and Pva recurned to a waretorn Paris, but,

ike the war, Bva's illness dragged on, and the aften-quoted latter

depictad by Picasso in drewings of 1934 (2 XXIX:107-110 and
123) with the dog in the photograph of Eva: "The dog appears
to bu & German shepherd, a breed Picasso owmed during this
period and which oppears in ¢ contemporary photo with Eva”.
Ibid., p.277, n.2.

Piorre Daix and Joan Rosselet, Pi ublst _Yea:
1907+1916._4 Catalogue Raisonné of the Paintings end Fetaced
Worky, translated by D,blair, Bostan, 1979, p.333.

o

L

2% Lotter in Gertcude Stein Archive, Beineke Rare Book Library,
Y¥ale University.
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from Picasso to Gertrude Stein written less than a week befors
Eva's death, testifies to the personal trauma that sccompanied the
first eighteen months of the war:

My life is hell - Eva is et{1) 1) and gots worse

o month... My 1ife is pretty miserable and I herdly

do any work, I run backwards and forwards to the

nuraing home and I spend half my time in the

Nevro,..?
It has bosn postulated that vhe dog in the Parade drop-curtain and
the dog in the photograph of Eva may irdeed be one and the same.
In view of the iconography of death that atsaches to the image of
the dog and the fact that Eva's death so shortly preceded tha Pa-
rade project, it does not seem inappropriate to interpret the dog

of the Parade drop-curtain as having some rcference to Eva's death,

Before pursuing the connection between Eva's d. sth and the Parade

drop-curtain, it s necessary to digress in order to evaluate ex-
isting interprotevions of the drop-curtain. Thase focus on the
idencification of the three female and five male figures as pare
sonalities associated with the Ballets Russes in genesal and the
creation of Parade in particular. While the method of interpreta-
tion followed in cach of these studfes is similar, diffarent con-
clusions are reached. The firs® statement of this method was that
of Martin, first ovtlined in two lectures of 1972 and 1973, and
published in 1878,%%7 Hertin stresses the concact between Picasso

252 Lettor of 9 Dec.mber 1915, in Gertrude Stein Archive, Beineka
Rare Book Library, Yale University, Translation in Daix and
Rossolet, Picasso. The Cubist Years 1907-1916, p.304.

293 Marianne ¥. Martin, "The Ballet 'Parade’: g Dialcgue batwesn
Futurism and Cubisn”, pp.85-111. The lectures, as noted in
this article, were delivered at the Courtauld Institute in
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and the Futurists in Rome in 1917, and suggests various points of
contact between the Pgisde drop-curtain and Futuriat works.?®"
Martin's cbservation of "a striking similarity in mood and set-

ting” batween the frescoes by Hans von Marees in the library of

the Naples aquarium, in which "the artist and his sclentific and

other friends [are shown] around a table amid the ruins of tha
Palazzo di Donna at Posillipe”, and the figures arcund the table
on the right side of the Perade drop-curtain, is hardly supported
by the visuel evidence.?®® Tt is this parallel, however, which
leads Marv'n to attempt to identify "the select company” which
Picasso has depicted:

The Spaniard (Piusso] has dlso doplotad ¢ solect
company, not all n_bo

ces Jl_n__y_ggt_who seem_to_ in
equin with his back to the o

Pierrot end a slecpy Columbine, parhaps the dancer
Marfe Shabolska, his Roman companion, on his shoul
der. Tno lovely, auburn-haired girl wearing a large
straw hat has some fpatures of Olga Koklova,
Picasso's future wife, whom he mov in Reme. The rest
- the sailor, the Spanish torero guitaris: and the
Nogro - seem to be partial port <

a form not unusual for Picasse.

London in 1972 and at the College Art Association in New York
in 1973,

%% Ibid., p.101.

s P.103. The von Marees fresco is illustrated by Hartin
9 on p.%b of har articie) and alse by Nacdenald, Diaghiloy
ued by _Crivics. in Fnslnnd and_the United
50 als Bihnonbild
mistuerior fix die Bailots Rusee 76, comments that
this visual parallel strotches the froodom of spoculation
pernissible to ort historical intorprotation.

2%¢ gbid., p.103, (dialics added). Martin then procecds to suggest
Stravinsky as the Negro, Diaghilev as the sailor and Picassc
himself as the torero. Three othor writers, Necdonald,
Diaghiley Obsorved by Grities in England and the United States
19 29 pp.239-240; McQuiilan, 'Painters and the Ballat",
i0; and Reff, "Picassa’s 'Thros Musicians': Maskers,
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3 Axsom, writing in 1974, uppears to have reached his conclusion
x independently since be does not cite Martin's work and perhaps was
' not sware of it at the time. Axsom's interpretstion begins by
identifying the two harlequins as Picasso snd Cocteau respece
tively, and this leads hin to search anong tue Parade collsborators
for the identities of the other figures. Thus although his starting
- point differs from Martin's, Axsom in effect follows & similar
1 i course.*” The most recent study, by Vogel, summarises the previ-
ous findings &nd, while ceutioning sgainst the problams of ths
- - method, nevertholess goes along with the gencral notion that be-

cause tha figures are painted in a "Eiguretive teslistic style"

they must somehow be connected to the most important peopie assos

: cisted with Picasso's Roman period,?®® [ r\
|

The specific findings of these various studies will be summarised
a5 soch figure or group of figures in the curtain is identified
in the present anelysis. The basic assumption on which they all

rest mway be questioned here, however, in relation to the H

al evidence the creation of the curtain

.. and the weight of probabilicies which sccompanies this. This basic

Artists and Friends", p.134, have folloved and oxtended
Mertin's atiempts at identification, basod on the assumption,
which she is thc First to make, that the Figares sround the

o drop-curtain arc those persons who were

ctly involved in the ballet's comception in
Rome between mid-February and the end of April 1917, The con-
clusions reached in these studies vary siightiy and will be
discussed below as Lhe identity of each figure is interpreted. i

Axsom, 'Parade’: Cubism gs Theater, pp.112-115. The npecific
; sdentitfos suggosted by Axsom will be discussed below,

Vogel, “Plcasso als Bilmenbild und Kostimentworfer fir die
Ballots Rusaes”, p.79. .
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assumption is, that if the figures in the Parsd. =i -ain are mem-

bers of the Ballats Russes circle, then Picasso must have concaived

the curtein during his Italian visit (17 Febrvary to end of April
1917) when he himself formed a part of this circle.?®® The
iconographic interpretations which link the imagery of the drop
curtain so closely to Picasso’s Italian visit, go even further and
specify that it wes Naples, his visiz to the aquariun, theatre,
museum or even & local tavern thet inspired the curtain.®*’ The
very dates and number of Picasso's visits to Naples are, howevar,
uncertain and conld be as esrly as the end of February or as late
&s mid-Aprit, when Diaghilev's company performed there. This makes
a causal connection betweon these visits and the concaption of the

curtain ever mote tenuous.?®?

2%3 Martin, "The Ballet 'Parade’: A Dialogue Between Futurism and
Gubism", p.102, in order to accommodate her thesis, makes this
proposal wmmm siving any consideration to available doc-

Tt from the work of Cooper, whose
dating, as i shorcly be shown, does not support her argu-

ment. Alchough Picssso kmew Coctesu and had met Diaghilev im

1916, he first made the scquaintance of Straviusky, Massine,

Bakst and other membors of the company - including the dancers

themselves - only once he reached Rome. It will be argued here

that the skatches were produced before the trip to Rome.

269 Yogel, "Picasso als Biiknenbild und Kostimentwerfor fiir die
Ballets Russes”, p.68, refors to Spies’ {dentification of the
specific locale depicted in the Parade drop-curtain s a
Neapolitan tavern. According to Vogcl this source is suggasted
By Spias in the sxbicion cetalogus, Pablo plostsy Sammlung

o, Munich, 1981, p.26. I was not able to consult

Ris ealsTose. In the Joallon catalogne of tho Narina bicasse

colloction, Picesso. Guere dal 1895 al 1971 dalla_Gollezione

Marina | Wurngr Spics’ conuribution 1s a discussion of

e FRaeHpoks of 1928,

21 The 'facts' concerning Picasso's visits to Naples can be
summarined as follows: Picasso and Coctoau left Paris for Rome
on 17 February 1917 {iuckle. Diaghilov, p.3a2; Coopor, Picasso
b . p.21, 1.28); Picasso visited Naples for the first

Sine togsther with Maghdlev, Stravinsky, Cocteau and Hassine

sometime between his arrival fn Keme and mid-April, Picasso's
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1t is generally agreed that the final curtain was actually exacuted

very close to the date of the first pe:.rmance of Parade in Paris

on 18 May 1917, although it i. mot certain whether the actual
painting was done in Rome before the end of April or in Paris in
the first two weeks of May. Jt is far more difficult, however, to
trace and date the origin and development of Picassc's conception
of this work., Cooper dates the three studies for the curtain to
1916-17, and writes thet "Before lesving Paris [Picesso} had al-
ready sketched out the décor and the drop curtain....".?®?
Picasso's written contract with Diaghilev, which dates to January
1917, promises that "All the designs will be roady by 15 March
1917".%4% pnother firm date is provided by the fact that Satie

completed the ballet's score in Jamscry 1917, Picasso’s letter to

sccond visit to Neples was together with the entire company
which porforned there on 18, 21, 22 and 23 April 1917, Doc-
vnentation for these facts is provided by 4 number of sources.
Buckle, Diaghilev, p.323, writes: "About the end of the first
week in March Diaghilev... took Stravinsky, Picasso, Coctusu
and Hussine to Naploy for a few days sightseeing, Pleasso drew
Massine in the train”. Cooper, Picasso Theatre, p.24, agress:
"In mid-March [Picusso] made an escursion with Cocteau dnd
othiers, to Naples”. Buckle notes, however (n.269, p.568) that
Gooper dates the drawing of Massine dome on the train to 19
April. This would mean thet the drawing was made during he
second visit to Naples, and that Picasso did indeed accompuny
the Ballets Russos there, 8 fact which Buckle appears to find
equivacal. He thus refors to only one visit which teok pluce
in March, "I would call it March for safety” (Buckls, p.568)
Giovanni Caradente, "I1 viaggio in Italia; 17 febbraio 1917"
in Picasso. Opere dal 1895 a) 198] dalla Collezione Marina
Biegite, .3, p 85 uriies hnt The Bellets Russes performed

Raples on 18, 21, 22, ara 23 April, but that Picasso had
almdy visitod Pompedf in March.

Thestre, p.23 (itallcs added). Cooper, who
Wb Ficasso ab the time of writing his book,
possibly Gbtatned Unis {nformacian from (he ariise himef.
He does not provide dorumentation for this claim.

8% Sce abovs, p.53
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.ccteau of 1 February shows thet the artist was fully involved in
the project by that date % Furthermore, one of the set designs,
which stylistically would appesr to have been made quite early om,
includes a miniature rendering of the curtain with all its final
elements clearly established (Fig.119). This sketch which will be
discussed in the following chapter indicates that the drop curtain
was designed before the sevs, making it even more likely that the
former was sevtled some time in 1916. These few but vital facts,

though not. ivocal, support a ion of events that

locates the designs for the drop curtain prior to Pirasso's de-
parture from Paris for Rome on 17 February.?®® Waving apreed on
the collaboration six months earlier, it seems unlikely that
Picasso would not heve started the work uatil only one month before
the promised date of 13 Narch. This is supported by the letter of

1 February in which Picasso implicitly confirms that he will meet

26% Cooper, Picasso Theatre, p.2l, writes: "By 1 February 1917
Picasso's designs for the décor and costumes of Parade were
well advanced”. Cooper cites the letter to Cocteau quoted

sbove (p.53) as evidence.

28% Caradente, "II viaggio in Italia", p.47, claims thst the con-
fusion as to where the curtain was painted stems frow the in-
correct dating of the p)«amgmph of the scene painting
{Fig.15). He writes: "It has been said more than once that
the Parade curtain was painted in Rome, perhaps becanse of the
false impression given by Valentine Hugo‘s photomontage in the
extiibition Jean Cocteay et som  temps st the Musée
Jacquemart-André In Paris in 1965 in whsch in the corner of
the photograph of Picasso and his assistants on the curtain
was written 'Rome 1917'...It is certain, in fact, as Cooper
has clarified...that the curtain was executed in Paris, in &
large studio in Montparnasse in a little less than two weeks'.
Caradente adds (n.15, p.563: "It has aluays been said, how~
ever, that the prepararory designs were axecuted at Montrouge
before the departure for Rome, In two of Lhem the arch and
column already appears and the Pegasus s in all of them. The
question {85 to vhere they wers made) thus remains fairly
open”.
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his deadline - "nobody need worry".2*® The confident tone af this
\ letter is that of an artist who has solved most of the problems

of his commission,?%”

. It is more likely that the work done in Rome would have involved
F’ the set designs and costumes than the drop curtain, since they were
L the clements which depended heavily on the interaction between
- designer, choreographer and dancers, This is confirmed by Cooper:
r H
- once he was in daily contact with Nassine and P
: Dieghilev, Picasso had to take accoust of practical :
- - nacessitics... Obviously things had to be altered
or added as the bollet came nearer to taking final
', shape, he bad to meke 8 model of the set, and so
! g £

The drop curtain, as has already baen demonstrated, formed a more

or less independent entity, and the consistency which exists be-

B " tween the designs for the figure group and tha final curtain sug-

gest that these wers not subject to alteration in Rome. Cocteau,

§ for all his volubility, provides few facts, but he does mantion

thst @ mode! of the set was made in Rome, a fact which would wup-

] . . port the asbove line of argument.
. o a iittle box concained the wodel for Parad P
i houses, the trees, the booth. On & table.. |

painted the Chinese magician, cthe managers, the

%% See above, p.53

G about his own contribution until late 1916 or even early 1917", i
. but even this rather vague ststement acknowledges that the
cortain could have been designed prior to the Roman visit.

Cocper, Picasso Theatre, pp.23-4. Cooper implies that the as-
pect of the designs, 1.e., the drop-curtains, which did not
impinge directly on the ballet’s perfovmance, did not need to
be carried oul in Rome.
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Amarican girl, the horse.. and the blue
acrobats...?*?

The interpretation of the figures which follows seeks identities

for the figures in the Parade drop-curtain (Figs.10 and 11) based,

not on literal correlations, but on associational and metaphorical
values. These identities moreover do not exist as isolated facts,
but are intrinsic to the overall meaning of tie curtain. The female

figures will be examined first.

The sources discussed above are unanimous that the slesping gixl
whose hesd rests on the harlequin's shoulder, is one of the
dancers, Marie Chabelska.?’® Likewise, the girl wirh the hat on
the extreme right of the group is identified as Olga, the Russian
dancer whom Picasso met in Rome and later married. Only Macdoneld
and Axsom have ventured to suggest an ddentfty for the winged girl
on the ladder. Macdonald, somewhat fancifully, extends Martin's
method in order to identify her as the dancer Lopokova, while Axsom

suggests that she is & further raference to Olga.?” If the iden-

6% Jean Cocteau, Oouvres Gomplétes, 6, cited by Staegnuller,
Cocteau, p. |7 It is perhnps signlficant that the sspects of

Rome, do not include any meation af the drop-cuttein.
Cocteau's reference to "the American Girl” for whom Plcasso
made no designs at all, however, once again calls into question
the rolisbility of his testimony,

This identification depends on the prioy identification of
this harlequin as Cocteau. In Rome, Coctedu, an acknowledged
homosexual, had amused his friends by pretending to be in love
with Chabelska who danced the role of the Little American Girl
in Parade.

27 Macdonald, Disghilev 1y _Cr; England and_the
od i

Dia bearved by Orities in En
u‘s 1911 1929, p.243; Axsom, 'Parade': Cubism as
140-141.
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tities of the three female figures are investigated in the context
of tite Parade drop-curtain as & whole and in relation to its whole
range of signifying images, then an alternstive interpretation c.a

be argued.

The dog, it will be recalled, not only has definite associations
with the notion of death and the guardianship of the soul, but is
also a familiar image in Picasso's pevsonal iconography. It has
been argued above that the dog in the Parade drep-curtain alludes
to Eva both through its resemblance to the dog which appaars to-
gother with her in a photograph (Fig.51) and through the
iconography of death which it evokes. Picasso's unprecedented de«
partyre in working to s commission for ballet designs has been
interpreted as his welconing of some avenue of escape From the low
state into which Eva's recent death had thrown him. e had already
met Cocteau during the last months of Eva's illness and may well
have sssociated his early contact with Diaghilev's circle with
this period. Tt is consistcat with Plessso's mode of working, for
him to have crested a memorial peinting for Eve at some distence
in time arter her death, This was the way in which s had reacted
fourteen years earlier to another great loss, in his large painting

of 1901, the Buris] of Gsségemas. And if Reff’s interpretation

of the Three Musicians (1921) 1s accepted, it was three years aftar
the death of Apollinaire that Picasso paid his tribute to chis

great poet and beloved friend.?’® In both of these works the

w2 Cnsdgemss suicide occurred on 17 February 1901, and the
Burial of Casogemas was painted in the late summer of that
cat. Apaumum dizd an 9 Novewber 1916. These and other

merorial” paintings will be discussed below,
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presence of the dead person is hidden or masked in a metaphorical
composition. It will be argued that, in a parallel way, the Perade
drop-curtain may be interpreted es a memorial to Eva and that the

thras femsle figures in {t are hidden portraits of her.

Although, as Penrose has pointed out, no drawings or paintings have
been positively identified s likenesses of Eva, her hidden pres-
ence, in the form of the words "Ma Jolie” has been ackmowledged
in at least sixteen Cubist paintings.?’® There is, however, a
strong case for identifying certain female figures (as opposed to
the verbal reference) in works of 1913-1914 as images, if not
1ikenesses, of Eva. This ovidence wil) first be considered before
addressing the guestion of the relationship which the three female

figures in the Parade drop-curraim besr to Eve.

Most of the works which Picasso rotained right up until his desth
were published in Zervos' catalogue or elsewhere. A few, however,
remained unseen &nd virtually unknown until after the artist's

death. One of these is an canvss, The Artist and His

Model, painted at Avignon in the summer of 1914 (Fiy.54). Daix

describes this work as "undoubtedly the most important ftem as
regards Picasso's 1914 work, that the inventory of his studio

brought to 1igh

27 The figure style of the Pas

o curtain re-

lates very closely to that of the Avignon period as seen in this

273 Daix and Rossolet, Picgsso, The Cubist Years 1907-1916, nos.
530, 456, 437, 4BO, 484-aE-, 541, 622, B27, b3, 737, 738, and
740+742. The last five of tiese are datod by Daix to
" s-Spring 191&" or "Avi it

214 Thid., p.338,




work. It is a naturalistic style borm out of Cubiem, so that forms
are slmultsneously organically curved and yat geometrically flat-
tened.?’ Its evolucion can be treced in a whole series of drawings
which appear to be studies for the figure of the artist in the
unfinished painting,?’% In both drawings end painting, the turved
outlines of the folds of the man's clothing are exaggerated to give
& flattened scalloped affect similar to that seen in the laft arm

of the foraground harlequin and in the torero of the Parade

drop-curtain, A consideration of the stylistic tolationship bes
twaen The Artist and His Model (191é: Fig.54) and the Parade
drop-curtedn (1916+17: Figs.10 and 11) s relevant to the iden-

tification of an iconopraphic relationship betwesn them.

Daix's extensi ion of the problematic features of
Picasso's stylistic devolopment between 1914 ond 1916 is itself
equivocal. The central issue is the similtancous existence of
naturalistic and Cubist forms common both to the Avignon works at
the beginning of the period and the Parade designs at its end. Daix
considers the advent of the war as being relevant to this oscil-
lation of style, but does not specify the relevance. On the basis
of evidence provided by Kahnweiler, Daix dates the inception of
naturalistic forms to the spring of 1914 before Picssso and Eve
left Paris for Avignon. He goes on to state:

If we take into account the unfinished state of.
The Artist and His Hodel wa have a very stromg

7% Reff, "Picasso's 'Three Musicians': Harlequins, Maskars and
Friends™, p.134, refers to & style of caricature

2760 ¥13I89-119); 1194-1201:1204-1218; 1223; 1227-1229; 12323
1233; 1273-1276,




impression that {this work] dates from before the
outbresk of war and this was why work on [it] was
interrupted.?
Daix thus implies that the outbreak of war (presumably the uncer-
tainty it engondered) caused & shelving of the mew interest in
naturalisn for a whils. He contimues:
Picasso ws to return to the problems of naturalism,
which he re-examined after Cubism, only at the be-
ginning of 1915, with the drawing of Max Jacob. '®
On the same page, in the catalogue entry for The Artist and Hie

Model (no.763) Daix once again refers to the unfinished state of

this work, but revises the date of Picasso's subsequent return to
aaturalisn:

There is good resson to believe that it was the war
which interrupted tho Impetus, this return to na-
tursl forms which Picasso resumed only when he began
working on Parade.

In another passage, Daix again evades the issue of the specific
affects which the war had on Picasso's work when he writes

The war was to have its impact on Picessa's pra-
duction, This was evident in Vive la France in which
he reproduced the crossed flags of the wobilisation
notlces. The more muted Still-life with Bottle of
Maraschino may also have baen @ rosult of the war
mood. But Picasso rotained the full freedom of his
ertistic imaginstion.?

Daix does, however, appear to reject the notion that Picasso's

yeturn to naturalism, whather in 1915 or 1916-17, had anything to

Dedx and Rosselot, Picass

ars 19071916, p.333.
278 Ipid. (italics added).
7 Inid.

2FC 1pid., p.160. The &S},ni‘&cml:e of 8til
Nnrasching is discussed below

fo with Rottle of
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mid 1916, when he first became interasted in the
. Psrade project... Picasso was master of a dual

. figurstive system - both Cubist and naturalist. He
could combine the two elements within one linear

. continuity. He could also assemble them as belonging i
. to diffevent viewpoints and distinct spaces,®®?

. .
e .
s
v B -
oL |
& do with the war-time Lysteria which equated Cublsm with 'Biche |
i
\ painting',*! He concludes, however, that by i
i
i
|
|

This dis a succinct characterisetion of the style of the Pgrade
designs in general and of the drop-curtain in partiemlar. The
3 complex process of alternation between and combinatior of
naturalisw and Gubism which led up to it once again reflects the
process of metaphor by which disparate :lements are united to
d produce enriched meanings. Daix implicitly acknowledges this when

he rofers loosely to the *

"poetic appearance" of the works from this
period.?® Thus both style and fconography perticipate in creating K

the rich content of the Parade curtain, and e stylistic link 18

. established betwesn the importamt, though unfinished, work of

1914, and the ballet designs of 1916-17.

. 283 Thid., p.166 and 169, and n.155, p.188. Silver, "‘Esprit de
he Grest War and Fremch Art 1914-1925", p.78, sees
The Artist and His Mode! as "the precedsnt for an 'altsrnate’
. style that would make him tho foremost practitioner of the new i
wartime end post-war treditfonaliss". While he is, not sur-
. prisingly, unable to establish a causal rolation between the
: war and this shift in Plcasso's style, Silver reverthuless
. ingists that "If we cannot really credit the outbreak of var
(and the anti-cubist campalgn) with instigating Plcasso's new
\ . ranlism, we can firmly daie his use of Tngros [in the pertrait
; of Max Jacob, January 1915] to & moment after the start of war.
This i5 not to say, though, that 1 believe that Picasso's new
‘roalism’ is unrelated to the anti-modernist campaign". The
. problem of Picasso's raturn to & more naturalistic style aur- :
ing the socond decade of the contury and ihe extent to wiich
Lhis wes influenced by the cultural climate in wer-time France
will be discussed in greator detafl in the mext chapter,

4% Jaix ond Rosselet, Picasso. The Cubist Years 1907-1916, p.170. i

203 4., po162. .




Daix, who was the first writer to indicave the important place

which The Artist and His Hodol has in Picasso's gguvre, observes

that:

the face of the model... seems to have been inspived

by tva, of whon this would then seem to be the only

portraft thut Picasso made.
Two other writers have supported the identificotion, and ene of
these, Timothy Hilvon, has added ona of a series of watercolowrs
dating to 1913 (Fig.55) as & second possible 'portrait' of Eva.2®®
This work, like Pig.56, is o study for the landmark poimving of
1913, Woman n a Chemise, Seated in an Arachair (Fig.57). & drewing
on the reverse side of Fig.56 (Fig.58) must be interpreted s &
datailed rendering of the face of tha woman in these works, snd
may therefore also be linked to the idantity of Eva. In his cst~
alogue nota to ¥ig.56, Daix writes:

When P.D. askod Picasso if the face could have besn

Eve's e shrugged his showlders and replied: "It

Just happened liku Jthat.,.. Of caursa, &va was
there st the time”

It is extremely difficult, on the evidence of the two known phos

wographs, vo positively idemtify the model in The Artist and Mis

2% Ihid., p.164.

2% Tigothy Hilton, Pfea
aiso Nodedino Richet,
4

o'xAI’_Qn_nss_ns\ Lendou 1981
Deuyres rogus

P51} am

18 do_guccession, p. o R envey for August 1814 5
Tne  chironology of Rubin  (ed.),  Pabl

Retrospective, p.198, likewise states: "Cdova {nger
adel thome (the model apparently being Eva) & Lott mine
ishud",

Daix_and Rosselet, P
10,638, p.312. Godo,
discusses both The AFLIST o
as portraits of Eva.
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Model as Evs. Tho photographs (Figs.51 and 53) show a young girl
with long, dark hair wotn pinned back, covering her cars. A scray
lock of hair on her loft brow interrupts the delicate contour of
hor small oval face with ivs fine features. Something of the del-
feacy of this head can be detected {n the twe watercolours (Figs 55
and 56). Here the long wavy haix has been relessed and falls down
avound the women's shoulders. The hair on her forehead forms a
fringe. The 'Eva' of the The Artist and Nis Model (Pig.54) has e
similes hairstyle. Sha stands immobile, her chin slightly uptilted
s she awkverdly holds on to @ piece of drapary which has fallen
to reveal a chaste torse. Her olongated neck end Arms give her
figure a strange sense of disproportion, and whatever slight wad-
elliny is present in the flesh areas is denied by the smooth con~
tour which flattens and encloses her form, Sha has perfactly round
iragsts and their geometric precision recalls the method of de-
pieting bressts found in vhe 1933 ¥oman in s Chewise, Seated in
. In these works the breests are initially ge-
ometric semi-circles which become duplicated, finally achiaving
an exaggerated quality which was later to be admired by the Sur-
realists.  Another paraliel betwoen the works i3 the pisce of

drapery or 'chemise' which is dropped in some of the Woman in a

Chenise, Seased 4n on Aymchair series, to reveal the womsn's

navel.?®? In the othor oxamples the drapery is sbsent

altogether.?** In Tha Artist

) the drapary is retained,

%7 Daix and Rossclen, Picasso. The Gubist Years 1907-1916. nos.
637, 638, 640, and 643,

243 For example Ibld., nos, 633, 636 and 64l,
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3 g but it is mora fully revealing then in Womas in s Chemise, Seated

N ! in ay Armchair.

The parallels between these works, suggest the identification of
. the model of The Artist and His Model. with the woman of Woman in

& Chemise, Seated in an Armchair. Since Eva has been posited s
9 the subject in both cases, end since Plcasse, while not having
confirmed this, did not deny it either, it may be suggested that
if not portraits of Eva in the traditionsl sense, these works were

- - nevertheless inspired by her.

2 & connection has already boen suggested between the dog in the
photograph of Eva and the dog of the Parade curtain. & stylistic
relavionship has elso been shown between the curtain and the 1914

Avignon drawing style as seen in the The Areist and His Model.

At loast four pusative 'portraits’ of Eva have also been identi-
fied. In summarising her findings in relation to Picssso's por-
trayals of those closest to him, Gedo anticipates the presence of
such portraits:

. ' Vith his second misiress, Eva, Picassc obsorved the
N same taboos sgainst image-making Le had maintained
with Braque. This omisaion, usuully interpreted as
an sccidental by-produce of the cubist period,
e probably  representad, instead, a  voluntary
ronunciation which had spscial meaning for Picasso,
Eva yas the only woman Picasso lovod whose portralt
. . he nover created in recognisable form. His strict
. adherence to this prohibition sarves as a clue to
Eva's unique importance in his 1ifa. As with Braque,
I coded references to Eva prabably exise in far
. grester nuabors than in the rolutively fow oxanples

of Ma _Jolic paintings we know.

233 Nary Marheus "Picasso's A
Psycho-iconographic S\.udy of the Artist's Lne and wurks". Pip
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In the light of the above observations, the problem of the {dentity

of the three fomale figures of the Parade drop-curtain, will now

be approached. All three female figures have the oval face and
slightly pointed chin of the 1914 'model (Fig.54). Both the winged
girl on the horse and the girl on the extreme right who weers a
hat also have a sim{lar slongated neck and upward tilted chin. Boh
have shoulder-length wavy brown hair and large black eyes with
heovy aloping oyebrows. All these features are also seen in the
drawing of 'Eve's' head (Fig.58). The curved, yatr curiously
flattened and disproportionste limbs of the winged girl, and the
schematic articulavion of both these figures, are also related to
the style of the Avignon ‘model’ (Fig.54). The thivd girl in the
drop-curtain who is seaved 4t the table and rests her head on the
harlequin's shoulder, has similer awkwardly articulated shoulders.
Her hair, which is also wavy thongh somewhat lighter in colour,
is shorter - or perhaps pimned up as in the photographs of Eva
(Fig.51 and 53). These similarities ure evoked not in order to
suggest ¢ doscriptive likeness of Eva in any single tork, but to
claim an affinity betyeen the three female figures of the Paradu
drop-curtain and several works in which her 'hidden' , .:soms may
bo found, Tt must be stressed that the identification of the fe-
male figuros of the Parade drop-curtain with the person of Evs is
ot boing made simply on the basis of physiognomic likeness to
photographs of her. Rather hor veiled presence in what have heon

called "putative portraits" supports the presence of three further

such portraits in the curtain. It will further be argued that

fhasis, Norttwestarn University 1972 (University Microfilms
Internstional Ann Arbor and Londen 1981, p.240.
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other attributes of the three female figures in the Parade
drop-curtsin supports such an identification in terss of their

meaning within the overall context of the curtein.

The winged girl signifies an ascendent state, which taken in con-
junction with the Pegasus and the ladder charactorises her as mot
being 'of this world'., Her affinity with hidden images of Eva
suggests that in her are embedi-d Eva's spiritual and immortal
aspects. On the other hand, the gisl who is associsted with the
sailor on the right, is charecterised by the details of her dress
- her straw het, for instence dnd the string of besds around her
neck. These ‘woridly’ attributes suggest a physical presence not

unlike that in the two of Eva. A disti ing fea-

ture of the third female figure is & pair of perfectly rounded,
bare breasts.?®® She is wearing a vaguely contemporary style of
dress with its bodice pushed down to revesl har breasts. Two
specific sources are suggested {or the female with two bare
breasts. The first is & small painting, accributed to Gorot, which
Picasso avquired in 1910 and which was still in his personal col-
lection at the time of his death (Fig.59).7°? Like the girl in the
Parsde curtain, Corot's figure has her bodice drawn down, baring
both her breasts, her lefr arm is drawn across her body, and her

head is inclined - though pot #s drastically - towards her right

%9 Picasso’s parcially draped female figures are usually depicted
with a single bared breast in the tradition of antigquity. Some
examples are Three Women at s Spring (1921), La Course (1922),
which {s discussed below, und La Source (1921).

Bonetion Pi

bition Cataiogue, Tlusee du Louvre, Paris 1978, no.10, p.34.

ss0. la collection personelle de Picasso, Exhi~
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shoulder. Altkough the Corot portrait may have no iconographic
relevance far Picasse, it most likely had a visual one. The smooth
slope of the shoulders and the schematic representation of amms
and hands, so that the left avm appesrs to contain nmeither muscle
nor bone, is not unlike the simplified articulation of the figures

in the Parade curtain.?

The second suggested source for the bare breasted girl provides
an iconographic frame of reference. Delacroix's Liberty Leading
the People (1830: Fig.60) is &n rllegorical figure in contemporary
dress, and her symbolic role is smphasised by her bared breasts.
The reforence is to Narianne, a poverful flgure and the female

personification of Le Peuple, the French people.?®® If the

2*? pn equally structureless arm is the bent left arm of the

harlequin {n the Saltimbangue Family (1905). It is perheps
this expressive simplification which attracted Picasse to
Corot's image. It should also be noted that the schematisation
of head and Faclal Features, the flatteming of the face and
the straight nose of this portrait, anticipate Picasso's stony
neo-classical heads af 1921.

Although no clear symbolic meaning attaches to the motif of
the bared bosom, 1t nevertheless has & long tradition in
Western Art. Anme Hollander, Secing Through Clothes, New York
1978, p.199, writes: “"ever since the Greek An.zop and the
Christian Virgin... images of women exposing one braast have
been linked with ideas of self-forgetful female zeal =
hetoise, devotion, sacrifice”. Whilst the single bared breast

{Iid
Fabre, Picasso 1881 - 1907, p.377, refers to another possible

instance of Picassd painting the personification of the French
poople. Discussing s work of 1904, Woman with a_Topknot
(Fig.61) he writes, "it mas already been observed, I

that this woman is like & figuration of Narianne the symbol
of the Fronch Republic". This identification has presumably
been made on the basis of the wamen's hairstyle whish suggests
& Phrygian cap. Tor & detailed discussion of representatiors
of Marignne, see Agulhon, Marismne into Battle.
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bare-breasted girl in the Parade drop-curtain, through her affin- i
N ity with the 'Eva portraits’ suggests the presence of Eva on the \
one hand, on the other she may temtatively be linked to an !
archetypsl syabol of Prench natisnalism. Such & reference is
congruent with the introduction of the French colours - red, white
and blue - discussed above, and points to the simultaneous presence

. of privete end public meanings in the Psrede drop-curtait.

It is thus suggesied that through the three female figures in the

. - Parade drop-curtain, Picasso makes 4 triple reference to Eva. Such
R 5 reference may be understood as & complex motaphor within the
. greater complexity of the curtain as a whole. The girl on the ex- -

treme right is made prominent by her large scale and by the

curiously flettened pléie behind her. This ssts her aparr, as
though it were a canvas and she a figure painced on it. She is also
set apart from the {socephalic seated figures by her raised posi-
tion, her haad being more nearly on the level of that of the :
standing Moor. Her face, long neck and tilt of har hesd form alwost b
a mirror image to those of the winged girl on the havse, Togather !
they are two avocations of Eva: on the right the 'real' Eva, now !
R immortalised as a painting within a painting, on the left the
. . spiritugl, trsnscendant winged Eva. (There is a significant
N ) precedent for this ‘doubla’ reference in Picasso's geuvre. In
the Burial of Cesagemas (1901: Fig.21) Picasse's dead friend is
N shown below on earth, surrounded by mourners, und above, as a
' transcendent soul on @ white horse). Berween these two figures '
2 is & third Eva, bare-breasted as Picasso had portrayed her in the

works of 1913-14, She simuizancously evckes the female power of
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her own sexuality and of the French Republic.?’" Her closed eyes
and withdrawn pose comtrast with the mora alert cheracterisation
of her two counterparts, whose heads seem linked by a tense and

invisible diagonal which passes the dark Figure of the Meor.

Toe Parede drop-curtein is thus seen as a multivalent memorial to
Eve. She is evoked At right and left in her corporsal and spiritual
presences. The contral Eva image evokes the notion of & female
power which sustains the French Republic. Although the war was
st1ll in progress, Picasso's ability to immortalise the 'real' Eva

through his art is exvended to the image of Eva/France. It is art's

294 It is of considerable interest to note here that Silver,
“'Esprit de Corps’: The Graat War and French Arc 1914-1925",
Pp.318-326, hes aycribed siilar refersnces to many of
Picasso's post-war works, Writing of the 'maternité" or
mother-and-child paintings which were largely a response to
the birth of Picasse’s son Paslo in Februsry 1923, Silver obe
serves (p.320): "[Picasso} had found & thame that was at once
filled with personal meaning and charged with larger social
relevance”. Silver, moreover, interprats en essentially
metsphorically unelaborated work as the tlstrapoliten Huseun
of Art's Homan in White (1921: Fig.62} as ane of the “mythical
women [who] had watched over France in her darkest hours and
wes also a symbol of her (France's} triumph in 1918",
{Ibid). In spite of the sbsence of any symbolic or allegorical
attributes in Woman in White, Silver sees this work as de-
pendent "on the significance and poignancy of France's wartime
and post-war allegories... so essentially a study in mood
{it] is extremely close to the noble and protective character
of the pairiotic ugures“ (1bid., p.321). Figures such as tha
Women in White are "st once the symbols for and the protectors
of Western civilfsation in perpetuiwv' (Ibj 3
Silver's attribution of such complex meanings to Woman in
White and to the "maternité” wosks in genersl is partly
ported by comparison with overtly patrietic cnnLempornry works
by French artists. Unlike the de rtain, however,
there 15 nothing fnerinsio o these 15201521 works of Pleasse
which suggests this kind of metaphnvical readu\g. Xf such
meaning can be attached to a work such as Yo then
a fortiori it con be demomstrated in the Pa __e drop-curtain
Uove the rich elaboration of & ignitiors allous thr ot ifi-
catien of specific meanings.
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intrinsic and unique power to be able to bring together both the
real and the transcendent on a single painted surface. In its
fmmortalisation of Eva, Picasso's art asserts its own almost
magical powers over the actual death that hed recently so affscted
him privately. Simultancovsly he states his conviction that this
public display of his art's vitality will defy the symbolic death
with which war threatens the French people, It will be arguad that
the image of this death is likewise visualised in the Parade

drop-curtain in the figur of the Noor or Negro.

While the relstionship between the calowr black end death may be
an extremely genoralised symbolic association, reference to other
works of Picassc will demonstrate his specific use of it and thus
slloy an interpretation of the black figure in the Perade
drop-curtain. E£va died on 14 December 1915. Only five days ear-
lier, on 9 December, Picasso wrote to Gertrude Stedn:

However, I have dona a picture of & Harlequin that

in my optnion and i che opinion of seversl prple,

is the best that I have done..
The New York Museum of Nodern art's Harloguin (1913: Fig.4) is
linked to Eva's f=ath not only by ils contemporaneity, but by the
Gesthly quality contained in {ts black pin-head and sinister

toothy smile.2*® Both Rubin and Duix, not unexpectedly, connect

225 Letter to Gertrude Stein cited above, p.119.

298 Gosman, "Mystery, Magic and Leve in Picasso 1925-1938", p.310,
romarks that this Harleguin is the first example of a symbolic
pinboaded figuro in Picusso’s oouyre. She intorprets suck
figures as Altributes of "mindlass, Sark and therefore anomy
torces". As Gasman further notes (pp.677-678) African Art and
pusticolarly the hoht wask In Picasso's o ¢ollection (11-
lustrated in Johw Golding. Gubism, & History o iysis,
1907-1914, Fig.9e, p.323) probabiy provided t T initial in-
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this harlequin’s threatening mien with Picasso's reaction to both
bis personal Lragedy and the gloom which the war had cest over
Paris. Thus Daix writes:
The chronological connection between chis picture
and the terminal 1llness of Eva is not accxdnntal.
There {s death in this harlequin as there was in th
carnige Into which the war was degoncrating tn fieN
second half of 1915.%
The sssociation between a black Figure and death also occurs in

two important still-lifes dating to this same period.  The

til1-1ife Vive la France mestioned abova, (Fig.42) bears the most

direct reference to blackness, in the form of the words "ta Negr"
inseribed on vhat Daix identifies as "a straw-covored bottle...of

rum", La egrd

being a brand of rum.2*" It seems significent that

whereas other brand names such as

s ond Viewx Mare oceur fre-

quently in Cubfst stili-1ifes, this appears Lo bt the only written

roforonve 1o L

grita. The significance is underlined by the

juxtaposition of the black "Ls_Nagrita" bottle with the Vive la

F

e glass, which is not depicted as transparent, but is painted

a solid white. An opposition is set up between the two objects -
the glass as a symbol of hope. life and rebirth embodied in the
slogan "Wive la France” opponos the death und destruction of the

ongoing wer, contained by {mplication n the black bottle, {ts

spiration for the inclusion of prominent teeth both {n this
Jesloaw later in wany Surrealist works. Moreover, as

an writes (p.678): "The teath juttim, out lfke a fung in
uu» 1915 H _1. quin way alsa he Tolated to the terminal i}inoss
of the arlist's mistress hva Gouei...". Tho symholism of Leeth
will be pm»..um} below.

287 Daix and Rosselet, Piusso. The Cu Yea ) pe176,
Sen also Rubin, Vicwssg n vhe Goliesiion of the \hn,rum of
Modorn Art, p.98.

290 pajx and Rosselet, Picasso. The Gubist Years 1907-1916, p.337.
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blackness clearly stated on the label, Iu another stili-life

painted at about the same time, Seill-life with B

Marasching (1916: Fig.63) an unlahelled black bottls forms the
centre of the composition. This work is probably incorrectly ti-
tled, since Dsix notes that this bottie mst surely be a bottle
of 'Le Negrita' rum and not Maraschino at all.2®® Both these
still-lifes were pointed at Avignon in the summer of 1914, and
reference to the war is clearly contained in them. Moreover, in

the 5eil] o the bortle with its

Marasch:

digmond-patterned straw covering and rounded Lop recalls the
Harleguin (1915: Fig.4) with his dfamond-patterned costume and
pinhead. The straw 'band' 6round the neck of the bottle intensix
fies this identification hy referring to the gathered ruff often

found decersting the neck of harleguin's uostume.

This process of trunsform-tion suggests that visual punning of
forns is operative ‘uring this period, parallelling the verbal
puns frequently encountered in synthetic Cubist works, Fror Vive

rance, through Stillel

th_Boryle of Maraschame to

squin the black bottle is transformed into a siylised

harlequin and a metaphorical imige of death. The bottle, a neutral
object drawn from percelved reallty, through fts association with
& specitlc colour, bluck, and other specific sigas, such as the

tricolours and the ancbor, takes on a specific meaning = g unis

versa) darkness which signifies the war. The object is progros-

Baix and Kossclet, Breasse. The Cubist Years 1907-191b, p.3d6.
Here the bottle s iuxtaposed not enly with a wine-gloss, but
with au anchor wiich, av will bo demomstrated below, p.153,
signities bope and salvation.




sively elaborated into the form ot o iariwquin, which +)though
hunanodd, has no basis {n patwre. The process demonsirates the
typological olaboration of n spacific metaphor. The memorial to

Fva ir the Harleguin provides 4 prototype for the Darade

drop-curtain.

The identification of 3 black figure with desth ocunrs elsewhere

in Pieasso's

sengre. In the Three Daucers (10235; FIg 64y the death
of Ramon Pichov is signitied by an equally sintster black figure
Tooming in the bavkaround of the painting.??® As Doix has poipted
Qut, ©iting thix and olher ecampies,

0 Pleasso's case (becansie of his Spanish heyitage)
the death of 4 loved ome o1 4 ¢losr reldtive wis
always  oxpressed with  great intensity in o bis
work. 303

ReEf interprets the Threg Musictans ¢1921: Fig.5) as

9 momorfa] to his loxt friwds. .. painted ai o mo-
ment when ho felt that loss mast keenly, 4 memorin}
i which, waploying a fami)ias svaholic Laguige.
he projects himsel! as the Harloquin and his closest
Friends Apoliinatre and Max Jacok as the Pierrot uud
the Honk. 1*?

300 jonald Alley, Preasso: The Threo Dancers. Newistio Dpon Tyne
1967, p. 11, noten that Picasse himselt fold S Kolind Feurone
who negat tacnd e sale of the Thyme bancers to the Tate Gal-
lery s 1965, that. "Wind pA1ntstg this pretuve an old
triend ot mie, Kawon Pichals ared md 1 have aleavs folt thay
1t should he calied the Desth of Puhot rather than the Three
Dancers. The tail black Cigme behud the danesr on the right
i the piesen e of Fichot” Alley rten te Tt Gallory Begart
195 105, femdon T4af, 4 U kesese of this inlotmation.

04 Dt md Koot Feoseas The cubpt Yoars 1967 =1810, b 188,

.t

P gery, Tbiosne’s Thie Sedoimsc Saskers, ARcs and
Friomds”, gpo 1in-1
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Reff characte-ises the paintings which Ploawso made in respanse
to the deaths of his closest friends as

an expression of his siruggle to overcoms doath
through the magical power of his art.’®?
Reff cites the Buvial of Gosagemas (1901), ha Vie (1903), At the

Lepin Agile (1908), Death of Rarleguin (1905), Still-kife with

3

(1908), and St

Life with $kull (1942), in addition to

Harleauin (1915), the Three Musicians (1921), and the Three

ancers (1925) as iconographivally relaved "memorial” works. It

is proposvd that the Parade curtain be added to this list.’®*

ygin (Fig.4) has boen fdewtified s a metaphor of death
by his blackness which {5 related to black images such as the
bottles In the two 1914 stil ~lifes discussed above, as well as
by his pintmad amd toothy smile, Details of the wvents which af-
focted Micasse's 1ife at the time the Harlequin wos painted in 1915
make this pofaiing the metaphor of a spewific death - the death
of Eva in December 1915, Morcover, scom in relation Lo the two
patntings Vive la France (Fig.42) and Still-life with Bottle of

Mayasehino (Fig.n3) the Harleguin's blackness dlse refers Lo a

more general notion of death as ombodied in Werld ¥ar 3. 1 hus
been proposed that the Farade drapecartain Ukewise dincloses o
metaphiorical reforsnce to Eva's death aud that tn the drop-curtais
thin personal event is linked o the public ohe of the Kar and it

continuing tlhieat of death st destruction in 1917,

T pbid., B3R

184 Ay han been woted, tee of e "memorial” wovks - the Throe
Nusiejans awd Brath ot Harlequin - include the image ol o dog,
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If this interpretatiss of the drop

urtain s pursued, then the
onigmatic figure of the Negro or Noor becomes explicable. This
character {s somothing of an exceplion in Picasse's oguvre,’® and
the {dentification of him ¢n the Parade literature as either the
slave from Schéhérezade?®® or some sort of representetion of Igor

Straviusky on account of his thick lips and the fact that one of

“he of is 4 Blackamoor, appear

to be desperate efforts ta comextualise the image within the
framework of the Bsllets Russes.’®? 1f, instoad, the Moor's dis-

tinguishing feature, his blackness, is taken into sccount and re-

lated to similarly darkened images in Picasso's work diseussed
above, here is @ strong argument for fdewtifying this figure us
en imuge of desth, darkness and destructlon. The figure of the
Negro, Lo Negre, can be seen as 4 verbal as well as & visual

%% Two other references t6 a Nugro could be traced: Theodore Reff,
"Themes of Love and Death in Picasso's Larly Werk™. in G(:]diug
and Penrose leds.), Plossso in_ Retrosport, u.ll2, p,18
points out that among NOLAs in Picasso's hum'wr{llng on n
preliminary sketch for Uhe \nht 1905 work, Pierett

Wedding, are the words "A Negro..." which suggest that Ficasso
mey heve intended to include such a figure in that work: in o
caricature of 1916-1919 (2 TI1: 333} Dicasso depicled cha
single figure of a Negro with a large smiling wouth dressed
in a worning suit and carrylog a bouquet of flovers.

Axsom, 'Parade’: Cubism ay Theater, p.lie.

39T Marein, “Tue batlon asade’ s Balogue Bowien Gibise and
th

Futwrisn",  p.103,  writes:  "thw k-1ipped.,
largestoothed, mm, “nosod Negro ..,.gn bo seon an o clover pun
travinsky tnrned inte the Rlackamom of his Petronchkae”

cdonald, Disghilev Dbserved by Crities in Englon and the
Uited States 1911-1a20, p 20 follows Martin, a. do Reff,
Yhlcasso's Three Municiams': Maskers, Arvists and Priends”
poi34, and MeQuitlan, "Tainters amd the Ballet", p wu8, Vogel,
"l’iumu) als Bulmenbild und Kostimeniwerrer Lar die Ballets
Rusaes", p. 74, cites Martin's work, and additionally sngge:
that the Kegro tegether with the 10Tera) ropresents some wort
of servant 91 the Seapalitan favernd suggested as the setiieg
for this seene.
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counterpart of La_Negrita in Vive 1a France. The blackened sil-

houette of the Th ers (1925: Fig.4) can also be interpretad

o D

s a paratlel to this figare. The Sepro looms large hohind the
table around which the other figures are seated. He is
characterised not only by his blacknoss and threatening posa but
by a set of gleaming white teeth which his parted lips reveal. Like
his colour, the Negro's teeth link him to the Harleguin (1913:
Tig.4) and it {s no accident that he alone agoug the figures of
the Parade drop-curiain displeys this striking physical faature.
Gasman's thesis, which examines Picasse's imagery tn relation ta
that of the Surrealisi poets, contains an extended discussion of
teeth images.>®* Although Gasman's study focuses on the period
1925-1938, according to her, the Harlegnin (1915) displays "the

"3 The precise

First eloarly symbolic teeth i Picasso’s oouy

mature of this wywholisn, o eutlined by Sasman. accords both with
the meaning of the Nurleguin and with that propased for the Negro

of the Parade drop-curtain,

in |Pic, pictorial "sign language... tecth
stand out @5 the most visually striking and gripping
{anatamical fragments}... The thematic recurrence
01 testh o Picasso represents a unigue phenomenon
in modern are.... The oxtraordinary pover projected

ns0's teeth ix unfailingly aggressive. bx-
wosed in 4 sindster grin, ey never smile, nor
Taugh, aud 313 share the naked countenance of Death
cubodiod by the skull's troth.. ahove m, they al-
lude to (he devorrt.  essemce of fate and o
Pirasse's recal fation against fate, 1

P8 Guaman,  Mystery, Magic oand Geve  in Picasse  192%21908",
. B63-700,

M Id., pooTs

T ghide, ppootticeng
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o
Noreover, teeth do nnt nccur exclusively in works of an overtly
threatening nature:

the motif of destructive teeth ramifies threughout
w signitacant pary of {Picasso's) iconography which
on the surface daes not seem to be pessimistic. In
dpcvpltv»ly meutra' 4 intimate Scemes...  teath
1 The expression on the Negro's face in the Parade drop-curtain could

indeed be described 2s a "sinister grin". He neither smiles wor
laughs. He is sursly o reminder of desth, and {mplicit in that
reminder is Picasse's retaliation against its fotalistic nature.

The Parade drop-curtain may be seen to embody Picasso's retali-

ation egainst both Bva's death md the destruction of the War.
The Negro is set in opposition ta the forces af 1ifs represcated
by the predominantly white Pegasus-g» p on the left, and the os=

sential duality of existence is emphasised.

The romaining four male figures are the two harlequins, seated
opposite vach other, o guitar-playing i.rero and a bowlersisttod
saitor. A was secn in the case of the three females ard the
hegeo, the tendeney in the liLers.ure has been to read tbese fig

ure« as 'portraits’ of individuals commected with the Rallots

o

Russes. Coutanu, for oxample, is generally agrend upon as the

harlequin dr.ssed in blue and brown on the far side of the

7% 1bid., p.66h,

T Discussion of Lbe ident{tos af nu» male figures of the ourtain
can he found in Hartis, A Dialogoe Ba-
tween Cubism and Puturism', iy . Biaghitey
sorved by Critfes iu England and the Cuitod Scacen 1o 1-163
p.Ean; Relf, ”lm.mo & UTiver Susicians': Hasie vt uu,
and Friends” it \4)\\1114!1. “Painters and the Ballot
PPLAOE-410; w,,c-\. "Wieawmo ols i\u\\m-n\r 1 und Kostimentwerfor
fiir die Ballets Russes", pp and Axson, ‘Parade’: Cubigm
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table,?!? Martin identifies the harlequin who has his back to the
N viewst es Massime, while Axsom sees this as 8 self-portrait of
Piuasso. Axsom, on the other hand tentatively associstes the
torero with Satie since he plays & musical instroment, Martin
suggesta that it {s this figure which represents Pj xsom
- does suggest, siternatively, that “the Toresdor -
a ographical allusion to Picasso's Spanishaess™. ™*? T . 5 pe
9 ' even more problems. Martin suggests that this figure 4
“take-off" of Diaghilev who had a well-known phobi: af the ¢
. - McQuillan is besitant but offers either Picasso, “Iagaila:

pollinaire or, indeed, even Leon Bakst. Axsom ppears tu g*ve uy

t this point:

A portayal of the colluborators seated arcani ©
. table is &n miractive interpretation, and i+ wuwid
N accelerate the search for meaning in the overt.cs
curtain. Unfortunat.iy the argument is awkeard. Tha
Toresdor and the Sailor would have to accommodate
. the {dentities of Satie and Massine... But little
u evidence supports the actributions"?lé

The tentative nature of most of these propaxiis and the general

lack of consensus indicates that this sesrch fov specific jdenti-

. a5 Theatre, pp.111-117. Since Nacdenald, Reff, McQuillan and
Vogel gemerally lollow Martfn, their indentification of the
Tigures will only he mentioned insofar as they differ from
Martin's study. Assom doss uot refer to Martin, which is un-

ch wes completed in

. . darstandable since his origimal research

1974, wheress Martin's study was only pubiished 1t 1978, al-

“ though she had first staled her thesis in lecti-« 1n 1972 ond
1973,

21 pwsom, ‘Parsde’: Gubism as Thoater, p.11s.

T1% Axsom. ‘Fargde': Cubism ay Theater, p.115. PUin Cikewise
oxprensen Tesvrvalions, p. 030 'not 811 of e fignruw] can
be identified with certainty". She adds that “It quite

pagsible that the lequin @iy allude to |Picasso] himself"
(.38, p.1123. Assom wensindes ip.ile; that “the claim that
the men at the table are Pavade's collabovatc«s is difficult
to substantjate”




ties must prove Fruitiers. Une element, however, is common to all
the interpretations: in the case of each of the costumed figeres
seated sround the table, an aspect of the artist himself can be
revealed. Pitasso Wimself cen be demonstrated Lo have an affinity

with ali three - harlequin, torero dnd sailor.’!®

The 1dentification of Picasso with harlequin has becn generally
accepted. Reff states this point of view:

Thar the Harlejuin in a symbolic self-portrait seems
obvious encugh: it has long heen recognised that
throughout his life Picasso assumed this role in
order to express his most poigmant feelings abeuc

himself.
Harloguin, however, traditjonally sppears in g guises, “lie has
beer. described as a chameleon assuming all culours".?'? Charace

terist inally Pioasso’s alter ego is continuously trans{ormable.
Like all Commedia deli'Arts characters, harlequin is compoundnd

of a wuttitnde of different experiences and actributes. This '

1% The simplicity of this conclusion, implicit in all the treat-
ments of the Pyrade drop-curtain cited above, has curiously
been avoided in favour of more tortusus, yet ultimately in-
supportable arguments. Martin, “The Baltet Parade”: A Di-
a1ogie Between Cubism and Futurisa®, p.107, sien goes so far
as te stave that "both these parsomndges (the Nepro and the
Sailor] and the guitaTist seem acso to enody Craits of Pioasse
himself, his puscularity, fis sentimental Spanisk siw od s is
free and ensy nowigation in the Grestive woild Jike iopoye the
Sacder'. Martin, does pot, hewever, pursue thix possibility
1n a0 anterpretation of the meaning of the dropecurtain. dhe
argent fn the present study for the havieguin,
Lorere Lnd Garior felug reterelnes 10 Piuisse are  somewhat
Qiftenag rom Sartie's Suggestias

TIE Rart, “Puasso's Thies Msicians’: askers, Artista, and
Frionds", p.131. & more deta led cowedoration ot fas beguin
will bo given bolow n the context of e curtain for
Hercure.

w

Alardgen Nicotl. e World of Harieqojn. Gombridge 1969,
P71




é mulative' quality parallels the very process of metaphor, and thus
harlequin provides Picasso with a sign par excellence in its po-

tential for metaphoric elstoration, In ricasso's bands, harlequin

’ ceuld sexve as a reflecuion of all the artist's varying ant even
contradictory moods and concerns. This is cxemplified in a

~om~
parison of the 1915 Harl

in (Fig.4) and the two rarlequins of

the Parade drop-curtain. In 1915, in direct response to Eva's

N death, harlequin becomes a x

etaphor for Picasso's grief and spir-
tual isolation. By 1917 this grief was b ing transmuced nto &
more positive expression of renewed vicality. Axsom his stated the
B prontem itavelved in identifying all Picasso’s harlequins as
self-poriraits:

The Harleguin figure, however, is
self-portrait of the artist,
. idontitication in adde

not alvays a
although once the
in ¢ self-porirait, i1 is
assumed (het the artist's personal associstion with
. the charazter s1ill rosonates even in those works
.

in which the features of the Harlequin do not match
M those of Piczsso, )tV

But there are lesser known and lass freguently wsed idemtities

which Picasso assumes in his own works. One of these is the saflor.

r

. The earljest refersnces Lo a sallor in Pirasso's ceuvre are in

srudies for s

s 4 Avigoon early in 1907. The original

ides for this work included two male figures, one of which was to

I pxsom, et Dubrsm as Thealer, 113

4 in W case of the femalo figures and their assoviation with
. Eva, the macure wf Picasse's art predicates that
comtaimed within spectin

' - mimselt or hee ¢ lans
ceaied form

rocon

As wan argned above

mean tigs
Perronalivies, whethm the antist
tsufates, will be preseited in s con-
Au eXtenston ot this argumens would be that the
Sable poritaits ot Glga made duting the ISt few years
Froasso's relationtitp with ber w.lebrate her spe.i®
beauty, bnt do ol Aisulose any melapnoric content




be # sailor.’!? la 1815, de Chirico made & caricature of Picasso
dining with friends under the watchful ese of o Heri Rousseeu
self-portrait (Fig.65). Picasso is depicted bare-chested, and
painted or tetooed on his chest {s an anchor. Two sim$lar anchors

are depicted on the sajlor’s collar in the Parade curtain (Figs.10

and 11) where the girl's hand has boen drawn so as te studiously
avoid obscuring the motif.*?? Cubist works of the time alsc contvadn
the anchor motif.’*' It is pot inconceivable that, as the words

"Ha Jolie" in Cubist works of 1912-1914 refer to Fva, so the anchor

in these works refers to the artist himself.**? 5t .. Lom-

position with an Anghor (1914: Fig.b6) is a good sxample. It is

vefeyyed o in 8 catalogue note as being = "homage to a

1% Sen BDaix and Rosselet, Picasso. C
nes.27, 26 and 29, $.195:19%. Picasso's identity a5 the sailor
in these works is discussed by Lec Steinbers, "Philosophical
Brothel" and Gndo. Picasso: art as Autobipgraphy, pp.7"-B and
p.271, n.%

7% Only one of these anchors is clesriy visible in mest p"\DLu-
gruphs (see Fig.52). The reproduction in Disghilev and x
Ballets s, Exbibivion Cata“ogue, Paris 1979, p.83, of The

photograph of Picauso and his assistants painting the

drup-rbrt.uin. shows @ second and_fdentfal wotif in the fight
corner of the sailor's collar. The photograph s part of the

Fochno Beguest in the collection of the Library of the Paris

Opera, and the {llustration in the caldlogie was most cers

tainly made directly from he origina! photograph.

3235 1I(1): 304 and 306 tcorresponding to Daix and Rosselet,
Bos.45%  and Z T2 467 (corresponding to Daix .nd
Kosselot, no.039); and Daix and Kosselot no.o34 {mot in
ervos).

222 Gudo, Picosse Art as Autobrography, pp.91-98, similarly sog-
gests that musical instruments 0 works of this periad are
Tportraits’ of Yrngue

3 Pieasso. Gpere dal 189% al 1971 dalla Collesone Maring
Ticangn, wo.ddi. Th watalogee enoiry siates that “Tniti
ingredients de] quadretin farebbera petisere 4 un omaggso @ un
lupe: di mare’

I




sea=yolf". 747 In this work the presstxe of 4 pipa, reminiscent of
the pipe held by th sailor of the Parade drop-curtain, suggests
that rather than being a still-life composition, specific refer-
ence is being made to an individual in this work. There is insuf-
ficient informstion in the painting, however, to sllaw its

identification as & self-portrait.’?® In one of rhe exumples cited

sbovs, Vielin, Wiae or (Spring 1912: Fig.68)

glass, Pipe and

:he anchor appears with a whole range of Cubist imagery, including

he fsuiliar "M Jolie” veference to Eva. "his is the third of the
series of 16 paintlngs in Daix's catalogue which contain
typographical references to Eva.*?* In the light of the above
discussion it is pousible tiat this could now be reinterpreted as

& disgnised or metaphorical double portrait of Picasso and Eva.’?®

The sailor resppears in the 30's and 40's. In an aguatint dacing
1o November 1934, three sailors are included in a night scene in-
volving the blind minotanr and a young girl carrying 8 white
dovi. 72" Three ‘portratts’ of sailors datc to 1938, 1939 and 1943,
(Figs.69, 70, and 71 respectively). In his well known 1945 inter-

3144 yintlar aochor Lo the one on the sailor's collar in the Pa-
rade Grop-curtuin and the onc in Fig.66 can be scen in Hag
Fig.671 where it 1s syperimpesed cn the bowl
bject's pipe. This painting muy alse be o portrait,

..The fubist

s 10071916,

%% Buix end Rosselei, Pic
ne.457, p.277

%% For & study of hidden dauble portratts in Pivasse's vouyre,
see Linda Jane P Laugston  "Disguised Dosble Forrrails in
Picasso's Kork, 1925-1962", PHI Disscttstion, $ianiord imie
vorsity 1977 (Lniversity Microfiims International Ann Arbor
dnd london T9R1)

B Mase works will be discussed Later in cobnect 1on with the sets

tor Puicinel Lo,
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view with Picasso, the American ex-soldier, Jerome Seckler, at-
tempted an interpretation of the wartime work The Sailer (Fig.72)
which is clearly & self-portrait, since the artist's name ‘s in-
scribed on the front of the sailer's cap.

1 said T thought i to be a self-portrait - the

sailor's sult, the net, the rad butterfly showing

Picesso as @ person seeking a solution to the prob~

lem of the times, trying to find & better world « :
the sailor’s garb being an indic.tion of an active
perticipation in this effort. He listensd intently
and finally said, "Yes, its me, but I did not mean
it to have any political significance at all”. I
asked why he painted himself #s & sailor. "Because”
e answered, "I alvays wear a sailor shirt. See?"
He opened his shirt snd pulled at hie underwesr -
it was white with blue stripes!®?*

< usual, Ficasso took refuge in reality, while admitting, in this
same interview, the symbolic neture of his werk:
I express myself through painting and I can't ex-
plain through words.... people see in peinting
things you dida't put in... But ic doesn't matter,
beceuse if they saw that, it's Stimuleting - and the
essence of what they saw fs really dn the
painting,??*
Picasso disclaims any intontior .f literary paiming, yet admits
the presence of extonded meani .. in his work. The sailer can be
identified with the artist, ) - Picasso's oun fatuous explanation
that this identity is baser solexy o his striped sailor’s vest,
1s misieading, The specific connention made batesen the figure of
the sailor and the motif of an anchor vuggests 1 pe.. {ble context

for the sailor figure. The anchor is an dge-old and unequivccal

symbol of hope and selvation.’'® The anchor thus marks che sailer

2% Jerome Seckler, "Picasso Explatns™, % es, (New York)
March 13, 1943, ciced in Ashton, Picasso on Art, pp.135-136.

T gbidL po13s.

1% Cirlot, & Dictienory of Symbn..
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as & metaphor of hope, & synbol of retaliation against the negative
forces that ere embodied in the Negro's blacknecs and smile of
death. The saflor is a 'survivor' figure and Picasso, the artist,
idontifies with him. In much the same way it will be argued that
the harlequin and the torero present uspects of the positive and

retaliatory potencial of the artist and his art.

Although clear porurait-typa ronderings of & tororc are not common
in Picasso's ogouvra, the image is, of course, found in many
bullfight scemes, Two late works which dote to October 137
(Fig.73 and 74) can be cited as excoptions in that they depict
singlo figures which occupy the entire canvas, as thus can be de-
fined as portzait-typr:. In contrast to the inconclusive mothods
of existing interpretations Custello, in a svudy of Picasso's

¥

axd Sufte providus posiclve and convincing support for iden-
tifying Picasso with the torera figure.

Desth, art and the bullfight are Inoxtricably linked
in Spanish tradition both metaphorically and liturs
ally. Small wonder that Pjcasso is likened ta &
matador, and that hullfight imagery and rofgrences
should play such a crucial role in his &

Gostallo 4iluminates Picasso's idont{fication with thoe bu)1fighter
with two of the artist's own statements ua the swbject:

Just dmagine for o moment that you'ra in the middle
of the ving. You've goi your casel and your whlte
canves, and you've got ta paint it, while the whole

world is thora watobing you,.. IF you make tho least

'vallarg Suire’, 0.285. On .208, n.73,
wia sourres wiiich identify Picasse with the
G.P. "Picasso, piguero, Piuasso matador
dice, XV, 1635, Aug-Det 296%, nnd Rawon Gomea du la

Lo Toreader do 1a polnture®, Sahiers d'Are, 1932, nos.3-S,

In-
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mistske you die. And there's no need even for a
bull.}??

It's odd... how poople have s horror of tochniqua
in anything, Just imsgine & merador who knows moth-
ing at all. Ke would have to improvise the death in
the ying. Or rather bis own death, with a bull
weighing thirtesn hundredveight.... Its the Sme
in painting. The morc technigne you have, the less
you have to worry about it.’

Picasso took great care in the Parade drop-curtaln to detail the
elaborate embellishment of the torero's costume. The smbroidered
suit of a torero is known in Spenish s a Traie do luces er 'suit
of lights'.??" As has been discussed earlier, light-imagery in

Picasso's peuvre is a sign for the positive forces of life, Heze

the torara‘s suit 45 Spocified s being connected with that im-
agery, thus enriching the 'ife-affirming metaphot implicit in his
very identity.

The Pargde curtain, ¥icasso's most public work up until that dats,
roflects a most private and sacred part of the extdst's life,
Picasso as harlequin joins Picasso as sailor and terero in a me-
morinl homage to Evs, his gretest love. The triple persons of
the artist is an uncowmon statement of self-revelstion and testi-
fios to the complatencss of his ottachment to Lva, As Godo writos:
His tender solicitude for tho dying Bva varted su
groatly from his ususal phobic avoidance of sickness
and death tbat one is inclined o agroe with those
biographars who spoculate that Eva may have been

T2 Ibid., p,265, citing Permelin, Picosso Plain, p.163.

o _Plain,

131 gpid.,  p.298, w74, efting Parmalin, Py
T158-159.

#1% gondg, "Picasse and the Corride do Toros", p.125,
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Picasso's graai love. His relatlouship with her is
the one about which we are least informed, not only
because he ostensibly preserved a taboo against
paincing hor features in recoprisable form, but alse
because he preserved an uncharacteristically dis-
croet silance about thoir relationship. Gllot, who
does not montion Eva in her book, recently cuntirmed
my spaculation that the artist had spurned her nt-
tompts to discuss Ev beyond affirming that ho had
loved ber very much.'’®

811 three charscters, harlequin - "the ephemeral being who tyi-
umphs over a1l human woes, even mortalicy" -?%¢ the Sallor with
his talismanic anchor which symbolises hope and sulvation, and the
torero in his suit of light, are figures with which Picesso iden-
tifisd procisely bocause of their povers of life over death. By
sssuming these various identities be was in a sense "wagically"
srming himself ageinst the forces of death and destruction.

Pioasse uscd tho Parade curtain as an opportunity to demonstxate

his death-defying ert in publdc. The parsonal tragedy of Eva's loss
15 linked to the national tragedy of war and both specific evants
are universslised through the images of transcendence contained
in the group of white figures on the left. Bva, who simitancously
belongs to all three realms, provides the link batween tham, The
curtain can e seen as Plcasse's means of coming to terms with and

transcending the events of the pravious few years.

In the Pargde curtain, Pleasso lald the ghost of Eva by
reincarnating her. On ono leyel, then, the eurtain is the summation
©f the ¥p_Jolin end Avignon canvases. At the same timo ho oxpresues
petriotie concern for bis country of adoption. As has boen shown,

3% Gedo, Picasst as_Autobiograpsy, p.l10.
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the two traumas, private and public were linked. Using a
mataphoricel visual language foryad out ¢ & multiplicity of sym-
bols both real aud imaginary, Picasso affirmed the tramscendent

power of art.

Le "ricorse

In his second ballet drop-curtain, that for Le Trieurme, first
performed in London on 22 July 1919, Picasso made o number of l-
tornarive designs and solecting from these, worked towards greater
resolution of form and space. The Spanish aetting of Le Tricorne
was undoubtedly responsible for Picasso choosing an incident from
the bullfight as the central event of the curtain, His return to
Barcelona in 1917 prampted a retuzn to this theme, nd it is a
sories of drswings mede there thst form the prototypes for the
scone depicted in the centre of the first skotehes for the e

Trigosne drop curtein.®®? &s was the case with Parade, the curtain

bov .nly a superficiel relation to the thame of the ballat.

The Le Tricorng drop-curtain (Figs.75 end 76) depicts two groups

of spectstars at & bullfight.’® On the lefv is an plegant couple,

¥7 See Z 111:65-67 (not illustroted).

1® 19g.75 ropresents the final curtain in its prosent state. The
sbsence of colour illustrations of this curtain in the Fisasso
and Dinghilov lisorature scems to have boon occasioned by tho
problons involved in photographing it in its prosent location
in the foyar of the Soogram Building, Park Avenve, New York.
The dotatl photographs included in this study (Figs.B4, 87,
8% and 92) wore taken from the original. Because of the ree
strictad space in which it is placed end the fect that it is
1t from abova, it s impossiblo to photograph the ontire
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the men stending, the woman seated. On the right is a group of
three women, A1l are dressed in gemeralised versions of tradi-
tional Andalusian garb. The women wear mantillas and carey fans.
The man woars an Andalusian hat but his clothing is hidden beneath
& flowing cape. A young boy, barefoot and drossed in simple peasant
clothes appears to be selling or offering fruit to the yomen &t
the right. His scale is disproporrionately reduced in relation to
the female figures, The figuros are all situated in a part of the
gpalleries surrounding the bullfight arena which is visible beyond
the arcades which enclose their space. In the background these
srcades continue around the arena. Within this circular space, two
plumsd horses, led by 4 whip-lashing man drag 2 bull from the arena
(tho beast's body {s concealed by the couple on the left). The fact
that the bullfight, or a part of it, is over, helps explain why
four of the six foreground figures turn their backs to tne arena
&nd look out of the picturs. On the tar side of the svena a mounted
torero asswnes ¢ siatic pese. Four black swallows are clearly
visible in the sky above tha arena. In the extreme foreground is
a vray boaring a bottle and three glasses.

‘The iconographic ecloments thus deseribod in the le Tricomne

drop-curtein have little comnectic with tha sconaric of the bal-

curtain or te obtain ressonable photographs of its upper part.
4 detailed atcount of the cutting down and Le
Trieome curtain and of the Cundro Flamency sets is given by
Rorge Grigoriey, The Disghilev Bailet, f 1960,
and roported by Coopar, Plcosso Thegtre, pp.51-52. Kochno,
Dloghiley and Les Ballets Russes, london 1971, p.126, dis-
misses tho incidont in 4 fow 1inos. Pig.76 {s o pencil drawing
which centains 811 the clemonts of tho final curtain in the
same relavionships but with Gevoral iconagraphic datails
omitted.
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let as outlined in Chepter ITI. Diaghilev scems to have acknowl-
edged the antomomy of the curtain by heving de Falla compose a
special overturs, to be played while the drop-curtain was being

shown. 7%

There is no documented evidence as to the sequence of the designs
for the curtain. The order suggested here is based on an analysis
of the skatches themselves and the internal logic revealed by them.
The first idea seems to bo that of Fig.77, which is worked out wore
fully in Fig.76, Closcly rolated are the 'derails’ repsesented in

Figs.90 end 91.

The spatial construction of thu Parade curtain hed resulted In a
complex spatial ambiguity as regards the relatlonship betveen au-

divnes and porformanco. The first desipns for the Le

jcorne
curtain seck & solicion to the problem of combining perfoymance
and audience in a single planar surface. In the Parade curtain the
spactator had to come to terms with the complex arrangement of
spaca in order to estsblish this relationship for himself. In thu
Le Tricorne sketches (Figs.77 and 78) ricasso combines the two
spacos and resorts 15 3 dagrammatic rather than a complanly
illusdonistic treatment of space, The audience ranged around the
arena Is shown in ascending rows within a ructi’lncar architecs
tural schemo. The srena is similarly flattened onto the surface,

forming o centrel cirele which straies against the rigid archi-

%% Gooper, Plcessp Theatre, m,105, p.40. According to Cooper this
overture was composad i Landan shortly befere the snasem
storted,
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tecturel grid. While all these elements are flattened onto the
surface, the action being played out in the arena is depicted with
some gttention to foreshortening in order to present un illusion
of three-dimensionality. In the second, more finished vession
(Fig.78) this illusionism is extended to the drawing and
cross-hatchad shading ot the Spanish woman on the right, and to a
lessor extent to her opposite number on the left. The remainder
of the cumpisiticn, howsver, excludes illusionistic space com-

pletely.

The problen of scale remained. Cooper gives the dimensions of the

Le_Tricorne drop-curtain as 10m x 16m.’*" This is very close to

the 10,6m x 17,25m of the Parade drop-curtain. Although Cooper does
not meke it clear, this size must refer to the emtive curtain as
it existed originally.’*? The enormous scale would have presented

problams similar to those encountered in the creation of the Parade

drop-curtain. In his first sketch for the Le Tricorne drop-curtain

(Fig.77), Picasso seems to have taken this into &ccount and tried
to overcome these difficulties by literally floating his
archavectonic schems in space, indicated by the cloud-like forms
which surraund it on all sides. Such a space c.uld be oxtended
indefinitely but would detract from the impact of the central im-
ages. Indeed, Picasso must have soon realised that the architec-

tural structure itself, divided up into a number of spatial

%9 Gooper, Picasso Theavre, p.347.

341 In its present state, the dimensions of the drop-curcain are
about 6m x &m. This is an estimate based on personsl viewing
of the Le Tricorne drop-curtain in its present location,

i
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pockets, would lack pictorial coherence in spite of t¥~ fact that

211 these pockets were squalised on the surface.

in ovder, perhaps, to estsblish a more coherent spatial setting,
Picasso next (Fig.79) seems to have abandoned this original ides
in favour of one which included a grearer semse of spatial re-
cession, and & group of men and women in traditional Andelusian
dress repiaced the bullfight as a central motif. In this drawing
the opening of the proscenium arch is echoed by an arcaded wall.
A chair in the right foreground seems to serve as a spatial marker
and also as & reference to 'reality’, forming a bridge batween the
spectator space and that of the audience. Within the arch a broad
ground plane affords sufficient space for the figure group. while
the space of the arena beyond is indicated by echoing arcades and
orthogonel lines in the ceiling area. Fig.80 seems closely related
to this study.’*? In this sketch, the foreground archway has been
removed and the first spetisl plane is defined by orthogonals of
floor and ceiling in a traditionsl manner, although their con-
styuction is far from orthodox. Twoe separate spaces are created,

s foreground for the spectators, and en arena for the performers.

342 Both Gooper, Picasso Them;ra, .40, and MeQuillan, “Painters
and the Ballet”, p.462
the drop-curtain.
sun-drenched bull-ring'
alternasive to Figs.77 and 78 on the one hand and Pigs.90 and
91 on the cr_her HcQ\ul!an (.462) likeuise :efars to Fig.8o
as d ving” which s
as m huusxng er the final, populsted curr.am . Comparison
of Figs.75 and 80 underlines the relationship of this sketch
to the finel curfain. It is uplikely thar Picasso would h.ve
intended So vacant & scene as that of Fig.80 a5 an independent
curtain design and it may therefore be suggested that this
study represents an attempt to work out the spatial relation-
ships prior to populating the space with figures.

S
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At the same time the repetitjon and counterpoint of large and small
arcades establishes a surface pattern which asserts the sntegrity
of the plane. This pattern effect is snhanced by the patters azea

of floor, ceiling and balustrade.

The existence of alterrative idess for the spatial composition of

the Le Tricorne curtain suggests thet it was more cerefully de-

libersted then that for Parade. The spectator is .o longer in an

ambiguous relationship to the performance. In fact, the imagery
operates independently of the actual sudiemce although contact
between sudience and performance is established through the

fictive sudience of the buil-fight.

Twa oil sketches for the curtain (Figs.8 and 82) which elaborate
the deiign of Fig 80 are remarkable for their painterly quality,
especially in view of the linear style found in the final curtain.
Heavy black outiines in the sketches foreshadow this linearity.
It is .uggested that Fig.81 is the first of these two oils. Its
figure covposition differs from the final curcain and is based on
Fig.79. Pica.<o has however removes .he archwey anc cheir which
in Fig.79 formed a barrier between real and fictive audisrce. Such
a barrier is more subtly indicated in Fig.81 by broad d agonal
brushmarks across the bottow left-hand corner. These indicite an
oblique horizontal strface in the foreground. In order to stab-
lish this pleme convincingly, o still-life of tray, bot'le and
glasses is placed on it. It thus appesrs to be a ledge >f sorts

and, since it is cut off by the left side and base of “1a picture,
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belongs equally to the picture space and to that of the
spectator.’*? As part of the picture space it is continuous with
the ground plane, and we must conclude that these objects have been
set down on the floor. As an intrusion of the spectator space on
the other hand, this ares can be read as a shelf or platform,
possibly part of a raised sesting srea or 'theatre box' from which
& real audience observes the fictive one. Thus despite a seeming
clarity, an elemont of ambignity enters the spatial construction,

questioning the stability of its pictorial 'reality’.

The figure group of Fig.Bl differs from those of Fiz.82 and the
final curtain (Fig.75) espocially in respect of the group of three
women on the right. The figure in the centre of this group has her
back turned towards bull-fight in Fig.8l, she bends forward, ep~
parently adjusting & shos. This {s & typical position adopted by
ballet dancers and piven the definitive treatment in a numbar of
Degas' studies of dancers. TIn & drawing of 1917, Picasso bad
portrayed Olga in a varistion of this pose (Fig.83) and its
inclusion in this oil sketch suggests that Picasso may here have
been meking & subtle referonce to the contoxt of ballet within

which this bullfight scene was situsted.

In the secand oil study (I'ig.B2) this figure has been turned arcund
and now has her bick to the viewer. She wears a black mentilla and

her head s turnad towards her right and seen in profile, the

143 MoQuillan, "Painters and the Ballet”, F.461, reads this as "a
diagonal w.dge of descending stairs and a still-life tray with
sherry bottle and glasses |which] cut across the lower left
corner”,




change in puse conferring an increased coherence on the group.
This sketch also indicates how Picasso proposed dealing with the
large scale of the prosceniun arch. He enclosed the figurative
scene within & firm border, and then framed this with painted
curtains, Although this would appear to emphasise the
i1lusionistic treatment of the space within the frame, this is not
nocesscrily the case. Because the frame fs also painted, it
stresses the surface quality of the scene. It is not at all cer-
tain, however. whother these 'curtains' survived in the final
cartein which no lomger exists in its originel form. According
to Cooper, the Andalusisu scene was presentsd in a rectangle
“floated” on a grey hackground.’** The drop-cuvtain would thus
have had the appearance of & very large easel painting rather than
of a completely illusionistic scene set within the proscenium arch

s had been the case with the Parade drop-curtain.

The final curtain (Fig.75) is remarkable for its extrame linear
clarity, giving the figures an almost caricatural quality The
colour scheme is muted and limited to olive-green, brown, and the
orange and purple complementaries. Light sress ara oncles~j in
strong dark outlines, while dark planes are juxtaposed with light
ones to give a silhoustted quality, Throe-dimansional form is
indicated by limited chiaroscuro applied to drapery in linear

strokes and by isolated stippled areas on the ground which deiote

pst shadows. (This can only be seen in & detail photopraph such

as Fig.84). The figures strike stylised artitudes, and facial

**% Cooper, Pienssq Theatre, p.40.
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faatures are entirely unmodelled and bounded by smooth contour
lines.®** This linear style continues the tendency begun at
Avignon and noted in the discussion of the Parade curtain. In the

ILe fTricorne curtain the smooth 1lime becomer ievers.nel. In spite

of the limited modelling it does not appear to enclose actual

volumes but rather to be imscribed on & flat surface,

Tt will be argued that, as he had done in the Parsde drop-eurtain,
Picosso included extremely personal imagery in the drop-curtain

for Le Tricorpe. Although the ballet's scenario is located in &

genoralised ocontext, Micasso indicstes a more specific identity
in his drop-curtain. Possibly taking his cue from de Falla's mu-
sical score, Picasso dressod the figures of the drap-curtain in
distinctively Andalusisn coscume.’*® Bicasso of onurse, like de
Palls, vas Andalusian by birth, 4s though to underline this fact
he included specific signs of {v which only appear in the final

custain.

*** 1. stylisations found in the e Tricome drop-curtain mey be
au outcone of Pieasse's fascination at this time with the 6s-
sencially otylised movements of ballot dancars. Massine, fly
ug-‘mvganu. .123, writes that during rehearsals for La
Boutfque_ Fas _niye i Barcnlona tn 1217, "Fleesso, who was
always intriguod by the process of moulding a ballst inta
shape, atieided most of our rehearsals, which he said ho pre-
ferred to the actual porformances. What really fascinated him
was secing the dancers resting betweon dances and the lines
of their bodiss in repose as thy gathered thoir forces for
the nost burst of activity. He would sit in the rehearsal

studio and produce delightful thumbnail sketches of them’.

14F For de Falls see Otco Mayer-Serra, “Falla's Mosical
Natfonalise”, The crly, 29 (1) January 1943,
0p.1417, nnd Ates Urgn. “TFelia and ‘pnni'\h Tredition”, Music
and_Mu: v 18 (12) August 1908, L24-29.
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In the still-life at bottom left of the final Le Tricorne

Grop-curtain, the Jabel on the bottle roads "XER..., AMO..

(Fig.85). The inclusion of word-fragmonts as signifiers was one :
1 of the distinctive characieristics of Picasso's Cubist paintings
from 1911 omwards. The words or fragments of words included in
3 these paintings usually referred to cbjects or persons from
Picasso's immediate reality, but the significance of the referanca ;
N was gennrally of a complex nature.?'” Usually the words inscribed
. on Cubist hottles refer in the £irst instance to their contents,
gonorally seme form of alcoholic beversge. This can be seen in the :
many bottles bearing the words "Yieux Marc", "Bass", or, as in the i
case discussed ahove, "La Negrita”, As was seen in the lattor case,
the words not only refor abjectively to the contents of the bottls,
< but may alsc be understood to contain a mors allusive meaning. In
. line with this process, en interpretation of the bortle boaring

' Ty the word-fraguents "XER...AMO..." which is conpruent with the ob- :

vious Andalusion context of the Le Tricorne curtaln, can
confidentiy be mads. The first werd is a fragment of "XERES",
¥rench for ‘Sherry’ and for Jerez, the Andalusian town of origin

of the famous Spanish drink.'*? This sdentification is made even

b

i
U— ! 347 o spacific cases, thase af "Ma Jolte” and “La Negrita" have
N veen discussed above, pp.128 and 141

. See Alec Gold (ad.), hines and Spirits of the Yor)d, London
. 1948, pp.362-377, for the BistoTy of sherry and a Glscussion
of is various types, See Rubert Rosenblum, "Picassc and the
S i Typography of Cobisn" in Golding and ‘onrose weds.), Pieasso
in Kevrospect, p.37, for a discussing of the labelling of al-

N oRoles dritke in Plossse's Gubist vorks. Romenblns notas
(n.56.p.186) that Juan Grix suggested his Spanish identity "by

the inclusion in his still- hfas f such elcohols as Jerez de
1o . At loast two other works of
Ticasso trom 1919 inciude sp!-c)ﬂcally labelled Spanish alco-
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wore 8pecific by the second word-fragment. Two well known types
of Sherry are the Amon.illados eand the Amorosos.’*? Picasso's
bottle may thus refer to ope or both of these drinmks. ‘A’
however, also has other comnotations. It ds o part of the verb
"to Tove' in Latin and most Romanc languages. The words on the
labe' thus read I love sherry' or 'I love Jarez', an unusuvally
vociforous declaration of national identity for Picasso, and one
possibly encouraged by his recent return to Spain and his associ-
atfon with de Falla who stromgly supported s return to a truly
Spanish form of misic. Just as the Pargdo curtain had made refers
ence to French nationalism st & critical juncture in that natien's
history, so reneWed assaciation with his birthplace may have in-~
duced Picasso to include a hidden protestation of patriotism in

the Le Tricorne curtain. Iu seams worth noting oo, that one of

the characteriscics of sherry links it to idoss of immortality.
Sherry grows in vitality with ege, bocomes more
pungent, gats fullor-bodied and incraases in alco-
holic strength. This 15 the reverse of what happens
with & human being who, when age advances, gets
facble and loses strongth end vizelity. It can be
said of a sherry that it will 'never die',’*"
Tt s possible rhat Picasso was aware of this characteristic of
his national drink and, s¢ in the case of La Negrita, he evokes
far more than the description of a bottle of aleohol with this
imago. The personal references contained in the sherry bottle are

enhanced by Picgsso's signature in the opposite corner of the

holic drinks in still-life compositions. They are
Qporto_ond Glass (Fig.86) and The Botile of Malags

3% Gold, Wines and Spirit d, pp.370-371,

B hid., p.377.




curtein (Fig.88): "Picasso Pinxit 1919”. Picasso did indeed paint
the mojor part of the curtain’®' and the imsplration for this
large, bold and clear inscription may have come from Ingees in
whose work Picasso showed a marked interest at this timo,’*? ingres
dnscribed o number of his works with Latin logends, and one in
particular, the painting of Bathars in the louvre known as The

Turkish Bath (1862: Fig.89) is inscribed "J.Ingres Pinxit MDCCIXII

ATTATIS LRRKITY %7

As Rosenblum has shown, early in his career Picasso demonstrated

a self-cor

sciousnoss as regards the typographical form of his

signature.’®" Although both Picasso and Brague studiously avoided

*1 See  Viadimir Polunin, The__Continental

Painting, Lendon 1927, p.55, and Coopor,

The relardonship of Picasse's style during this period to that
of Ingres and classicism generally will be discussed bolow in
relation 1o the sevs [or Py

Patricia Cundon. Mmjerie Cohn and Agnes ‘longen, In
Pursuit_of Per The Art_ 0. logres, ExnibieTon
GCatalogie, 4.8, spnm At Muscun, ieuisville and indiona Unie
vorsity Pross 1984, p.125. DPhoebo Pool, “Picasso's
Neo-Classicism: Second Period, 1917-15", pp.198-207, suggests
ingres s an nfluence, and notes (p,205) "rnmmxscrncus Jof
Ls- _Bain_turc #p the [ino rhythmical drawings of [Picasso’s]
Bulaneuios done ot Biarzivz in 1918". A parallel which \ms not,
to my knowledge, been noted in the literaturc is the curious
resenblance betwosn the standing figure ju tie middle ground
a lngzm‘ painting apd Lhe mantilla-s wearing Spanish women of
the I rne droprenvtain. Ingres' f gure wears 8 bright
yallows 5078 peadgeor shose deapery contimues down ovor hor
shoulders and upper torso. The sharp outline of this figure
and her costume as woll as her profile siance rocall a number
of the remales in the studies for the Le Tricorne drop-curtain
and most ospecially the figure on the nalcony on the left of
Fig.78,

35¢ Rogenblum, "Plcasse and the Typography of Cubism", pp.&41-45.
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signing their paintings between 1908 and 1913, Rosenblum points
out thet

By 1916... Picesse once more hegan to tign bis
. pictures in an explicit way, except that now, in
many cases, his signature was the subject of the
same kind of metamorphoses which characterised his
cubist troatment of other ohjects and typographical
oloments,

The prominent signature av the botrom right of the Le Tricorna

curtain is unique on account of i's gize, ‘ts clerity and its inm-

personal style. The announcement “Picasso painted this" on the
right hand side of the curtain operates in conjunction with the
statemont "I lcva shorey” suggested in 4 similar typographic style
by the bottle lsbel on the loft. I the Parade curtein Picasso
suggostod the complexity of his prrsenal make-up through the tri-
ple identities of harlequin, sailor end torerc. This disclosurs
had, however, remained largely hidden and unnoticed. A mote diract

statement of Lis own presence is manifest in the Le Tricorne cur-

tain, Having doclared "I fove shes " with patriotie Fforvour,

Pleassy leaves in fo daubt the {d  ©y of the "I". “Picasso

Pinxit,.." is more than a signature, i s an unambiguous statoment
sbout the parsonal significance of this painted curtain, cxpressed
O with a clarity of style which ¢ bound to arrost the spectator's

eye.

Although two of tho sketches for the action in the builring show
a bullfight in progress (Fig..90 snd 91) &t the final curtain
Pieasso chose to dopict a momont after the action (Fig.”5). In the

arena beyond the foreground spectaters, a presumably dead bull is

TS Ibid., pd2
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bedng dragged out of tho arema by a pair of horses. In Picesso's
work where bull and horse ave locked in combat, the bull usually
appears to bo the aggressor, the hnvse the innocent vietim; if the

bull is vieudm, it is gonerally men who subcuos him. The Le

Tricorne curtain is significant for providing one of the fav in-

stances in Picasso’s work where the bull is victim rather than

aggressor, 8¢

Th~ meaning of Picasso's bulls has been the subject of a numbar
of studies, with no definicive interpretation being provided,®’
Meaning shifts in relation to the context in which the animal is

portrayed.’®* Given that in the Le_Tricorne curtain the bull has

been slain su o traditional Andalusian bullfighc, certain assump-

tions can be made &s o the significence of this event. Yowig has

%€ Costallo, Picasso's 'Vollard Suite', p.264, provides support

for this contention.

Thore is o vast literature on this topic, most of it centoring
on the meaning of the bull in tcg.  Apart from tho
nonographs dovotnd to this work, Loo mumerous to list hers,
significant studies src E.B.Cantelupe, "Picasso's Guerniea”,
Art Journal, 31 (1), Fall 1971, pp.l18- Zl. lhrschel Chipp,

®uernica': Love, War ond the Bullfight
(2), Kinter 1973-74, pp.100-115; ¥.Darr, “Imns(’i of kros and
Thonates in Ploasso's ‘Guenica’”, Azt dourmals 35 (4). Sumer
1966, pp.338-346; MNary M. Gedo. YAt
Picasso's 'Guernfea'", qua arly,
p.191-210. Carla Goncliel
in 'cuumma”‘. Art__ o nma], 2% 2)
pp.106-112; and ¥illiam Proweller, "Pieass
Study in Visual Metaphor'. Art Journal, 30 (3, Spring 1971,
pp.24=28, Konig, "Pablo Picasso and the Corrida de Tores
providos a comprehensive sLudy of the mythalogical origins and
meanings miathing vo imagers of the bull. Costells, P:cn.

'Yollord Suite’, examines the meaning of the bull s y
fn that heries, but also Lhrows much light on the m-nning of
the dmage 13 Pieanso's agw

8% This {s of course the case with other symbols too. larlequin
is a case in point.
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traced the mythological origins of the bull and the ritual of bull
slaughter from Mesopotamia, whare "...as a vigorous lifa-giving
force the bull became a fitting omblem of the sun, rising ows of
the ses",?®® 1o the Mediterrancan. whore the animal is first spe-
cifically associsted with reruirection via the Dionysus myth. Tae
slaughter of the bull in the Spanish bullfight derives, at least
ia part, from ancient ro-enactment of this myth in which Dionysus,
in the form of & bull, was torn apart by the Titans. The bull-goed
wan perpetually resiored to life, and thus the associstfon with
resurroction. '%® This interpretation accords with s modern Spanish

ceference to the bullfight s "...3 troe religious drame whers,
as in the Mans, there is adoration and ® God is sacrificed".?’®®
In the Sparish br11Fight, the moment ot which the bull is killed
is & "moment of truth™**} and the anfmal's sacrifice can be in-
verprated s an et of salvation or redemption ns s the case in
the Christian myth.’S? Thore 15 thus & significant difference ba-
tween slaughter and sacritice, und it is the sacrificial act with
Its corollary of rebirth and redemption which informs the killing
of the bull. Whilst che Poiade curtain oxpressed g bolicf in the
redemptive powors of art and of the artist by moans of a comploxly

structured motaphor, the Lo Trigorne ewrtain presents direct syme

%9 Konig, "Pablo Picasse and “he Corrida de Tores", p.2.

180 1bhid., pp.2-4, passim.

%1 Foderteo Garcia Lores, "Tieary and Functfen nf the Duende",
in Jotea od.J.L.G1VE, (Baltimore 1950), cited in Costella,

Pioasso's ‘Vollard Suite’, p.276

161 gostello, Pitasso's 'Vollard Suite', p.269.

263 ,5.d0, 1277, citing Marrero, Pi

_the Bull, p.34.
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1 bols of resurrection. Rainforcing the image of t.e sacrificial :

N bull gre at least twa other symbels of resurrection.

The first of these is the pomegranate proffered by the boy to whom

Ceoper refers as "a boy selling oranges”.?"* The fruit held up by

i this figure is not an oramge, but & pomegranate, {dentifiable by
- its triple-pointed top (Fig.92).>**® Although not common, the image
i of the pomegranate occurs in at least three other works of Picasso, :
: all pre-dating the Le Tricorne curtain; two Cubist still-lifes of ;
;.. - Autumn 1911, Vineglass and Pipe and The P + :
' (Figs.92 and 96), and a draving deting to Avignon, Summer 1913,
not jllustrated here.’®® In The Pomer-anate (Fig.94) the

triple-pointed "crown’ of the fruit can be - n to the left as it

€% Cooper, Picasso Theatre, p.40.

2% This dlstxnguishing feature of the frait
the final curcai:

s only visible in

7 VI:1220. Another possible example, later than the Le
Tricorne drop-curtain, mey be found fn the Stli-1life with
Plaster Head (1925: Fig.95). William J. Mahar, "Neo-classicism

q in the Twentieth Century: A Study of the Idea and its Re-
7 lationship to Selected works of Stravinsky and Picasso", PhD
Dissertation, Syracuse University 1978 (University Microfilms
. Internstional, Ann Arbor and London 1981) pp.519-522, ide:r i-
. fies the fruit in the centre of this painting ss & pomegransie
i and the sprig of leavss below it as a pomegranate branch. Al-
though MNahar discusses @eaning and metaphor in Picasso's

\ - cenvre, he does mot suggest any specific mesning for the
! pomegranate In this work. Rubin, Picasso the_Collection :
. of the Museun of Nodern Art, p.120, cells the freit an "apple”

- &nd suggests that the leaves ma; ba chose of the laurel. Apart

L from seeing an affinity between the "apple and & breast, Rubin

does not suggest meanings for these images. It seems likely
that this enigmatic work might be investigaved using the
metaphoric model. The presence in this same work of a toy
. theatre reminiscent of the Pulcinella set, and its overt sub-
ject of the artist's scudio, suggest that it may refer to
Picasso's view of his own work in 1925 vhen his involvement
in the theatre was drawing to a close. -
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appears in the curtain (Fig.92). The Avignon drawing

(not illustrated) shows a pomegranate cut open to reveal its com-
plex interior. The date of this drawing may be significant since

it coincidiu with the unfinished The Artist and His Nodel (Fig.54)

discussed above in relation to the Parade curtain. The povegranate
is a fruic whose hard exterior conceals an abundance of se~ds. It
is thus associated with fertility and fecundity and is related to
the symbolism of Spring:

In pagan mythology, [the pomegranate] was the ats

tribute of Proserpina, and symbalised her periodical

return to earth in the spring. From this pagan

sysbolism of the return of spring and rejuvenation

of the earth, was derivad the second symbolism of

the pomegranste in Ohistlan art, that of hope in

immortality end of resurrectiom.
Picasso’s choice of imagery allows for conflation of pagan and
Christisn mesmings, enriching the chosen wetaphor. The thems of
resurrection resonates strongly in the pomegranate image, since
it also has conmections with the sacrifice and resurrection of
Dionysus.

At Hexe's orders vhe Titans seired Zeus' mewly-born

son Dianysus... and, despite h.s transformations,

tore him into shreds a pomegranate tree

sprouted from the soil whers his blood had fallen;
but... he came to life again.?

The sscrificed bull and the pomegranate both refer to episodes of
rebirth relsted to the myth of Dionysus. Dionysus' spilt blood
is & life-giving force. The pomegranate symbolises the ensuing
rebirth. L- both the Dionysus and the Proserpina myths the fruit

s clearly symbolic of the pesitive associations of death - its

5T George W Vnrgusun. Signs_and Symbols in Christian Art, New
York 198}, p

%% Graves, The Greek Myths, Vol.I, p.103-4.




promise of resurtection, Cirlot confirms this meaning, adding
that

the predominating significance of the pomegranate,

arising from its shape and internal structure rather

than from its colrur, is the reconciliation of the

multiple and diverse within apparent unity. Hence

in the Bible... it appears as a symbol of the

oneness of the universe'.’Ss
In this respect then, the pomegranate echoes the role of the
ssar-ooversd ball in the Parade drop-curtain. Although the boy,
at irst glance appesrs to be offering his fruit to the three women
on his lekt, closar inspection suggests that this is not the case.
Like the couple, on his right, he is turned towasds the audisnce,
His left forearm and the hand yhich holds the fruir are closer to
the picture plane than is the figurs neatest to him. This can be
seen in the final drawing (Fig 76) a5 well as in the curtein {tself
(Fig.75). The foreshortening of his left forserm and the artie
uwlation of his left shoulder indicate a forwards, rather than
sidevays extension of this arm (i.e., towards the picture plane
and audience rather then in the direction of the group af women).
He doos not so much look et them as st the fruit which he holds
up for the real spectators to sea, dr'wing attention to the

symbolism of the curtain.

The third image of resyrrection in the Le Tritorne curtain is chat

of the swsllows uhich “flash across the arema”.’’® Like the

pomegranete, the swallews are found in the final curtain but do

hot appear in any of the sketches for it. 1n general terms, the

1% Girlot, A Dictionary of Svmbels, p.249.

178 goaoper, Picasso Theatre. p.40.
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swallow is the bird which heralds the arrivsl of spring and is thus
& sign of rebirth. This sywbolism is quite specific in the tradi-
tion of Christian art:

In the Renaissance the swallow was the syabol of the
incarnation of Christ. For this reason it appears
in scenes of the Annunciation and of the Nativity,
nestling under the eaves or in holes in the wall.
It vas thought that the swallow hibernsted in the
wud during the winter, and its advent in the spring
was looked upon ez & rebirth from the death-like
stete of winter. For this reason it also became 4
synbol of resurrection.’”?

It would scen that Picasso was aware of this traditional symbolism
from an early age. In a study for one of his early ofl paintings
on & religlous theme. The Cowmumion {(1897: Fig.96) swallows, not

unlike those seen in the Le Tricorne curtain (Fig.75) are inciuded.

swallows also occur in st least two other instances in Picasso's
work. Three swallows in flight appear in a series of sketches of
open windows, executed as designs for a lecterhead for Picasso's
dealer, Paul Rosenberg, during the winter of 1918-19.°72 In these
sketches the decorative curves of the balcony railing form the
initials PR - referring buth to Rosemberg, and to the artist him-
s81£.37% In 1936 the swe) ow image again accurs in comnection with
an extremely parsona) ubject. Three ink drawings disclose a
highly distorted fe sle Eigure, partly dismembered and comstructed
of & combination Jf organic and mechanical parts,’’* Two of these

drawings are titled Les Hirondelles in the Zerves catalogue

37! Ferguson, $igns and Sywbgls in Christian Art, pp.25-26.

272 7 ITI: 259-265.
773 pablo Ruiz.

TTHZ VITL: 168, 173 Lad 175,
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(Figs.97 and 98). In terms of conventional interpretations of the
images of threatsning females in the works of the pericd leading
up to Picasso's separation from Olga in 1935, it appears that these
drawings refer in some way to the monstrous image that Olga had
bacome in Picasso's imagination. In this context, the swallows
may porhaps suggest an impending rebirth for the artist once he
extricated himself from his involvement with Olga. The swallows

in the Le Tricorne drop-curiain, appesr &s & portent or sigs In

the sky. The other contexts in which they have been noted in

Picasso's geuyre are either raligious or persongl. These two

themes converge in the drop-curtain, the religious esbodied in the
bullfight and, porhaps in a lesser way in the image of the
pomezrunate, the personal in the references to Spain, Andalusie

and Picasso himsslf,

It fs difficult to give any specific meening to the remaining

Figures of the Le Tricorne curtain, Their static festures, calm

clegent postures and claborate costumes evoke & group of
Andalusian dencers, and their figure scyle anticipates the treat-
ment Picasso was to give to his depiction of dancers over ths next
few years. The couple at left have an air of refined clegance.
The man's hat and cape are suggestive of a matador, but his relaxed
stance appasrs 1o hove baen based on direct observation of ballet
dancers. This fs undarlined by his exaggereted calf muscles, a
comman physical charscteriseic of dancers (and especially of mals
dancers). and one which seems to lave atiracted Picasso's stten-
tion on other occasions teo, for example Fig.99. The studied pose

of the female figure on the left
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(Fig.75) seams o ai.o reflect this type of direct observation in
which Picasso focuses on the stylisations characteristic of the
srt of ballet, The couple look out of the curtain and connect the
world of tho performence with the real world. In this they rein-
force the spatisl ambiguity set up by the still-1ife of bottle and
glasses. Tho three fomale figures on the right are in counterpoint
to the couple. They ignore the audisnce and form a close-knit
architectonic pyramidal group, their attention focused on each
other. They anticipate later appearances of groups of three fomale

figures in Picasso's work,”

Locsted in the context of the bullfight arema, these stylised
figures form a link between dance and che bullfight, both typical
forws of performance in Spain. Msssine, whose Spanish educarion
had been partly suporvised by de Falls, identified e parallel be-
tueen Spanish dance and the ballfight:

1 learned a great deal about folk-dancing from these
bulifightars; as 1 watchad them actively engaged in
the exercise of this sport..., I began to grasp the
underlying forocity present in such donces as the
farruca. 1 realised too that it wes essentislly the
same elements in the Spanish tomperamont which had
produced both their dances and their national
sport. 7

Much earlier, in 1894-5, Picasso had made drawings of Spanish folk
danzes, and Gaswon hes found references to "the ancient Andalusisn

folk dances, the fandange and flamenco..." in Picasso's poems of

7% gxamples are Thr

sprios (1921), the Three Dangers
11925}, and aiso the e two versions
of the Thrae H '(cj onlninmg male fig-
ures, are slso relevant. The sigmfu‘uncn of the group of three
W11 'be dfsousssd bolaw in the contexs of the Herew o sets.

25 Massine, My Life in Bollet, p.122,
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1935.2"" Lorca, whose work Thecry_and Function of the Duende has
been cited above in the discussion of .he bullfight, gaes on to
discuss Spanish dance in the same context. According to him, the

&

ge 45 a force present both in the bullfighter and in the truly
inspired or possessed dancer. For Lorca, dance, like the
bullfight, is @ religious expression. In both bullfight end the
dance the duende “does mot appear if it sees mo possibility of
death”.?"" Gasmen, who discusses the significance of the possessed

dancer {n the context of the

Dencers (1923) suggests that

the duende of Spanish folk dances would have beem present in both

Le Tricorne and Cuodre Flamegco.?”®

o Flen

In the Le Tricorne curtain, Picasso brings together the two events,

bullfight and folk dance, which contain the assence of the Spanish
prececupstion with the forces of 1ife ond death, o precccupation
Which 4s an overriding concern of Plcasso's art. The moment de-
picted horo is not, howaver, one of the heightened cmotion that
often accompanies these events. Rather, as signified by the images
of pomegranata and swallows, the calm prevailing among the dancer
flgures and the silent, stacic matador In the background,

struggle is ovar and the forces of 1ife prevail. This stave of

affairs is congruent with the goneval expression of order which

177 Gasman, "Mystery, Magic ané Love in Pleasso 1923~1938",
pp.644-645, citing poems in Gouters d'Are 10 (7-10), 1935,
p.190 and 236

ar mmn, "Theory and Function of the Duende in Gili (ed.),
g, p.130, cited in Gasman, "ystery, Magic and Love in
I cosso 1925-1936", PN

279 Gayman, "Mystery, Magic and love in Picasso", p.647, n.1.
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permoated much French arc immeciataly after the war. In both its

style and {conography, the Le Trier ne curtaln represents a re-

solution of Lensions perceived in the Pgrade curtain. Picasso's
confidont, even egotistical, clelm to its avthorship, his proud
avowal of his Spanish horitage and his deplction of the eriumph
of regenerative forces may be understopd to indicate that he had
regained his personal equilibrium after the disturbing events of

the wer years.

One further design needs to be discussed in order to assess the

full implirations of the imsgery of vhe Ls Trisorne curtain, This

is a small gousche from the Musée Picasso (Fig.100) which dow: not
appoar in cither Zervis or Cooper, and which secms Lo hava been
published for the first vime, in black and white, in 1980.7°

Surrounding & skotchy rendering of the lLe Tricorns drop-curtain,

framed by its red drnpes, ere four panels (twe horizontal and twe
vertical). Each of these pancls contains a large lozenge-shape on
& black background. Esch logenge is bisected vertically and hore
izontally inte four Lriangles, two of which are coloursd green,

ono brown and one blue, Superimposed on each of the two verticel

logenges is an abstracted guitar on a white ground. In the 1980
cataiogue this sketch has, not unexpectedly, been juxtaposed with

the Now York Muscum of Nodern Art's large Guitar (1919: Pig.101).

Thore is @ strong visual parsllel becween this Guitar and the four

lozenge pancls of the Le Tricorne gousche. In an narlior publi-

cation, Rubin dated tle Guirar to "early 1919" on the basis of the

399 Rubin (od.), P

Retrospective, p.213.
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date of the newspaper fragment pinned to it.’®! In the 1980 pub-
Hcation, however, it is dated "sutugn 1919". Both these dates

lecate 4t close to the periocd of the Le Tricorne commission, and

although no reforence is made to this in the catalogue, the close
Jjustapositon of the images there suggests that a conneciion was
perceived hetween them."? Rubin has identified the lozenge shape
as a sign for harlequin:

The heraldic and monumental fourecolored diamond
against which the paper guitar is pinned hes always
been read as a purely abstract, decorative motif.
But {t may be considored the ultimate graphic eb-
brevia.fon for Harlequin - an {nterpretatien cou-
sistent with  the relative proportions and
dispositions of the guirarist's prismatic figure,
and reinforced by the presence, at the appropriace
functuro, of the words
rinaire) which appear an the band of “msp:m.

The four multi-coloured lozenges of this L Trisorne design may
thus be idencified as signs for harlequin.’’* Although they ware
excluded from the fimal curtain, their prosence here associates
harlequin, or the artist's slter cgo, With the Le Tricorng curtain

as it hed been with

ade, Five yoars later, in June 1924,

%1 Rubin, Pizas
.104,

*'2 Rubin (od.), Pab)

142 Rubin,
p.104.

P4 Reff, "Picesso's 'Three Musicians': Maskers, Artists and

Brionder, p.131, rofors <o the guitar hold by the hirleasin
ns as " Spanish {nstrument par excellonce
and"one That Picncee had chosen 1o Paint & o yoncs sarlior,
against & diapond forn emblemstic of Harleguin, on the over-
Tricorne, o ballet se. in a Spanish vil-
Although Reff does not hare distinguish between this
study for the curtain and the curtain itself, it scoms cloar,
since he cites Rubin's work as a source (n.48, p.141}, that
it 48 the sketch (Fig.100) ro which he refers.
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harlequin was to reappear piominently in the drep curtain for an-

othor ballet, Mercure.

Mergure

The Mercure drop-caztain (1924: Fig.102) 1tke that for Le Trivorne

was subsequently cut down to the size of & large casel palnting
and is in the collection of the Musée Nationale d¢'Art Moderne,

Peris. McQuillam notes that the Meycure curtain was shown as &

prelude to all works performed by the Soirées de Paris, and not

confined to performances of Nercure itself.’’S This may in part

explain the shift in subject matter between the curtain and the

ballet's scenarfe. McQuillan suggests that the Megcure curtain in

its original state consisted of the large existing rectangle
centred in a neutral field, "something like the drop-curtain for

Le Tricorne".?**

In contrast to the spatial, compositionsl and

syabolic comples{tios of the Parade and Le Tricorne curtains, the

curtain for Mercure (Fig.102) is simplified and lyrical. &

guitar-playing harlequin and a violinist-pierrot stand, fleat, or
dance in an indeterminate space. In the foreground another
stringed instrument is ploced against o white fragment which

probably indicates a musicsl score.

Pew studies have been documented for the Nercure drop-curiain,

Apart from o single excoption (Fig.105) these have small dimon-

%5 McQuillan, "Painters and the Ballet", p.634.

s g,

181




sions and use & nediunm of pastel and Ink on g .. textured
paper.?%? The matt effect of the pastel was preserved in the final
curtain by the use of tempera.’'® Two studies of pierrot (Figs.103
and 104) anticipate almost exactly the form that this figure will
take in the final curtafn (Fig.102). Of these two studies, Fig.103
explores the pierrot with & rather more tentative, meandering
line, while in Fig.104 the notion of positive and negative limes
is suggested. As the black line traverses the dark right side of
plerrot's form it is trausformed into a white 'shadow' of itself.
This pictorial subtlety is, however, mot found in the Final cuzs
tain, Two further sketches {(Figs.105 and 106) represenmt ideas for
the arrengement of two figuzes in space. In Fig.105 the pierrot
and (less clearly) the harlaquin of the final curtain are idem-
tifisble. In Pig.106 harleguin (on the afc) is recognisable, but
the figure on the right is, if fdentifisble at all, an extremely
skotchy sign for pierzot. In this study (Fig.106) @ linear frame-
work behind tle figures attempts to locate them in some sort of
constructed spatial setting. Two unpublishad sheets from the Musée
Picasso (Figs.107 and 108) would sppear to camplete the inventory
of studios for the Mercura drop-curtain. The first of these
(Fig.107) contains throe separate sketehes on & shoet of 20 x 2Zcm.
Only the lower, lavger sketoh is identifiable as a study for the
Mercyre drop-curtain.’*® In Fig.107 harlequin and pierrat are seen

%7 polunin, The, . inent d of P ing, p.79, com-
mented ol the size of these designm '“nm dmgm done in
pastal, were no larger than a match box".

% polunin, The Continenta: Scens Palning, p.79, re-

¥ ethe
called the trckuical difficulties involvod.

9% The two upper skeichos which are extremely small and whose

187




against a flat background of brown earth and blue sky. Pierrot is
coloured black snd white while harlequin is yailow and reddish
brown. The final curtain (Fig.102) seems to have been translated
directl: from a small sketch (Fig.108). Apart from variations in
the background colouring and the obvious difference in scals, the
two works are {dantical. It Is in this sketeh that & musical in-
strument énd shect music appear for the first time in the fore-
ground, and that harlequin and pierrot are first placed an an
irregularly shaped ground that evokas parallels with this musical
instrusant, In the Mercure drop curtain harloguin and his com-
panion plerrot are the sols figuras snd principsl indges. In order
to identify the specific role of the Commadia dell'Arte figures
in the Mereare drop-curtain, it s necessary ta contextualise
their appearance in Pleasse's oeuvre.
Picasso can hardly be credited with originality ip selecting the
tigure of harlequin as his alter ego.

From the time when he first stepped onto the stage

at the close of the seventeonth contury down to

modern days. .. [harlequin] is the person who has most

sacurely saizad upon the imaginetion alike of the

genoral public and of the intellegentsia.’®
Like the othier Commedia dell'Arte charnciers, harlegain is com-

pounded out of & molritude of different cxperionces and charace

imagery 15, as @ result, impossible to dofine, could be idoas
related to Lhe Mercure sets. This concluslon is arrived at
through considerntton of the way in which those skelches are
"framed’ on three sides only, irdleating the prosconium arch
which appears in the set designs.

2% Nicall, The clenuin, .68
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teristics - as expressed in the infinitely varied dramatic
opisodes of the Commedia dell’Arve.

In the cumulative nature of their characters, the

figures of the Commedia dell'Arte San be likened to

the gods 4nd heroes of Greck myrhology.
Although volumes have been written on havlequin and the Commedia
dell'srte, surprisingly little is revesled sbont his qualities.’®?
It is generally agreed that chief among these are his physical
agility and scrobatic prowess, allied to which s & certain mental

adroitness,???

Rarely does he initiate an intrigue, but he is
adroit st wriggling out of an avkwerd sitvation.
althougn he may seem a fool, bo displays a very
spacial quickness of mind.?

He is also variously described as amoral, impulsive, fond of as-

suming disguises, ignorant, witty, evkward, praceful, layal,

credulous, greedy, insolent, obscene, amorous and lazy.’

Harlequin provided Picasso with a type end a range of character-

istics from which the artist could select and upon which he could

elaborate specific meanings.’’®

I Ibid., p.23.

Extensive bibliographies &re included fn both Nicoll, The
Yorld of Harleguin, and Cyril Beaumont, A History of th
Farlequinade, London 1926.

Nicoll, The World of Harlequin, p.70; Beaumont, A History of
the Karieguipade, p.50.

** Nicoll, The World of Harleguin, p.72.

%% Nicoll, The World of Harlequin, pp.70-74; Beaumant, & History
of the Harlequinade, pp.46-50.

16 5ilver, "'Esprit de Corps': The Great War and French Art
1914-1925" pp.161-3 and pp.304-6, has interpreted the popu-
larity of the Commedia dell'Arte as a theme in the immediate
post-war art of Picasso as well 8s of Saverini, Gris, Metzinger
and Terain as. on the one hand (p.162) "a paradigs of noymel
collective behaviour” and on the other (p.305) an expression

184




The origins and meanings of Picasso's Commedia dell'Arte charace

ters have been traced extemsively In the lirerature.’®’ Piorrat's

£irst appearsnce dites to & watercolour of January 1900,%°% wh.
Picasso made in Barcelons es a design for @ poster advertising a
New Year Carnival, and the earliest harlequins to ebont & year
later when Picasso first visited Pards. Sitwall suggests that
Commedis dell'Arte characters in Picasso's work may have had their
source in the ongoing and living tradition as it existed in late
13th century Spein: -

A11 through his carees he has painved harlequins.

They must have been one of the strong impressions
of his childiood, and in his early pictures on this

plete with clown, prostitute and harleguins,”>®

of & "latin" culture and way of life that conncted civilised
values. Although Silver claims (p.305) thar "by 3924 the
tzoupe of Italian players seem to have arrived at their zenith
of prestige", it is difficult to simply locate Picasso's
fiezoure drop-curtain within that context. In the first place,
harlequin, as has been shown above, wes a long-standing sym=
bolic element in Picassa’t work. In the second, the deliberate
ways in which Picasso elaborated this syabol into specific
metaphorical oxpressions, discloses a process far remaved from
the Lanslities which Silver perceives in many of the
harlequins painted by Picassa's contemporaries sround 1924.

¥%" See especially Ellen MH.Bransten, "The Significance of the

Clown in Paintings by Daumier, Pirasso and Rouault”, Paeific
Arc_Review, 3, 1944, pp.21-39; Carmesn, Picasso: The
Saltimbanques, Jobnson, “Picasso's Parisien Family and the
Salcimbengues” . Ratcliff, “Picasso's 'Harlequin's Remarks on
the Modern's Harl uin”, Raff, "Haxlequins. Saltimbanques,
Clowns and Fools”, "Picesso's 'Thrae Musicians': Maskers, A:t-
ists and Friends", Rubin, Pzcasso in the Collection of th

Mu of todern Art. and vn Blayikenhagen, hicissc”and

cun_o
Rilke, 'ba Famille des Saltimbangues
9%z XNI: 127,

Osbert Siwvell, in rhe preface 1o Cyril Beaumont, A History
of the Reriequinade, pp.xv - wvi,




Although Sitwsll suggests a likely source, his interpretation is
somewhat limited. From the start Picasso eschewed the performance
and fairground ambience which Sitwell evokes, in favour of the
solitery, alienoted aspect of performers, ldentified with the
figure of the artist, This was in line with the French 19th century
literary tradition as enemplified by Banville, Daudelairs and
Mallarme gnd continved into the 20th century by bpollinaire and
Max Jacob.*®® In the works of these poets. harlequin becomes
conflated with the more gemeralised figures of clown and
saltivbangue (the latter defined as an scrobat or tightrope
walker) and loses his specific Commedfa dell'Arte identity. This
process is parallelled in Picasso's early work where harlequin is
never found in the compamy of other Commedia dell'Arte
rharacters.*®! In the Rose period peintings, alongside the idan-
tifieble figure of harlequin are Figures variously {dentified as
acrobats, clowns and saltimbanques! It is only in 1917-18 that
harlequin makes his first appearance in the company of pierrot.
Pierrot, the white-faced ancestox of wedern clewns wes a French

addition to the Italian Commedia dell' Arte, and his role is even

%% For 19th century manifestations of this trad{tion, sse Ruhin.
“The Clown im 19th century French Literature"
bpoilinaire, see Marilyn McCGully, “Magic and T1I Tusfon din Lhe
Saltimbanques of Picasso snd Apollinaire”, Art Mistory, ! (4)
Dacember 1980, pp.425-434, and for Max Jacob see Judith N.
Schneider, Clown at the Altar: The Religious Poetry of Max
Jucob, Chapel RLY1, 1978,

xamplos i}lustratad in the presenc study are Harlequin (1901:

o x_@sn Agx\e. (1905; Fig.2), Two Acro

& Bag. The_Death of flar

Fig.48). The fcllcwmg furthér examples,

can be found in Daix and Enudahh:. Picasso, Tne Blue sng Kose

Perjods: vat. nos. XII: 1, 6, 10, 24, 26, 28 and the drawings
6, 11 and 18-21.
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less defined tham that of harlequin. He is usually characterised :
as an essentially cragic figure, simpleminded and generaily
frustrated in love, and can be identified with Watteau'

Gilles.*

4 more complete und ding of the ic role of

barlequin in Picasso's geuvre demands an interpretation that, as ;
Reff hss suggested, goes beyond the Immediate context of the
Gomnedis dell’Arte.

Clearly the Harleguin whon Picssso chose as his &l-
ter ego...was not only the costumad enterteines of :

the theatar, the fairground and the circus, but also :

the mythical figure who, in Jean Leynarie's words,

“under his fancy costume and jester's csp harbors

supernstural secrets bound up with his mercurial

agility, his overriding boldness. his collusion in \
the 5ub\:crranem forces and the kingdom of

death”.*

It is not coincidental that links can be made betwean the charace
ters of Mercurs and of harlequin. Cooper states that:
The episodes of the ballat as drafted by Nassine
were intended to evoke various sspects of Mevcury's
mythological parsonality: the god of fertility, the
messengor of the gods, the cunning thief, the
magician, and the henchman of the Underworld.®?
Like hevl win, Mercury is a multifaceted character. snd Picasso,
who has heen crodited with a large degree of responsiblity in the

devising and wounting of this ballet would have known this.

Willeford has shown that the harlequin, clown or fool occupies a

°2 Dora Pamofsky, "Gilles or Pierrot? Iconographic Notes on
Wetreau", Ganotte des Begux-Arts, 39, 1952, pp.318-30.

“°% Roff, MPicesso’'s Three Musicians: Maskers, Artists ond
Friends", p.513, eiting Jean Leymarie, Pigasso, p

“B% Coogar, p.56.



mysteriousty asbigyous position on the borderline
betueen good and ovil, order and chags, reality asd
illusion, existence end nothingoess.'?

Anong other things, Willeford demonstrates the relationship of

clowns in general and harlequin in serticular - ss & clown - to

these dualities, including that of life and desth. It s signif-

icant that at least four of Picasso's 'commemorstive' works diz-

cussed above, focus on the figure of harlequin.*®®

In

1905, Picasso modelled the head of a Jester, which may partly

have boen iaspived by his close friend Max Jacob.*®” In her ..udy

ot

Jacob's religious postry, Schueider shows how the comcept of

dua'ity is central to Jacob's work and demonstrates his use of the

clown imege to juxtapose “the mystical and the burlesque”. Her

exposition of this thesis is quoted in full:

ws

The title of the present study, Clown st the Altar,
comes from & 1ist of elternative tities proposed by
Mex Jaccb for Les Penitents en maillots roses.

of the paradigmatic substitutes suggests the anti-
thesis of the mystical and the buriesque...At the
time Jacoh wrove these poems, the clown wis an oS-
tsblished archatype in literature and painting. Yet,
although the theme had become & cliché, the contexts
created hy Jacob invested the figure waih renewed

Welsford, E. in the preface to Willeford, The Fool end his
Sceptre pp.ix-x.
The Saltimbsngue Fam:

Ly
Rarloquin (1915) and the Three
Jrop-curtain may now be addnd to th

of la‘rh-grig (1906),
15

21). The Parade

(1905), De
51

Pearase, Plc: #is Lifo mng Work, p.11é, writes of this
brouze: "t was begun late one evening after returning home
trom the cireus with %ax Jacob, The clay rapidly took on the
appoaronce of his friend, but next day he continued to work

and only the lawer pert of the face revained the
Tikeness.  The Joster cap uas sddad as the head changed its
personality”. This account, probably derived from distussion
betwesn Penrose and Picasso reveals graphically Picasse's
method of transforming the known into & symbal.




pootic force. Inhis life and in his texts, the clown
embodied the principle of contradiction...The
condensation of contraries, the alternstion of op=
posite states, the ASymmetrical couple or double
nan, those movements of division associated with the
clown motif, in Jacob's writings, reached the pain-
g4l Lntensity of a quest for identity, as well as &
salvational Passion: “Tous mes cris et tous mes
eerits/ au cerrefour dy crucifixl

While the relationship between the works of Picasso and the poetry
of Max Jacob has hardly been investigated by scholars, their tlose
personal relationship which begen in the spring of 1904 when the

two young men first met and shared 8 room at the Bateau Lavoir,

and lasted until 1921 when Jacob entered a monastry, is well
known.*?* In 1918 Picasso made an etching of pierrot as an illus-
tration for a volume of Jacob's Phanerogame - the story of & man
who flew by flapping his thighs.’? It is certain thst through his
contact with Apollinaire, Max Jacob end other writers, Picasso was
aware of the demse meanings which attached to his alter ego,

harlequin.

The seven year period betwsen the Perade curtein of 1917, and that

for Mercure, is characterised by a simplification of elements
which signify content, sccompanied stylistically by an incressing

ewphasis on linear elements. This progressive linearity is the

ifestgtion of an 1 ity end shstraction.

pw:s-"e, Schneider’s quotation
o crists . baris 1947, p.60.

*O% Sohnedder, Clown ot
is from Max Jacab, L.

Tn 1915, Jecob, & Jes, ceavertes to Roman Catholicism. Picasso
scted as his god(sther at the official ceremony, Aftor this
they did not associate as closely as they had in the past, and
the friendship was sloost completely ot am end by 1921

“¥% [ 1bin (ed.), Peblo Picasso. 4 Ketrospective, p.195.
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In the Mercure curtain abstraction of line is emphesised by the

separation of linear and chromatic elements. The single moving
line which describes each figure, emphasises the drawn, insub-
stantial quality of the forms and at the same time underlines the
organic shapes of the musical Instruments.®’' Yet there remains &
reference to three-dimensional volume i the thickening of the
lines to demots a volume curved into space whers tha limbs of
harlequin and pierrot bond st calves, knees And clbows.
Harloquin's motley costume is hardly described, but the essential
duality of his nsture gains by the simple juxtsposition of two flat

colour areas upon which the linear form is superimposcd.

In the drop-curtain (Fig.102) harlequin and pierrot with their
nusical instruments hover ghost-like in & vague landscape locased
outside of tims and space. Their non-specific nature suggasts ox~
treme froedom in the interpretstion of their meaning, The spatisl

ambiguity of the Parade curtein, and the need to invalve the au-

dience directly ir the performance as expressed in the DLe
drop-curtain, have here given way to an ideal concaption of space.
Only the atmospheric biue background suggests a third dimension.
The upper curve of the landseape behind the figures makos a visual
parallel with the familiar double-curved outline of Picasso's
Cubist violins and guitors, here seem in the hands of the two
protagonists. The four ircegular linos which serve both to sepa-

rate and 1ink the two figures, create a visual play on the strings

*11 This 1inear preoccupation is paralleled in other works of the
period, specifically in the drawings later used as {llus-
trations for Balzac's Le Ghel_d'pewvre inconny, published by
Vollard in 1931.




of the instruments ant the lines of music on the white sheer in
the foreground. It is difficult to identify the musical fnstrument
superinposud on this sheet. Cooper describes it us a guitar and
suggests that it might be " symbolic referesce to Mercury's in-
vention of the Iyre”.*!'? Although the lyre is an antecedent of
modorn stringed instruments, an assumption such as Cooper has made
doss nov take into account the form of the painted instrument.
While this form is not defimitise it does not seen able to be
stretched to encoupass esther the shape of a lyre or the familisr
double-curve of Picasso's guitars.'!’ Reference to three

still-11fes fi3m the same period, Sgill-14fo with a Gake (May 1924:

Fig.109), The Red Tablegloth (1924: Fig.118), and Mandolin and

Gujtar (Summer 1924: Fig.111) suggest a more likely idencification

of the musical instrument in the foreground of the Mercure

drop-curtain  with the mandolin or Iute-type instrument seen in

these works, Nandolin and Guitar clearly differentistes between

the two instruments by juxtaposing them, In The Red Tablecloth

(F4g.110) the parallel with the instrument of the Nercure curtain

is enphesisad botn by the adjacont sheet of musica] notation and
by tho abstracted red ‘shadow' area underiying the iwstrument
which recalls the abstracted shape of 1ts counterpatt in the cur-
tain. Although the curtoin seoms at first to be a typieal and

unsxcepriona) treatment of the Commedia dell'Arte theme, the ems

*31 Cogger, Picassg. txe, p.58. McGuillan, “Painters and the
Ballet", p.635, refers Lo it es a lute.

1t should however be noted here that Picassa doos make refer-
enees to the yre In other works, and notably in the set dee
signs and final set for Parade. These will be discussed in
the falloving chaprer.
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phasis placed on the musical instruments and the concurrent use
of similar musical imsges in still-lifes, suggests that the themo
of misic presccupind Picasso at this time, as it had at others

(notably during the Cubist period).

Music wes also present, though less emphatically in the
guitsrist-torero of the Parade curtain. Its imagory rocurs
throughout the ballet dosigns, notably in the set for Parade and

in & number of the Pulcinclie designs. Musical instruments in

varying contexts abound in Picasso's oauvre yet thair significance

remains cbscure. While it is not within in the scope of this study
to provide a dotailed coverage of the thema of music in Picasso's

to it in the lit-

oeuvre, ion of some of the
erature will piovide & context for the interprotation of musical

inagery in the ballet designs.

Musical instrumonts and especially the guitar, appear early in
Picasso's gguvre. Johnson has noted at least twelve works which
contain guitars in the Blue period.*!* Focusing specifically on

the guitar, Johnson the 1901 Old Guitarist in a

symbolist contoxe in which there exists & correspondence botween
the guitar end the female identity. Linking the Spanish instrument
to the death of Casagamas, Johnson posits a Further aquation bos
tween the uitar and the notion of tragic love. Johnson's proposal
of a 'correspandonce’, howover, depends on one image acting 48 a
substitute For wnothor and mot on the idea of a mevaphorical re-

“1% Ron Johnson, "Picusse's '0)d Guitarist' and the Symbolist
Somsibilfty", Artforum, 13, Summer 1974, pp.56-62.




shuffling of images and parts of images. .\s such, the intarpreta-
tion of musical content is restricted to the setting wp of &

one-tavone relationship botween image and idea.

It is during the Gubiet poriod that the iconography of musical
instruments is most proncunced. The Cubist still-life places eu-
phasis on the musical instrumonts by isolazing them from any pos-
sible narrative context. They are found either forming part of a
collection of objects, or in the hands of portrait subjects os is

the case in the 1910 ¥oman yith g Mandolin.

Golding's pionecring study of Cubism located the musical instru-

ments so compon to Cubist iconography within the notion of Cubism

as an art of realism: "The... musical instruments... were part
of tha cquipment or decorstion of many typical advenced studics
in Moncmartve”.*!® A 1310 photograph of Plcasso in his studie
(Fig.112) illustrates Golding's point, and 4 contemporary photo-
graph of Braque's studio undorlines it (Fig.113). The mere objec~
tive presence of such instruments doos not, hewevar, indicate how

they are Lo be interproted in the artist's work,*'®

“1% Golding, Cubism. & Risvosy and Amalysis (1907-1914), p.89.

3¢ ponrose, it ¢ , p.39, publishes the 1910 photon
graph and o the instrument as a guitar, which is in-
corzect. The assumption that the instrument in the 1910
photograph is one of the severad similar {nstruments visibla
in photographe taken 50 yours leter (Fig.114) doos supgest
that o partieular importance might he otteched o it,
notwithstanding Plcasso’s reputation as e prolific hoarder.
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The musical instruments in Cubist works cannot simply signify
their equivalents in the real world. Nor should their significance
be restricted to one of pursly formal interest as Rosenblua appears
to suggest:
The frequency of violins, guitars and mendolins may
ba better evleined, perhaps by the fact that these
instruments provi & convenient and easily
manipulable example In reslity of the purified pics
torial forms of early Cubism.
Becker proposes the uge of musical structure as a metaphor for
Cubist structure end compnsition.*!® In a discussion of verbal
references to music in Cubist painting, she suggests thst the
meaning of such references oxcends beyond that of simple
signifiers:
the words do together comstitute informstiot sbout
the musical praferences and tastes of the Cubists
as  well as  reise symbolic and  formal
considerations. ‘'’
According to Becker, in addition to signifying the instruments
themselves, the words point to some extra-musical object or ac~
tivity such as the femule body, the act of lovemaking, or the 8o~
tivity of drinking, the latter suggested in relation to Brague's
depictdon of the flute,*?* Thus she concludes:
Tho words about music usually evoke an object whose
prosence may not be oxplicitly drawn, but...ls fa-
cluded rather than denied...the words about music
themsalves describe concrete idoas and not abstract

*1? Rosenblum, R. Cubism and Twenti, iry_Art, New York 1966,
p.64, cited in Kayda Backer, "ihe l.m.!.er and Word in Cuhism:
Picasso, Brague and Gris (1911-1915)", Unpublished MA Disser-
tation, Cniversity of South Africa, 1979, p.9%.

1% Bocker, "Mhe Letter and ¥ord in Cubism”, p.99.
“1% Thid., p.93.

“%¢ 1bid., p.96.
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.The impor ant aspect of music in Cubism is
.ihe words bring the work firmly back to some
kind of reality.*?*

Although discerning an assocfational rather than purely referen-
tia) meaning n the minical imagery, Becker thus roturns to the

someept of € firm wonnection between the image aund 'realiny’,

The relationstip betweon music and the visual arts in the early
200k century was gemerally one of analogy, which reached back to
the Romantic domand emunciaved by Delacroix and Baudelaire that
painiing should atiain to the melod wox quality of music. This

or

ftion 3% eme  in which the ntangible and therefors

tramcondent harmony of musical torw s 5

up 05 a formal condi-

tion Lowards whoh painting, S0 exs

sally materialist, should
spire in ordor to itself achicve tramscetdonce. This line of
hisking §s pursued o the Uheoties of Gauguin, Yarisse and

Raninnk

. leading uitimately and fuwevitably to abstraction of
prlnted  form. A similar wotion of transcendence informs the
Sirteschoan view of music as the metaphysical statement of trag-

edy. Jumsson has suggested the influence of Nietzsche in The_0ld

Guitirist. He lioks Sietzsehe's ddentification of . edy with

e

w10 o Picasso’s figere of the "tragic” guitarist whe is alse a
manieaan and @ Nietzsclean here. ** 16 we look to Nietzsche as a

woren it becomes £loar that thiongh hie reading, especially of

Birth o

gedy, Proasse would hove been familiar «ith the

wry

o, g 101
*TT fohason, “Picasse’s 'oL3 Guitarist’ and the Symbolist Sensi-
biinty”, pp.el-al. For a seueral disamssion of the influsnce
ot Nietzsche see above, Chapter 1.
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notioa of music o3 4w expresslon of artistic {nspiretion. In The

Birth of Tragedy Nietzsche outlined the supreme transcendsnt po-
sition of art in gencral and of music in parziemlsr. Picasso’s
insistent musical imagery, though located in his own immediste
enviremment, is linked to Nietzsche's insistence on "the superi-
ority of figurative and mythical language' which is identified

with music.

Nietzsche's words for 'ir be an arcist' ere treibe
Husil which by stself = ans to 'practice mmsic'..,
Husik has a wider sense here, the sense of the Greek
ward from which it derives... mousike. This wurd
usually means poetry sung to music.
particular, but lso the erts in general.*?’

In the context of the symholism of musical instruments in Western

art, Winternitz has observed thot:

the interest in instruments is not confined to &
consideration of them withis & purely musical con-
text. They carry meaning beyond their Function as
tools - chat  is  heyord  their  cwsical
significance...*7*
Investigating the relaiionship between music and poetry,
Winternitz rraces the image of the inspired musician to the Ren-
aissance where it is embodied in the form af mythoiogical figures,
chiefly those of Apollo and Orpheus. This tradition coincides with
an age in which ‘celebrated virtussi... improvise the
accompaniment... on the lira de braschfe or viol or (mce *®*
Stringed instruments were gemerally regarded as a symbol of noble

music os opposed to wind instraments which had comoraticns of

Euanuel Winternitz,
in Westers Act. Londow

Thelr Swmbolism

“2% Thid.. p.205.
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lasciviousness and physicality, end it is precisely the stringed

which were ionally i with artistic in-
spiration, In Nietzschean verms this dichatomy can be identified
with the Apollonisn and Dionysiac impulses respectively.*?® This
dislectic allows an approach to the meaning of musical instruments
in Picasso's geuvrs. Stringed instruments connote tha more lofty
ideals of poetry and artistic imspiration, whilst wind and per-
cussion instrusents are assecisted with seisuous, ecstatic and
anti-rational modes. Since vhese two currents are clearly present

in Picasso's peuvre (though not always clearly distingnishable)

it seems ressonable to attach this kind of meaning to his imagery.

Both types of instrument oceur in Picasso's oeuyre. Ris swareness

of the distinciion in meaning suggested here can be confirmed by
the context in which such instruments occur. It has been suggested
above that the drum, especially as it occurs in the crucifixion

ritual, has Dionysian fons. A similar i will

be made in the next chapter concerning a tambourine-beating figure

in the Parsde set.

The overt musical imagery and presence of three different stringed

instruments in the

rcure drop-curtain can thus be read as a

statement sbout music in its widest and most elevated sanse, - &s
poetry, and specifically, as poetic or artistic inspiration. The
deliberate exclusion of a definition of time or place emphasises

the ideslistic nature of this imagery, Thst the musicians shomld

%€ Thus, while Johnson emphasises the primitive, spontaneous and,
in Nietzschean terms, D)onysiuc sspocts of folk-music as being
relovant for can be argued that, as &
stringed instrument the g.uiux is, in fact Apolloniar.
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be an abstracted herlequin and pierrot is fitting too, for these
are mythical persons with shifting idenciries. Noreover, their
mode of performance is one of improvisation, the very quality which
defines artistic inspiration as a process of free creativity.‘?’
The Hercure drop-curcain {s neither simply stylistically evocative
ot thematically a replay of a well-known Picassean subject. Style
and subject are meaningfully uwnited in & simple vet concentrated

metaphor which proclaims the transcendent nture of true artistic

tnspirati might be ibing the Commedia

doll’drte musicians of the Mgrcure curtain when he writes:

All the mythical musicians... ave mere symbols of

the power of music, and some, the sclitary fiddlers

and lutenists, possibly signify inspiration. 2®
The conflation of imagery and themes is a key aspect of Picasso's
symbolic and sign lang age. The works demand to be read in such a
way that distinctions between categories such as Commedia
dell’Arve, Greek mythology, Christisn iconography, as well as
perceived reality are broken down, and images are enriched by

virtue of their compound and complex nature.

*?7 Winternits, ¥usicel Instrumenis and their Svmbolism in Western

Art, p.37.

2% Ibid., p.205.
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V1. THE SETS

Picasso's designs for the stage settings of the five ballets invite
separste consideration since both their structure and function
differ significantly from that of the drop-curtains. While the
curtains functioned in & more or less pictorial manner, the sets
demanded the creation of & spatial environment which encompassed
both the real (in the sense that they defined the real,
three-dimersional space of the stage) and the {llusionary (in that
they created the srtificial snviromments dictated by the ballets'
cenarios}. This tension between reality and illusion is evident
in many of the preparatory sketches. The actual method of con-
struction of the sets changed with each ballet, moving in & ganeral
direction of greater simplification. This claim requires elabo-

ration and will become clear as each of the sets is discussed,

A major problen eucountersd in assessing the sets is that virtually
nothing remains of the actual sets created by Bicasso. In one case

only, thar of Cuadro Flamenco is there anythung left of the ori-

4as

ginal set.*?* Tu the case of Parade and Le Tricorne revivals of

429 Cooper, Picasso Theatre, pp.51-52, cites Serge Grigoriev's
account of the way In which Diaghilev converted both the be
Tricorne drop-curtain and the Cuadro Flemenco set into
sajesble paintings in Pecember 1926 by cutting them into

3
i
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the ballets occasioned reconstructions of the original sets (of

which there is no surviving trace) and with Puleinella and Mercure

neither of which were revived after Diaghilev's death, only & few

black and white taken during remain.

Parade

The only surviving record of the original set for Parade is &
single black and white pheograph contained in the Kochno Bequest
housed in the library of the Paris Opera (Fig.115). This photo-
graph does not reveal how the varfous elements of the stage setting
were disposed in a three-dimensional spece. The sot was recon-
structed by the Civy Centre Joffrey Ballet for its New York ravival
of Parade in 1973, Axsom, who cxamined this reconstruction, dia-
grams its spatial arrangement (Fig.116). According to him the set

consisted of & plain white backcloth or toile de fond and in frent

of this a framing cut-cloth on which the false proscenium was de-
plcted. The 'legs' were painted &s trocs (the downstage pair), and
buildings.*?® The balustrades were separate fres-standing elements

placed betwoen these legs as was the shrubbery or bush on the right

smaller units. Accarding to Caoper, the four separate frag-
ments of the Cuadro Flamenco Set went to different col-
lections: "The upper box on the left is In the possession of
Picasso himself, thau on the lower lefr belongs to Mr
J.K.Teanhausoer of Now York, and the box on the right to M.Holft
of Paris; the basket of flowers bolongs to M.Serge Lifar".
On p.330, however, in the "List of Plates” to his book, Coaper
locates the Basket of Flouers (plate no.295) at "Galerie dos
Btats-Unis, Cannes", which suggests that It was subSequently
sold by Lifer.

43¢ pxsom, 'Parade'i Cublsm o5 Thestre, p.23, defines these as
"curtains Which were normolly used in addition to other
flanking scenic alemonts to block glimpses of bﬂckstage ond
ta provide ontrance end exit ways for the dancers"




hand side. The seven overlapping planes thus formed, appear ta
interlock and read as a single plane in the black-and-white pho-

tograph,

Thers are at loast twelve preparatory sketches for the Parade set.

Mos. are in pencil whila rhe one water-colour sketch (Fig.121)
scarcaly exploits its medium since it is dominated by black and
white with only limited spplication of colour, The studies for
the set, like the photograph, reveal nothing of this spatial ar-
vangement. All are composed of tightly interlocking spatial
planes, Depth is, however, indicated by dark shapes, generally
trisngular, which gct as pools of shadow as well as flat surface
patterns as seen, for ocample, atv the top left of Fig.127. Pages
from Coctssu's Roman notebook (Fig.117) which show him mimicking
this style, suggast on the one hand that at least some of Picesso's
sketches for the décor were made in Rome, and on the other, that
the &pparent simplicity of Picasso's Cubist style was difficult
to imitate.!

It ds difficult to esteblish a sequence for the designs, although
5 poncil drawing of the view from Picasso's window at 5 rue
Schoelcher, appears 10 b closely related and provides a conven-
ient starting point (Fig.118).*’? This landscape juxtoposes the

811 Gocteau's attempts are eithor too flat or teo volumetric. He
doos not achieve the synibesis of the tyo modes which maintains
the tension of Picasso's drawings

4%% pccording 1o the chronology in Rubin (ed.), Pgblo Picasso: 4
Retrospective, p.196, Picasso moved from rue Schoelcher in
June/July 1918, thus establishing a possible terminus post

guem for this drawing. McQuillam, “the Ba

aintors and the Ballet',
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straight lines of architectural forms and the curves of treetops
and smoke or clouds. Space is compressed, but & gradual diminutien
in scale from botton to top, signifies & movenent back invo depth.
There ave fow orthogonals, and despite certain anomalies, such ay
the row of traes on the right which appears to clinb up a slope,
& more or less strict frontality is maintained. This frontality
persists in a number of the sketches, for example, Figs.119-121.
Others, like Figs.122 and 123, though still predominantly frontal,
shoy a greater spatial complexity. Figs.124-128 elaborats on this
spatial development. Although the sequence of the studies cannot
be known with certainty, they will be discussed in the sbove order

which suggests a linear development.

In Pig.119 Picasso presents the barest outline of the set - a
rectilinear proscenium azch, superimposed on a landscope consiste
ing of & mlti-storied builiing at the left with vaguely erganic
forms close by, perhaps indiceive of trees, clouds or smoke, In
the foreground to the right, is a pedestal supporting en ornamental
shape, Next to this is a vestigial rounded shapa which has baen
cut Off ot the bottom by the format. This curious shape may siguify
the head of & spectator or it may possibly indicate the stage

footlights.

Already in 1915 or 1216, Picasso had {nvestigated the relationship
betwoon audionce and performers {n drawings and & water-colour
(Figs.129-131) which may represent some of his earliest ideas for

p.416, sces the rul Schoclcher drawing as an "immediate pred-
ecossor” for the set designs.




Parade. In these, auditorius and proscenium ave combined in a
saries of flattencd, overlapping planes. In Fig.129 the performers

on a stage, signified by fts surrounding fringed curtains, are

betveen & plane ing the arches of
theatre boxes and & foreground schematic ropresentation of the
heads of spectators in front-vow seats. In Pig.130 the composition
has been simplified but the basic eolements remain the seme, &nd
in Fig.131 although the surrounding aud:torium spsce remains, the
spectators at the sides have all but dissppearad. These three
sketches also have in commsn the image of an Apollonisn lyre,
placed on top of the proscenium arch, This imege is repested often
in the curtain and sct designs and its sign{ficance will be elsb-
orated later. Stylistically the flat plenes and geometricised
enatomies 1a these warks relate them te the style of the 1915

Harlequin. Since thoy also date to the early period of Picasso's

association with Coctesu, their subject matter suggests Picasso's
immediate rcsponse te the ballet commission.  Indeed, the
top-hatted men in evening dress fn Fig. 131 foroshadous the men-
agers of Pareda. The carly date of these sketches is significant
sinco it supports the contention mada earlier that Picasso did not
wait until 1917 to begin working en the Parade project. This par-
ticular idea for portraying spectators and spectacle simultane~
ously appedrs, however, to have baen sholved, although achoes of
it were saen in the first designs for the Le Tricome curtain

(Figs.77 and 78). Picasso was to return to it yot apain when he




Directly under Fig.119, on the seme sheet, is a rough but rela-
tively complote rendering of tho Parade drop-curtain. This indi-
catas thet the design for the curtain preceded that for the sat,
snd that Picasso had it in mind when he began to design the set.
In Fig.120 Picasso again sets up the proscenlum of his streat
theatre in & strictly frontsl way. At bottom left the flat rec-
tangle of & building s crossed by & diagonal, and & similar com-
biuation is seen on the right. These diagonals mey be road as
arthogonals, and atlow the surrounding architacture notionally to
move into depth, but the flatness of the drawing in all theso
sketchos seems deliberate. Picasso Reems to have boen avare that
although his set would be deployed In a three-dimensional space
on stege, it would alvays appear flat, i.e., with the space in-
torvals compressed, to the audicnce, and this tonsion is reflected
in the sketches, It should alsc be remembered that although it has
mot  survived, Picasso was simultencously working with a
three-dimensional model of the sol, and that the pencil drawings
may ropresent his throe-dimensional construction rendered on a
flat  surface.*?? This same sketch Introduces additional
{comographic olements. & circular 'spron' stage is indicated in
front of the performers' booth which is dacorated with a scelloped
band, & triangular shape, and buniing reminiscont of that found
wse

on circus tonts.**" The flag ot the apex of the trimngle has throe

verticsl stripes wilch may, refer to the Tricolour.**® At bottom
“*7 See above p.125

“¥ fowpare the triangslar top and sealloped edge in the Travels
1ing Circus (Fig.19)

3% Compure this with the [lags in Fig.s3.
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right is the outline of the heeds and shoulders of 4 group of
spectators. In the water-colour (Fig.121) flag and busting have
been removed, and the flat surface is 'penetrated' by a mumber of
wore or less solid black shapes. Of these, the two adjacent tri-
angles at top left and the ractangle to the right of the
'eircus-tent’ top would seem to indfcate the sky. The central
black rectangle, locked betveen two colour areas, suggests a more
distant backdrop of the painted theatre, while the other three
black shapes may be read as either receding or advancing, and thus
seem to floar. The entire design is onclosed in a thick black
frama, oxpanded in the bottom left corner where a black rectangle
surrounds a smaller white ome. This roverses the relationship of
black and white forms set up obove it and increases the visusl
tension batween space and non-space. Faiat vertical lines on the
apron stage (not visible in the illustratfon here) indicate that
it is a horizontal surface in spite of its being quite Flattened
on the picture plave. The spectator figures in the bottom right
foreground are given greater prominence tham previously, and a
mottled ares at wop right, elthough roctangalar in shape, signi-
fles the presence of traes or 4t least, vegetation, Picesso, re-
specting the cardboard-cut-out reality of theatre sotiings,
conceived his first desigs in torms of that reality and thus

paradoxically stressed their artificiality,

The sheet of Fig.122 contalns tWo skotches. AL the top the streat
theatre and {15 audience are framed by the curtains of a prosconium
areh recalling the red drapes of the drop curtain. In the lower

part of this sketch is an enlarged dotail of the sct which intro-




duces prominent curvilinear shapes at the tup on the right. Fig.123
introduces steps in the centre foreground, a balustrade on the
left, a fringed end scalloped pelmet patterned with shapos which
suggest gas lamps and above it an elongated rectangular shape with
& horso drawing an unideatifiable object, a dog and & 'sun' form
lightly drawn in, (Thess details aro somewhat faint and not clearly
seen in the illustration). Above this rectangle the shape of &
circus tunt reappeurs. At the left, a sharply angled building in-
dicates a backward shooting space which is countered at the right
by the £lsttencd form of a trac. Its foliage becomes conflated with
identicsl forms in the sky ares which read ss clouds and/er
smoke."’® The low balustrade separates performers from sudience.
This separation s emphasised by the steps leading up to the stage
ares. The anonymous endiance, now pleced in two growps, is a flat
faceless and  aworphous mass, & shadow of the real
three-dimensionsl audience. Above the stage, lifs and light fre
introtuced by the leaping horse and sun of the frieze, which con-
trest strongly with the figures below, and paradoxically point to

the groater reality contained in the arcifica of the stage set,

Figs.126 and 125 are the first sketches in which the top of the
inner prosconium arch is shiftad off the horizontal. Fig.126 com-
tains little detail apart :om & curvilinear, scroll-shaped
prosconiun and a single semi-circular shape in the foreground -
possibly the disappearing prosence of the fictive spectator.
Fig.125 can be compared with Cubist collage in its juxtaposition

LR rns correspond {n positfan to the curvilinear shapes
deatifind in the previous drawing.
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of different elements and styles. The proscenium erch itself is
Fragnented into & » » :s of interlocking and overlapping forms
which confuse tha oye and disallow the notion of any coherent space
apart from the flstness of the drawing itself. The curious freg-
ment of a fish-tail may ° d as part of a sea-siren ur mermaid.
Although the remaining elements of this sketch - the sloping
balustrade with ornamentsl vase, the buildings, tree and cloud
forms - are familisr from toc exawples discussed previously, they
are presented here in & greater pictor.al complexicy which defies

trsnslation into three-dimensional form.

In Figs.126 and 127 this complexity is organised into a more
structured rendering in which the imner proscenium arch, now
sloping eway from the horizoutal at & steep angle, defines & clear
space botwsen the surroundirg buildings, tree and cloud forms,

that indicate the streel setting of Goutsau's thédtre forain. both

these sketches include the gas lamps. end Fig.127 again introduces
& group of spoctators. Fig.128 is close te Fig.127 with tha
spectators omitted. & more scute angle between the floorboards of
the stage and the lower horizontal border of the sketch reduces
its flatness. The pentimenii in Fig.128 (not esstly visible in the
flluseration) show that Picasso was still thinking in terms of a
more ornate lnterior - indicsted by the draped and fringed pelmet
purtly orased in the centre, The sketch retains a combination of
roctilinoar and curvilinear ciaments which derive from the Cubist
works, but the curves are regul rised and geometric rather than

organic - giving a crisp and flatiened effeet. A strong foroground

[
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tension is maintained betveen rectilinear and curved forms as well

a5 between surface and depth.

Althoug' its basic formula is suggested by the series of sketches

just examined, the final set, &s represented 1e surviving
photograph (Fig.115) introduces some entirely nes, while
simplifying others to give greater visual : buildiy

are for most part confined to the side 'legs’ .. -

sar,  wid
& 'frame' for the inner proscenium arch. The exzeptior.
of windows to the upper right of the arch, fets morg

source than an architectursl feature, by rover:

PR

positive/negative relationship of the lateral bu:luings. Inter-

spersed with the 'legs' which represent architesture,
'legs' which  represent  trees, thus  maintuining  the
geometric/organic  inverplay of the sketches.'*’ T.g proscenium
arch combines the frontality of the first designs with -he angled
aspect of the later ones. The frontality is maintained by the
viewpoint adopted in the depiction of the peinted twisted columns,
scrolls and lyre which decorate the arch. Thesa decarstive ele-
ments ere given volume by a schematic chiarascuro, but the relsiive
lack of foreshortening presents & fronts! view to the audience,
In contrast, tne sharply rising horizontal line which pulls the
whole proscenium arch up to the lefr, notionally twists it off the
frontal plane thus alloving a conceptual peac ration of space in-

side the arch. The baroque-like curves of 1 - decoration interdct

jon of the 'legs’ follows the analysis in Axsom,

437 This discuss
arade’: Cubism a» Thegter, p.236.
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abruptly with the angular adges of the arch itself, and replay the

rectilinear/curvilinesr dialogue of tree forms and buildings.

The spatial complexity of the set is intensifiod by the black and
white shapes which form & background to the Lilted proscenium arch.
Furthest back is a white frontally placed triansle which rises to
en apex at the centre of the staga. This form can be equated with
the one signifying the circus tent in the early drawings. Its pure
lines also bring to mind the pediments of classical Greek
temples.*”’ The white area seen through the proscenium arch is nat,
in fact, on the same plane as this triangle. If we accept Axsom's
reconstruction, the white triangle would be painted onto the
framing cut~cloth, whilst the white ares seen through the false
prosceniun arch would be part of the backcloth. The white triangle
thus romsfns & discrete form. At the Sop of the secord white arem
(i.e., the one seen through the prosceninm arch) is e black,
right-angled triengle. Its oblique edge is continvous with the top
of the proscenium arch, while its base affirms the horizonsal from
which the proscenium arch hes been shifted. Like {ts white
counterpart, this black trisngie must logically be part of the
painted cut~cloth. The two triangles, black and white, encapsulate

the flat/frontal - depth/ob)ique dialogue of the set.

“12 otk the disposition and colour of these triangular forms,
anticipste the background structure of Gu a (Fig.23) and
espacislly the triangular forms between the head of the woman
who loans out of the +indow on the right and the slectric
1ight/sun above the hoist's heac in that work.
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The apparent use of black and white as dominant colours in the
Parade set is not fortuitous. As regards the reconstruction of the
origina} colouring of the set, Acsom writes:

There was very little no o on except the memories

of Massine and others who saw the original pro-

duction. Most accounts recalled thev the stage set
was considerably subdued in colour, although ir what

nanochzane sketch ip pele sepls or 1ight biovn. The
lyre gilded over the arch. Not very vividly, Soms

. dark green trees but not distinct. Nore a suggestion
than a reality",

. According to mnather source

Douglas Cooper was familiar with the few colours
Picasso used and advised Burbridge [the desiger
of the reconstructed set] on them. The set was pro-
doninantly black and white with some bright red and
yellow in the scrolls and lyre that decorated the
iun arch, and some dark green foliage in the

Sokolova, recollecting events which ook place wore than Eifty
years earlier, relates the monochrome of the set to Picasso's an~
alytical Cubist works when she describes them as skstches in "pale
sepia or light hrown”. Axsom netes thet
a correspondence of Picasso's style here with [syn-
thetic cubism] was gualified by the monochromatic
color, which was more npproprxuely agtiliated with
‘ the earlier Analytic phase of Cubism

This affilistion is not confirmed by other accounts which suggest

B thet Plcasso’s intention for the set was not 4n indetarminate

monochrome, aut a definite contrast of black and white, This

*1% pxsom, | Cubism _as Thaater, p.9%4, quoting a letter of
10 December 1972 from Sokolova to . Crawford, general manager
of she Joffrey ballet.

"4 LoNonaco, “The Gian: Jigsav Puzzle: Robert Jofirey Recon-
structs ‘Parade’™, p.4

4% pxsom, 'Parade’: Cu as Th

ter, pp.97-98.




epparent from the photographs, where & clear separation of black
and white areas occurs not only in the background geometric shapes,
but also in the buildings and the balustrades. Evidence is provided
by the scene painter Polunin, who recounts that in London in 1919:

Diaghileff asked me to revise Pareds in the
designer’s presence.... the scone needed serious
attention. Picasso complained that the latter,
hurriedly painted by some one in Paris, was unsat-
isfactory that it required to be repainted bafore
almost every performance. The black tones %o injured
the white and vice versa, that instead of glear}
defined black and white surfaces, there romained
only patches of nondsscript colour,**?

A contemporary critic confirms Polunin's account, and sdds that
in addition to the black and white contrest, the set contained
"pinkish tones":
To the left and right, the city, that is the high
sections of walls, riddled with black rectangles
which are windows. In 21} that, this delicacy, which
belongs to M.Picasso: & range of very subtle colours
with the white and biack which dominates. The en-

trance of the circus, gaping and illuminated, makes
a kind of whitish furnace.**?

The balustrades on either side of the false proscenium arch not
only comtime the black/white opposition, but underline the
shifting qualiry inherent in all such positive/negative relation-
ships. The left hand balustrade is white againet a black back-
ground, the right hand one is predominantly hlack against & white

ground. The informal style of drawing used for the uprights of the

“*2 polunin, The Continental Method of Scene Painting, p.59,
(italics added).

A% pnonymous, "Parade”, L'Opinion, 1 Jamuary 1821, cited by
MeQuillan, "Psinters and the Ballet”, p.415.




balustrade. mekes it somewhat difficalt to distinguish positive
form from negative space.'*® The odd perspective of the
balustrades is alsc relevant to this opposition. The left hand
balustrade diminishes in scale towards the odge of the stage, the
right hand one towards the centre. They provide a visual balance
to the top of the proscenium arch, since their repec.ed slope is
equal but opposite to the ons above. At the same time they appear
ot as mirror reflections of each other, nor as ornamental framing
devices, but as a repeated motif. Their departure from expected
symmetry underlines tho dialectinal mature of the black/white op-

posscion.

Prosceniun arch end balustrades are linked not only visually, bux

also thematically by the of & musical i as
& decorstive element in sach. The arch is surmounted by a lyre,
while the .end-plers of the balustrades are decorated with a violin
and a mardolin.**® The lyre is distinct from other instruments
depicted by Picasso « in this case the violin and the mendolin,
but also the various lutes, guitars, clarinets and drums in his
repertoire. Unlike The latter instruments which, whatever their

wore profound connotations, formed a part of Picésso's targible

44 0u the left, the white forms are stressed by black linear el-
ements in the sections between the round bulges. If the blask
poles of the right hand balustrede were unrelieved by the
patehas of white, Thore would ho & confusion of form and space,
and the essantial opposition hetween right snd left hand :
would be Jost. It i3 a muasure of Picasso’s visual acuity :hat
he compensated for this problem in such a manner.

xson isn s Theater, p.95, identifies thesa in-

struments & 1cQ\'nllnn, n, "Fainters and the Ballet", p.177, refers

o "mandolins”, Close inspection of availsble pl 5!
supports Axsom's identification.

P



reality, the lyre is rot so much a musical instrument as &
mythological attribute.'*® The lyre, though invented by Mercury,
is the attribute of Apollo in his role as god of peatry and

music.t*?

It is emblemstic, too, of ac leest two of the nine
aythalogical muses - Terpsichare, the mase of dencing and song;
and Erato the muse of lyric and love poetry.**' Like the musical

instruments in the Mercure drop-curtsin, the lyre of the Parade

set signifies poetry in its elevatad form as presided over by
Apollo "the embodiment of the classical Greek spirit, standing for
the rationsl and civilised side of men's nature".*** 4 similar
reference has baen noted in Pazade, both in the water-colour sketch,
and in the drop-curtain where Apollo is evoked both by the sun and

by another of his atvributes, the laurel wreath.

A dancing figure is painted on & panel to the left of the
proscenium arch in Fig.115, Bare-breasted énd with Ffluttering
drapery, she reises a tambou: ine above her head in Bacchic franzy.
There is no hint of her fig:i¢ in any of the sketches. This dancer
is @ prototype of figwirs thet will emerge in Picassc's work of
the 1920s ~ figures of ecsta.y épicomised by the two rumming fig-

“%¢ James Hall, Dictionary of Subjects snd Synhnls in Art. London
1979, p.197, defines the Iyre as a 'stri.ged instrument of
ancient Greece™, A lyre sppears exceptionally in ona of a se~
rics of still-lifas in water-colour and pencil from 1915
(Fig.132). That Picasso was well svare of its associstion with
art and in particular poetry, is evidenced by a caricatural
skotch he made in 1903 depicting his writer friend Sebastian
Junyer Vidal as a "rhapsode” or anciemt poet (Fig.133).

"4? Thid., p.27.
4% Ibid., p.217.

*4? thid., p.25.




ures on the boach which Diaghilev chose for his Train Blew curtain

(Fig.9). & similer pair of figures is found in the Peace mura! at

vallauris (Fig.16). In the of the Parade drop s

parallels have been drawn with the imagery of the Peace mural,
especially with respect to the winged horse. It was suggested that
the imagery in both works encompasses the af(irmation of positive
life~sustaining forces over those of death and destruction. The

tambourine-beating dancer of the Parade set provides a furvher

parallel hatwaen thesa tyo works. Lee interprets the Bacoiv
dencers of Peace as & synonym for the hedonism of Picase
life, when relieved from the turbulence of warfers, and ais

on of "Picasso's 1ly emotional desira for

peace and its inkerent physical freedow”.**® Thers is a thin line
which divides the axpressinn of positive joyful eestasy in the
dionysiac abandan of the dancexs of Pease and the Parade set from
the mad frenzy of the possessed dancers as saon in tha loft-band

figure of ihe

‘Thrse Dancers, (1925: Tig.s4) and cchoed {n the

mother with doad child on the extreme left of Guarnies.**! In the

“%* Lee, “Picasso's 'War and Pesce
Lige", pp.4042

Time, Myth and tha Game of

**1 Blunt, Picasso's Guernica, p.30, notos that in its uppearance
on Ancient Groek vases, the raving maenad figure "is ger- rally
4 manifestation of the Dionysiac cesiasy, but AL is somatimes
used to oxpress the death agony and in these instancos the
parallel with Picasso iu startlingly close”, Gasman, "Mystery,
Hagic and Love in punss.e 1923-1936", Ch.IX, discusses the
mecnad figure in the Three Dancers at lengeh in ralation to
the conflation of Clessical end Christisn sources as the
‘moanad under the Cross's to the notion of tha possessed dancer
in the cult of Dieny.us (reference to which is mede in The Four
Listle Girls); and tn vhe conlext of Spanish folk dance. She
woes the simultancous occurrence of life aud deavh imagery
in the motif of the possessed macnad. Amomg the many and
womplox sowrces and associations which Gasman snggests Tor
tnis figure ir 1923, are the ‘possessed’ young waiden in
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Parade set, the Bacchic dancer is primerily an ornamental
embellishment to the olaborate false proscenium arch, yet, juxva-
posed to the golden Apollenian lyre, and flanked by misical in-
struments, the tambourine-beating dancer. can be read as an
oxpression of the Nictzschean acsthetic in which all art has both
Dionysiac and Apollonien origins. Sie is not & superficia. enters
toinment, but a more complex metaphor of dance in which the forces

of 1ife end death are smbodied.

The imegery of the Parado set - as opposed o its architectaeal
clements - rasfdes in the wotifs of lyre, dsncer, violin snd
mandolin. NsQuillan interprets the violin and mendolin as a sign
for one of the "componants of ballat".**? Axsom racs tham as
"amusing allusions to Pizasso's major Cublst concern for

stil1-1ife".**? The interpretation of the

yre drop-curtain
has, howaver. shown that the imagery of music provides a
metaphorical statement of artistic inspiration. A similar refer-

ence in the Parade set s congruent with Picasso's concarns as

reflgcted both ip the drop-curtain and within the dialectical ra-
lationships of the set itself. The Parade set balanves two terms

of a dialectic which Xieizsche considored intrinsic to the highast

s:mvinsky and Massine's Rite of Spring, and Niatzsche's
troatment of the thame. In view of carlier aixcussions of
Netasche's influcnce on Picasse {t would scem that this is a
1ikely seurce. For tho fconography of the ‘macnad under the
Cruss’ see Frederick Antal, "The Maenad Under the Cross: The
Yaenad in Florentine Art ©f the Fifeoenth and Sixteenth Ceo-
turies”, Journal of the Warburg ang Courtauld lnstitut, I,
1937-1938, pp. 71-737

*52 NeQuillan, "Painters and the Beltet", p.177.

¥¥2 axsom, 'Parade': Cubism as_Theater, p.95.




form of art - the pollonien aspect, represented by the lyra, vis
olin and mandolin, and the Dionysiac tambourine-beating maenad,
Picasso undorlines the fwofold nature of art through a
Juxtaposition of formal elements: black and white; space and sur-
faca; geomstric line and organic line. Musical instrumonts signify
the inherent postry of transcendent art, The paradox of life in
death and the restorative and redemptive power of art are prosented

in Nietzsche's superior "figurative and mythicsl language".

Le Tricorne

The Le_Tricorne set survives as a study in india ink, pencil and
gouache (Fig.137) whose effect when enlarged on the stage can be
gouged from & photograph of the 1973 revival by the London Festival
Ballet company (Fig.159). This and photographs of the original
production*®” indicate that the set consisted of & cur~cloth com-
prising the central arch and the houses on cithor side, & backcloth
painted with landscape and sky and s free-standing triple-arched
bridge. In contrast to this, the study (Fig.137) flattons the
bridgo and Jocates it on the background plane. The soparation of
the bridge from the Test of The set was nocessitated by the cho-

raography.

In spite of the structural simplicity and the fact that throu, hout
the studios the imagery is move or less constani, & far greater

nuzber of studies wure executed for the Le Trizorne sot then for

*$* Raproducad in Gecil Baaton, Ba)let. London 1951, botween pp.22




that of Parade. fervos has catalogued at least twenty~four

drawings and gouachos for the set, and there are a further five
works ~ p stels and gouaches - in the colloction of the Musée
Picasso. While ths imagery scarcely shifts, the studies show a
range of compositional nuances and colour variatiens which makes
it difficult to categorise them or to ostablish g sequence. Two
of the water-colours (Figs.134 and 135) signify & new approsch on
Plcasso's part to designing for the stage. Unlike his previous set
designs, they are cxecuted on multiple cut-out sheets superimposed
on one another in the menner of thestrical 'flats’. The main
compositional elements in all the sketches are two groups of
buildings at left and right respectively; a large single or double
arched structure; & triple-arched bridge which plays an imporvant
role in the choreography; & background tounscape of buildings
dominated by a church tower set against mountains; a sky eitusor
solid black, dark blus and starry, or filled with billowing clouds;
and varicus ateas of green vegotation, As wes suggested in Chapter
II1, Fig.6 may have bean the initial imspiration for the Le
ricorne set and appears to refer to an actual landscape.**® Com-
paring Fig.6 with Fig.137, it can bo seen how Picasso has trans-

formed a starkly realistic landscape iRto tue evocative essence

5% Zorvos dates this sketch (2 XXIX: 384) "London 1919" which
suggests that it was mado ab the same time as Pleasso was
working on the Le Tricorne designs. A sccond landscape (this
time a drawing) made at roughly the sme time ‘Fig.136) Is
p(u\.\a\l\y ay oarly idea foy che L

_p Tmomn Mvsm' 2 ¥XI¥

pm ot uggest th the barade set may have been de-

rived from the view [xam P(cnxun‘x window in Paris (Fig.118),
s0 100 the sot for Le ne hed its origins in naiure, al-

though although in Lhis case it {s not possible 1o suggast a

spocific site.

ivorne
“355) Theso naturallstic




of a Spanish villsge with spare, flattened forms and muted syn~

thetic colour. An observer at the 1919 Londen season wrote:
The brillisnt clesn-coloured setcing crssted by
Picasso was even further removed from the usual
fustian settings or painted backcloths, wings and
flats seen on tha London stage, and it seemed to come
from a new planet. What he produced was a comnon
denominator of his own Spanish countryside; with a
fev lines on cenvas he had conveyed & picture by
suggestion, far more credible than the built-up
structures whose offect is always lessened by the

wiry balconies, the birdcage sttached to the wall,
the striped awning and the sharp punctuation of the
suggested village floating in the plain under the
glaring sun, under & sky of clear but un-innocent
tlue, that when, much later on, I visited Spain, I
easily racognised its characteristics.'*®
Boaton recognises the anti-maturalistic intention of the set and
the resulting credibility of Picasso's artistic 'lie’, This in-
tention is confirmei by another seositive artist, Tamara
Rarsarving, who recalled in her memoirs that Picasso's design for
her costume as the Hiller's Vife
was 4 supreme mast rplece of pink silk and black
lace of the simplest shape - a symbol more than an
ethnogrephic reproduction of 8 national costume.*®?
In the final design (Fig.137) the orch, itself derived from a
bridge-type structure as seen in Fig.6, has been sa greatly in
cressed in’ scale that it no longer Dbears a logical
scalo-relationship to the figures - unlike the bridge on which they
walk and dance, which, if enything, is somewhat small. The central

arch thus bocomes 4 linking and fraeing elepent. In the studies,

the arch is somettwes flattemed to the sxtent of bocoming simpli-

“3% pepton, Rallet. pp.21-22.

**7 Tamara Kersarvina, Theat
cited in MeQuillan, “Painters

rent, London 1950, pp.191-192,
and the Ballet", p.473.
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fied into two lines drawn across the sky. This 1¢ particularly

evidant in some of the colour studies.*®"

The schematic nAture of Fig,138 indicates that this may be one of
the early sketches. In line with the first studies for the Parade
set, the scene Is prosented with complete frontality in the two
small water-colour sketches on this sheat. The largo arch ppears
as an avching band scross the sky, and while it 1inks the buildings
on esch side of it, is not conceived as part of the architectural

structure.

A consideratfon of the pencil drawings relatad to the watercolours

and gouaches for the Le Trisorne set, shows the arch to be the

dominant motif, appearing either as a4 pair of flattened limes

curving scross the sky (Figs.139-146), & mere fully

three-dinens ‘onal architectural strurture (Figs.145-150), or a

conbiination of the two (Figs.151 and 152). In almost all of thase

axamplos, the large arch is echoad by the shape of the susller
bridge with its arch-shaped supports, as well &s by doorways and
windows. 1In one sketch (Fig.138) the underside of the arch is
emphastsed by @ dark shadow.*®" This repetition of the arch mocif
inparts a quality of simplicity end wholeness to these sketches
which is congruent with the continuous curving configuration of

*%* For oxample Figs.138-140.

89 In this sketch, one of the few in a collection other than that
of the Musée Ficasso, the left side of .uo scane iy extended
to include additional buildings and a ladder and wagon leaning
up against & tree=1lke form. Picasso nlso made two detailed

studias Of the bmilding and lodder (% XXTX: 391) and Musée
Ploanso no.1610 \not in Zerves),
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the arch-form itself. Where the Parade set was underpinned by &

duslity of stylistic elements, Le Tricorne exhibits a calm unity

and resolution, which in the final set is also expressed in its

mated tomality.

Palau y Fabre is the only writer who has noted the repetition of
the arch motif in Picasso's weok and attempted to Interpret it.

Writing of the 1901 works, he observes:

Both in The Desd Mex [the Hourrers] and in the furia)
of Casagemas there 43 an zrch. more abstract in the

Soimer picture and giving sceiss 1o fhe ~nrcophagie
in the latiet; ve find {3 3.0 in tia portrait of
Gerneine done shortly \ards and we shall come

thinking of a passege written by Casagemas in which

he spesks of a wicket-gate opening strangely and

letting the spectres in.
Although it is not clear whet interpretation Palau y Fabre intends
here, he does go on to relate the arch motif to Romanesque and
Gothic architectural forms, eand sees this “Sothicism” as being

based on the intention “,..of constructing pictorial works in ac-

cordance with canaos quite different from those of the Remuissance
or Impressionisa™.®®' It would seem that Paleu y Fabre is sug-
esting an expressive dimension to the use of the srch motif and
that such expression is of a spiritual and transcendent nature in

opposition to the supposed ra.ionality and objectivity of Renads-

sance and Impressionist painting.

“$¢ palau y Fabre, Pic

*¢1 Ibid, p.297,
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Two distinct usages of the arch motif can be defiued {n Picasso's

ceuvre. The multiple arch or arcade is associated with eferences

o the bullring or erens as discussed in the interpretation of the
drop-curtain above. In this form the arch sppears as & kind of
shorthand description for s specific location. The single axch,
2s it appears in the works mentioned by Palau y Fabre, plays an
emblematic rather than descriptive role and would sppear to com-
tribute to the overall content of the works in which it is found.

Thus, for example, in a drawing for The Two Sisters (1901: Fig.153)

the expressive quality of the two curving female forms is framed
and enhanced by the curve of the arch hehind them. In the final

design for the Le Tricorne set (Fig.137) the repeated arch form

synthesises both of the above tendencies. On the one hand, as &
part of a naturalistic setting, & ‘real' space in which a nsrrative

sction is playad out, it assumes a descriptive, architectural

.role, At the same time, the way in which its naturalistic

three-dimensicnal existence is denied through & schemstised
trestmens in many of the studics as sell as in the final set, im-
parts to it the more overtly symbolic qualities found in the Blue

period works.

An examination of the synbolic meaning of the arch gives an indi-

cation of the metaphor contained in the Le Trigorme set. In the

most goneral tarms, the arch is @ framing and linking alement, both
anclosing the space within it, and joining rwo seperate architece
tw.] members. As &n architsctural device it typically acquired
synbolic meaning. This derived in the first place from its function

as &n opening or geteway, which, according to Palau y Fabre, is
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the way it was used by Casagamas. Baldwin Smith has shown how, from
Roman times, and carried over into a Christian context during the
Middle Ages, the gateway to the city acquired a celestial
connotation by sssociation with the divine ruler whose processions
passed through it. In this yay the arch wes ideatified with heaven
and spirituality.

Thers is an intimation of why tha Roman public as-
sociaved the archway with heaven in the fact that
the Porta Triumphalis bacame known as the Arcus

vorun. This kind of imagery, however, was merely
the contiauation of much eatiier ideas. From the
time when the cut-stone arch was first introduced
into Italy from the Helienistic Bast and was used
for portals in the existing valls of Etruscan
cities, its shape had acyuired ideational values not
only from the gateway ceremonies but also from the

the ancient sky-deicy of the Latins
of the heavens,” a sun deity compaxahle to Jupiter,
and "the keeper of the gate of heaven." This ¢ld and
persistent fdentification of the mreh form with the
apparent curve of haaven was given more specific
avertonss of celestial sigrificance by the impres-
sive spectacles of the Triuaphant One being received
s the Ving of Heaven after he had passad tnrough
the Triumial Gete.,.. men visualised the arch as
a sky image because they were accustomed to think
of the figure of a triumphant general on his arcus
as the embodiment of the supreme sKy-god on the arch
of heaven. During the Empire this habit vas further
strengthened when the Triumph and Adventus had be-
come 8 form of emperor worship and the passage
through the arch was celebraved os the apotheosis
of e divine Avgustus. Also it was because of this
beritage of idess that the Christian came ta think
of the church as a Ports cosli and to sea in the
“triumphal axch” of i-s crossing & processional way
leading to heavenly glories.*®

The arch hes obvious metaphysical implicetions, since movement

through it implies trarscendence. If we laok spain at the e

“$2 E.paldwin Smith, Axchitectura) Symbolism of Imperal Rome snd
the M1ddle Ages, New York 1978, pp.30-31, and also p.106.
Gasman, 'Nystery, Magic and love in Picasso:  1925-1338",
pp.278-289, discusses Picasso's use of the arched doorwsy at
langth and interprets it as a sacred femencs or sanctuary.
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Tricorne set designs in the light of this symbolic explamacion,
it will be seen that the large central arch separates the fore-
greund space from the background. Since this arch was actually a
cut-cloth the sepsration was real as well as pictorisl, The space
in front of the arch is occupied by 'real' buildings. The spase
behind it contains an undulating landscape whose veguely outlinei
buildings are dominated by a tower strucrure and & starsy sky.
Picasso's "picture by suggestion” of a Spanish landscape carries
meaning which extends beyund literal dascription. It is an
evocation of & transcendence which is located on the far side of

the arch.

1n the sketches in which the arch appears as twa flattened lines
in the sky (Figs.139, 140, 142 and 144) there is an ambivalence
batween the existerce of the arch as pasrt of an architsctural
system and its actual presence in the sky. An ‘arch in the sky'

translates litevelly 4n Fremch as zrc en ciel the French phrase

for & rainbow. In the croation of this hybrid arch, Picasso
strotches the actual into s visval metaphor. The arch ds neither
fully an architectuxal scructure mor a rainbow, but shares char-
acteristics of both. In the play The Four Little Girls, the inuge
of a rainbow is associated with the third little giri, whose elu-
sive nature results in har being concealed for most of the play's
duration.“®? 1t was suggested above in the discussion of th: Parade

drop-curtain that the winged girl might be assoctated with the

4%1 plcasso, Tha Four Little Sirls. p.21.




Greek mythologicel figure Iris. whose name means rainbew.*®* Like
the arch {tself, the rainbow represents s bridge between physical
and metaphysical realities. The rainbow depends for its existence
cn sunlight, yet paradoxically in the watercolomr sketches it is
found in & dark or night sky. This parsdox is svstained by the
stars which are black as though to emphasise the fact that thair
1ight depends on stmospheric darkness. Rainbow and stars are thus
stmultansously prosented in terms of the antithetical notions of
darkness and ight, nighv and day. According to Cirlot:

A o light shining in the darkness, the star is the

synbol of the spirit.... it nearly always alludes

ta mltiplicity. Ia which case it stands for the

forces of che spirit strugaling sgatnst the forces

of darkness.... Being noctutnal, their syebolism

is gssoc'ated with that of night.**®

The importance that Picasso sttached to the stars and the tower

is suggested {n Polunin's recollections of the Le Tricorns scane

painting:

Diaghileff laughingly transmitted to me Picasso's
wish to paint the stars on the sky with his own hand,
which he inforned me he had granted or the strict
condition that no blov should be made. Picasso,
putting on slippers, then painted on the backcloth
saven sfars and the silhouette of the distant

4% See above p.99. For the mesning of Iris see Carl Kevenyi, The
Sods of the Grecks, Harmondsworth 1958, p.53.

“* irlot, A Dictjonary of Symbols, p.295. This +ccount of the
synbolic nature of stars recalls Van Gogh's Starry Night
(1889). It i5 possible that the spiritusl burst of 1ight in
Van Gogh's stars influenced Picasso’s treatmant of the glowing
candle with its bright impaste rays of 1ight in his Death of
Casagengs (1901). This work which is not published by Zerves
is cat. no.V1.5 in Daix and Boudsills, Picassp. The Bise and
Kose Poriods, p.192.

% Polunin, The Continental Method of Scene Painting, p.55.
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4 concern with darkness and the mocturnal is seen in a number of

the colour sketches for the Le Tricorme set. In some the sky is

black and starless (Figs.135, 154 and 155). In others, the blue
sky with fts stars casts deep shadows of blackness (Figs.139 and
156). Only in Fig.157 do we find the light =nd colour that infuses

the final sei desigr. The fact that the action of Le Tricorne has

2 temporal dimension, and pusses from day to night and then to
dawn, may account for the fact that Picasso's studies range from
hot daytime colours to black night scenes. The £inal design, how-
ever, is neither day nor night, vet coabines elements of hoth - @
starry blus sky and a clear white light, In production, the passing
of tine was indicated through changes in lighting.

Although the scene had been planned in accordance

with the usual lighting, the changes expressive of

the passicg from dey to night, and night to

introduced by Disghiloff, proved to be sxcesdingly

interesting. The scens, owing to the presence of

some soft roddish vints, acquired the sspect of &

Japancse print which, so far from dmpairing its

beauty, endowed it with a certaln unexpested

charn, 447
The dialogue of day and night, light and dark, and by extension
Iife and death is central to the Spauish psyche and epitomised by
the bullfight.**® Fig.137 '» a more naturalistic variant of the

Final sct. The central arch appears solidly architectural and

cv ves down behind ihe buildings on the righu, rather than ap~

pearing to end on top of them. The house on the right is not a flat

487 Ihid., pp.55-5.

“6% Lee, "Picasso’s 'War' and 'Peace’, p.105, discusses Picasso's
symbolic use of daylight and night scenes and concludes shat
the chapel plan explores the antitheticel themes of derk op-
posing usm on the grand scale of the sun of Feace balancing
the nigh of %
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form with projecting portice, but a volumetric solid as ivs sloping
roof indicates. The hill in front of the bridge it & naturelissic
green, and the landscape seen through the arch appesrs to fade awey

into the distance.

By contrast, the final set design (Fig.137) is deliberately
anti-naturalistic and thus gains in its cvocative quality as
Beaton so accuratoly perceived. BSurface and space are perfoct
harnenised.“S® The signifiers of thres-dimensionality, $n partic-
ular the undersides of the arches, are also flat shapes. Doors and
windows are Flat black holos, and even the angles of the buildings
on the left are roduced to flatness by the colcur. The buildings
of the distance, which in some of the studios were depicted in
considerable detail, have become mers sigus, yot the contral
pointed tower is rotained and seems to sefer to the inherant
spirituality of the sterry sky, Polunin, like Boaton, recognised
the abstract nature of the sec, and he comments on the infinite
care that Picasso took to ongure that the scene- painters' colours
matched hiis own exactly:
Having dealt so long with Beksi's complicated and
ostentatious scenery, the austere simplicity of
Picasso's draving with its total absonce of unnec-
essary detall, the composition and unity of the
colouring - in short, the synthecical character of
the whole - was astounding.. . Ficasso came to the
studio daily, evinced & keon intercst in avorything,
gave his instructions regarding the draving and re-
quested us to preserve its individuality and pay
special attention to the colouring.... Al this

care was »f the uimost importance, for the entire

“®% The flar inscribod quality of the [ina) vat is in spparent
conflict with its actual threc-d.monsfonality when realised
on stage. This tension is especially nlearly seen im photer
graphs of performances of Le_Tricorne (Fig.159).




scene was based on the very clever combination of
the four fundamental tones and on & deeply meditated
composition.*?®

Paleinella

The final set for julcinells, which surwives caly in the form of

a single study (Pig.207) belies, in its susterity of both form and
colour, the many and frequently elaborate sketches which led up

to it. The fifty designs for the Pulcinellp set included here do

ot purport to comprise a complete catalogue, but sources indicate
that the sctual numbar of desigas is close to this figure.®” In

contrast to the spave and simplified Le Tricorne set, where the

different studies say be viewed ds varistions on a single theme,

the Pylcinglls project includes a range of formal treatments and

iconographic motifs. Tn order to cxplore the levels of meaning
in the final set against the hackground of the complex process
which led wp to v, it will First be necessary to obtain a broad

overview of the project. In & more or less descriptive analysis

*7% polunin, The 1 Method of Scene Painting, pp.53-55.

*?) Tha large number of set designs for pulcinella (1921), may be

a reflection of the dissension which sccompanied the ballet's
creation. Jervos publishes 46 difforent studles: 2 XXX: 1;
7-13; 16~21; 231 243 273 393 47-59: 63 and 64. 2 IV: 15-24;
26-28. Vogel, “Picasso als Biihnenbild und Kostiimentworfer fir
die Ballets Russes", illustraies 48 different designs. Scru~
tiny of the Files of the Musée Picassc in Paris revealed around
50 studies and relaced skotchos. 1In contrast to those com-
prehensive listings, Gooper, Picssso Thestre, published 16
sketches and MoQuillan, "Painters and the Bailet", 12. if onme
takes into account the fact that many individuel sheets con-
tain two ar more separate skeichos, the number of designs 15
greatly multiplied. A problom in ascartaining the exect pumber
of Pulcinella set designs 1is the overlap batween tha

cinella and inco sets which will be discussed
R

i
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of the designs, principal compositional and iconographic motifs
will be isolated and an ateespt will be made to group them in
goneral categories. The findings of this aralysis will then be
discussed so as to uncover the meanings implicit both in the

structvre and the individual symbolic forms of the Pulcinella set.

Tho dosigns will be discussed in four broad categories. The tirst
of these will include drawings which, on scceunt of a loosaness
of styls, a schematic rendoring of imagery, apparent incomplater
noss and frequent rovisions are interpreted as initial stages of
the project. Secondly a proup of dravings depicting an elaborste
theatre interior in a more precise drawing style will be exemined.
The latter works correspond to what is generally regarded ss the
first plan for the ballut wilch was rejected by Dinghilev.*’* The
third group consists of & tromsition from tha previous elaborate
design towards the greater simplificar.on of the definitive

Pyleinells set. Fimally the ovolution of this sat will be inves-

tigated.

‘Tharo 1s & certaln amount of overlap between these cotegarios, boti
as 5 result of stylistic shifts and because multiple designs are
frequently found on & single sheet. Furthermore it is entively
charseteristic of Picesso's working mothod to have worked cut se-
voral concepts for the design simultanccusly. It would therafore

be misloading to consider the above categories as strictly se-

472 gee p.61




quential.*?? Once a detailed oxamination of the sketches is ame
barked on, the impossibility of uncovoring iny sequential pattern
auongst. them bacomes obvicus. In the sbssnce of a logieal order,
Picasso's creative process parellels the metaphoric mode of his
iconographic process - in fact thay are inseparabla and indistin-

guishable.

A sketch frem the Mosée Pleasso (Fig..160) which may ropresent

Picasso's carlisst thoughts on the Pulcinells set, shows the

overlapping facades of twe bu .dings, cach having & spiral staire

case. A series of archad openings, which rocall the Le Tricorne

set, co-exist with & raked rectangular opening reminiscent of the

Parade set proscenium arch, In the foreground an undefined object

possibly stends for the dolphin-shaped fountain scen also in other
exawples, e.g., Fig.162. In Fig.160 o lamp is susponded from the
wall above the avch, more or less in the centre of the skatch and
a figure s indicated looking out of a shuttered window above. At
the axtreme left hand side is an arch which frames a cruciform
shaps, On the top half of this st Picasso wrote a number of

words which mmount to 4 list of . . s to be included in his

sketeh, These are: "Naples"; "le vesuve"; “arcades™; "deux
fontaines"; then a word which §s difficult to Jecipher but which
could be "Griste”; end “maisons du doctour, de Tartalia ot de

473 McQuillan, "Painters and the Ballet", pp.S01-506, wsing highly
scloctive examplas has argued a rether different sequence
leading up to the final sot designs. The fact that she was
dealing with 8 smailer numbor of desigrs, drawn cxclusivaly
fron Cooper's book, made her task loss complicatad. She does
aat, far oxemple, appoar o heve hed knowledge of the annovared
skateh takeo as the starting point for my own discussion, and
thus the logic of hor approuch is quite uifferent.
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Pimpinella”. On the raverse of this sheet, Picasso made aotes '~

garding the characvers in the ballet (Fig.161).

The images avoked by Picasso's annotations to Fig.160 refer to &
specific location, An Italian crwrext is entirely congruent with
the Commedia deli'Arte subject of che ballet., The scenario of

Puleinella was based on & Neapoliten manuseript, and it was in

Neples that Picasse, Stravinsky and Messine had togather attepded
a Commedia dell'Arce performance in 1917.%7* Picasso's starting
point hers, as so oftan, was in his octual experience. Naples,
Mt.Vesuvius (focal point of the Bay of Naples) arcades and foun~
totns sre all explicable simply in the context of that reality,'’
“Maisons..." refers to the houses in and arcund which the ballet's
narrative is onacted, and the building depieted in this loosely
rendered «ketcl may be a first idea for one of thess houses, The
figure in the upstairs window and the lamp may be & clicha af
traditional Comedis dell'Arte sorcings. A similar combination ds
to be found in illustrations of this genra, of which Picasso may

have had knowledge.*”" The word "Criste” may refer to what appears

47 See above p.64
*7% One writer has identifiod tho spocific location of the se¢ e:
“The first designs for Pulcinelle, & XXX: 11-24, ropresent an
sctual plamas in Neples, the Plasza dells Dorss with the
fountain of Neptune by Domenico Fontana (1601) with a seulp
tura of Neptune by Michelaugelo Naccherine". Carandente, G,
Picasso, Opore dal 1895 al 1971 della_Cullozione Moring
Picosse, p.50.

*7¢ Sae Nicoll, The rlequin, frontispisce and Fig.17.
It may be noted that n hulrv holding  lamp and leaning out
of & windos was wsed by Pitamso later in S‘:p_nrnlca. In

two temale figures and a dove appear in an up
stairs window. It i possible that e Commedta deT1'Acte and
Pulcineile provided Lhe source for that usage.
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to be & crucifix in the avched niche on the oxtreme left of the
sketch. This architectural ducoration may also refer to sn obser-
vation drawn from Picasso's resl experience. It may, howewer, be
notevorthy that he included it in this somowhet tentative and ap-

parently preliminary sketch.

The next design, Fly 162 introdnces & foided screan placed in
front of a bulldlag 6% 8 cetting for the bollet. The screen is
50 disposed in space that it vaems that Picosso may heve intended
the dancers te move through its arched opening. This drawing,
though groatly simpliffed, nevertheless focusos on the housas.
In front of the scraen is the dolphin fountain. On the raverse
side «of the shomy (Fig.163) are some tontative ideas which have
been seribblad over. In this drawing Picasso once dgain introducas
an arcaded wull and clongside it a flattened 'circus tonc' struce
ture which recalls somo of the Parade set designs. On the left
anather sketch, at right angles to the first, depicts s thoatre
spave which omphasises tho stage curtains and the way in which

stage spoce is indicated by a succession of overlapping planes,

In Fig.164 the folded screens have been incorporated fnto a frontal
nd mere or loss symsetrical arrangemenc. A tollage offect is
created by the scenic ofements gatiered togother on u theatre
stage, identifled by {is curtains. At the back 1s an arcade which

has affinities with the bullring srcade of the Lo Tricaenc

dropecurtain. Its lefu cdge shubs @ rusticoted gothic-arched
opauing which sugges: . the entranse to o chureh, Directly in Front

of the grcade, and obscuring {ts two contral arches is 4 landscape




which, in view of the annotation to Fig.130, can be identified as
a depicticn of the Bay of Naples. This is sketched on what is ap-
parently intended to indicate either a board or a large pisce of
cloth stretched across the arcede. On either side of this landscape
as indicavions of houses or buildings, are two folded screens with
arched doors and windows. The arrangement on the right with the
fountain, refers back to the previous example. The Bey af Neples
sketch and folded screem buildings are presented as artificial and
ephemeral stage offects which recall traditional Commedis
dell'Arte sets that were non-illusionistic and portabls. They are
juxtaposed here to an arcade which appears more solid and which

recalls the meny srcaded bullrings in Picasso's genvre. Two ro-

alities co-exist - the solid arcade and the temporary, paper-thin
fabricated sets of the Commedia dell’srte. The referemce to
ecclesiastical architecture on the axtrame left hand side recalls

the crucifix in Fig.160.

From the jdes of depicting buildings on & siwple folding screen,
Picssso went on to investigate the use of such a dovies to creata
o mumber of overlspping structures in the studles on the sheet
represented by Fig.165. This type of building which wes esssu-
tially two-dimensional and portable, once again acvords with the
ephemeral props of street players and the traditioral practice of
Comnedia dell'Arte troupes. The inclusion of ground-plan skerches
alongside the two dracings on the right of this sheet is evidence
that Picasso wos considering the way in which the rolded
'buildings' would occupy & chree-dimensional space, The drawing

at the top left is different in conception from the other three.
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which, in view of the annovation to Fig.160, can be idenmtified as
a depiction of the Bay of Naples. This is sketched on what is ap-
parently intended to indicate either o board or a large piace of
loth stretched across the arcede. On either side of this lendscape
as ind{cations of houses or buildings, are two folded scraens with
arched doors and windows. The arratgement on the right with the
fountain, refers back to the previous example. The Bay of Neples
sketch and folded screen buildings are presented as artificial and
aphemeral stage effects which recall traditional Commedis
dell'drte sets that were non-illusienistic and portable. They are
Juxtaposed here to an arcade which sppears more solid and which

recalls the meny arceded bullrings in Picasso's oeuvre. Two re-

alities co-exist - the solid arcade and the temporary, paper-thin
fabricated sets of the Commedia dell'Arte. The raference to
occlesiaseical architectura on the oxtreme left hand side recails

the crucifix in Fig.160.

From the idee of depicting buildings on a simple folding screen,
Picasso went on to investigate the use of such 4 device to create
& number of overlapping structures in the studies on the sheet
represented by Fig.165. This type of building which was essen-
tially two-dimensional and portable, once again accards with the
ephemeral props of street players and the traditional practice of
Compedta dell'drte troupes. The inglusion of ground-plan sketches
alongside the two drawings on the right of this sheet is evidence
that Picssso wes copsidering the way in which the falded
‘buildings' weuld cccupy @ three-dimensionsl space. The drawing

&t the top lefr is different in copception from the other three.




It combines & sharply receding building on the laft with the out-
line of a frontal screen in the foreground. This outline antic-
ipates the shape of the final set (Fig.207). The tiny sketch ar
the top left of Fig.165 is framed on three sides by a simplified
proscentun arch below which the tilted horizontal emerges as a

within a fum. On closer this small

drawing provides & prototype for a whale seriss of designs in which
the Bay of Naples scene is set within an elaborate theatre audi-

torium, 477

In the nmext group of sketches (Figs.166-170) the imagery nf the
Bay of Naples, already suggested in Fig.164 is presented in more
detail. This landscape scene is the focus of all the succeeding
sketches. Iv appears initially, e.g., in Fig 169, as a distant
scene viewed through the Imner proscenium acch of & richly deco-
zated theatre interior. By a gradual prucess of simplification and
enlargement it comes to comstitute the entire stage serting
(Fi.207). These transformations will now be traced In greater

detail.

Fig.166 is  saeet containing three sketches of the Naples scane.
The smallest of the three dravings on this sheet (top left) deme
anstrates how the buildings of Fig.165 have been assimilsted iato
a pictorial whole. Tha sharply receding townscape consists af a

street flanked by tull buildings. In the centre foreground is a

*7? For example see below Fig.173 (top and right) and Figs.171,
172 and 176 - all distinguished by the steeply tilted hori-
zontel of the inner proscenium arch.




fountain surmounted by 8 statue of Neptune. The sherp arthogonals
of the buildings lead the aye back towards the distant sea on which
@ number of craft flost, Behind s a snoking voleana, and above,
8 full moon.*’® Pig.167 repeats thase imsges in & brosd style.
Stylistically similar, though not illustrated here, is a sketch
of the Neptune fountain only, referred to by Zervos as o “study

for the first version" of Pulginella.*”® The Neptune fountain oc-

cupded an important place in the sarly Pulcinella designs and s

glven detalled trestment in three further sheets of drawings
(Figs.168-170). 'In the fizst of these, Neptune, holding a trident
in his lefr hand, his right clutching a dolphin rather
precariously, adopts 2 graceful and wennered pose. On the same
shost Picasso has drewn a building facade whose lower, arched
apening reveals a spiral stairease in a way which recalls the first
design discussed here (Fig.160). The fountain on the right sugs
gests the "deux fontsines” that Picasso plamned as part of his
stage scenery indicsting that this shaet of drawings might be lo-
cated among the oarly idess for the set. The scallop shell at
upper right, though unigue among the ballet designs is to be found

smong the abjects of Picesso's Cubist still-life repertery.**®

“?% That this is & woon and not & sun image seems to be indicated
by the fact that it is painted a glowing white in & derk sky.
When Picesso uses a sun image, it is uswally fdentified by
radiating 'sun-rays' as seen in Fig,41. In addition, Cocteau's
description of the Pulcinells set in "Ficasso, a Fentastic
Modern Genius®, p.74, refers to "a moon-lit night in & street
in Naples”. The meanings of the images will be discussed in
detail below,

7% Zerves Ivi3.

For exemple, Sosvenir of Le Wavre (2 I1{1): 367), Shells on g
Pigne (2 I1(1): 2953, Tie Scallop Sheil (Novre Avenir est dams
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Figs.169 and 170 are almost idemtical.‘*® Both contein at top left
the scene of the Neapolitan piazzs snd bey, now placed within a
complicated double prosconium arch. The foremost plane of this
structure is drawn perspectivally and represents a fairly conven-
tional proscenium decorated with arched niches in the lowaer
storey, and aediculae with 'classical' columns and pediments
above. Situsted .n a plane behind this ave two curved storeys of
curtained boxes or balconies. These appear to bs & theatre audi-
torium, but they simulianecusly refer to the arcaded rows of the
anphitheatre surrounding & bullring, Above is a domed cailing
which has boen flatiened ontc the plctwie surface. The curved su-
ditorium is interrupted in the cemtre by a cub-out rettangle
through which the Naples scane is visible. This rectemgle, framed
by curtains, reprosents a second proscenium arch. Between these
three  spatiel  planes -  owter  proscenius,  immer
proscenian/euditorium and background scenery - Picasso sets up 4
complex {nterrelavionship of reality and illusion. The receding
buildings of the Naplss scene are linkad to the upper balconies
of the auditorium by a continuows line which travels along their
upper edga. The ground plane is continuous £rom foreground to back,
and the embiguous placing of the Neptune founcain compounds the

difficulty of separating Lhase planes Erom sach other.

L'Alry (2 11(1): 3113, and possibly also Seil)-1ife with Chair
ning (2 11(1):294) - all daving to spring 1572.

It is difficuly to arrive at a rosson Ffo: this apart from
speculuting thet Picasso made o copy of the sheat to pass on
o Disghilev or some otier Interested party as the demon-
styatiop of & preliminary idea.
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The feuntain itself is reinvestigated in these two sheets. At the
i bottom left of Fig.169 Neptune is drawn with a more vigorous line :
end in grester detail. The somewhat effete pose sewn in Fig.168
has been reinterpreved as ome of greaver power reflacted in the
facial expressio and firm stance, while the dolphin is now in-
verted and firmly grasped by an outsize right hand. Neptune's left
hand which holds the trident is the subject of a detailed inves-

- tigation on the right of this sheet of drawings. This detail at

first seems curious in view of the small scale of the Neprune

figure in the sketches. If, however, the figure were to be enlarged

o the scale required for the stage, the detailed treatment of this

: hand is understandable. The fact that it is shown in back view

hare is somewhat strange, however, and may suggest thet Picasso
conceived the fountgin as & free-standing three-dimensional ele- B

ment, A furcher drawing on this sheet in which the fountsin as a

whole is considered. rainforces the motion thet Picasso regarded

the Neptune fountain as an important elemont of the imagery of the

set, nt least et this stage of the project. |
i
i

Before leaving these drawings, a final detail of Fig.169 must be
considered. At the top right of this sheet, very faintly drewn, !
is & section of a gothic-arched interior which, like the crucifix
of Fig.160 and the arched opening ot the oxtrems 1:ft of Fig.16h )
refers to an ecclesiastical model. Comparison of the 'thestrs'
structore on the loft of this same sheec with vhis drawing, indi-

" cetes that the outer proscenium of the theatre is broadly related

to this church-like interior. The gothic arch has boan flattened



i

' into & very gontle curve and the vault compressed into stylised
?\ i flattened ribs.

N The theatre interior is greatly elaborated in the following

studies. Eight sketches (Figs.171-178) will be discussed as a

group hecause of the obvious similarities awong them, They depict

& Tichly decorated suditorium with curtained balconies, classical

ornament and & central ribbed veult which springs at its
. furthernost ond directly fxom the top of s proscenivm arch. This
arch is occasionally frontal and given & classical treatment of
. coluans and pedinent (as in Fig.173 bottom left and Fig,174) but

! more often fts horizontal wember is tilted up :o the right at &

sharp angle, roversing the tilt of the Pavede set.*’? There sre

only slight variations among thesa designs. The spatial ambigni-
L . tios are praserved by the inclusion of the foropround curtains in

- some drawings and by the deliberate way in which the screen-houses

af the Neples scone overlap the frama of the infer prosceniun

arch.**?

‘That the landscape is s painted {llusion is stiassad by the almost

pedantic raference that Picasso makes o the one-point perspactiva
systam. Having establishod this scene ss a window on the world'
- framed by the innor proscanium arch, he immediately questions the !
illusion by allowing ome of its elements to brosk through the

picture plane. The folded screen-house thereby enters the next

“*2 fn only one sketch, Fig.171 (top left), is the slope of the h
sngle the samo 05 ir Lne P2

. "0 gen aspecially Fis. 171 (botiem 1efu) and Fig.173 (right).




level of illusion, the interior of the theatre. This is 2 location
which requires s suspension of disbelief and an aceoptanco of the
{llusion as real. There is thus esteblished a play on the reality
of conventional pictorial illusion as opposed to the illusion of
the thestre. The thoatre interior is itself located behind a
foraground proscenium arch, which in turn would be contained
within the actus] prossenium of the theatre in which the ballet
was porformed, The actual spectator ac the ballet would thus be
confronted with o stage set which camprised a series of thastres
within theatres. In thus juxtaposing a series of realitiss this
set design by implication poses questions regarding the remiity
of g spocific performance. It simultaneously draws attention to
the essential paradox inhsrent in tvhe artificial reality of per-
fornuce in gonersl, It is not cleer from any of vhese desigms
how Pieassa snvisaged the construction of such a sat. The designs
which will be discussed nest show varying dogrees of simplifi-
cation by comparison, and it seems likely thet Picasso snticipated
practical difficulties in the realisation of such highly complex

designs.

In sddition to the dislectic of reallsm set up in them, the
drawings which rofer to a theatre withis a theatre are significant
for the specific iconographic elements which they introduce. The
ost obvious of these are the musival irstruments which Picasso
uses decoratively in the pavels between the ribs of the ceiling
dome. Fig.176 has a water-colour randering of the set in its upper
left cornor. Mest of the remaindsr of this sheet is doveted to

detailed studies of musical instruments and sheet wusic, while in
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the uppar right cormer is & drawing of a member of the audience
who poevs through & pair of opera glasses. In each of the three
groups of instrument depicted, Picasso includes both string and
wind instrusents, and one of the growps contains, in additise to
these, a drum. The decorative motifs in the ceiling ares include,
in addition to the misical instruments, the tragic and comic masks
whinu encapsulate the dialectic inherent in all drama and specif-
ically in Greek arama. These masks appoar as tiy circular forms
to left and right of centre, and are scen mest easily in Fig.173
(bottom left) in the two acute anglas of & pediment. The pedimented
proscenjun arch is itself a reference to classicel antiquity.
Picasso investigated & number of classical architectural motifs

in the Puleinells sets, #s can be seen in such drawings as

Figs.171, 172, 174, 177 and 181. Antiquity is suggested by columns
and pediments and pseudo-classical figures o niches flanking the
proscenjum. Although the theatre suditoriu is uften referred to
as 'baroque' both becausa of its sbundant ornament and jts supposed
modelling on the Tastro de San Garlo in Naples, the euditorium
'boxes' are hybrids of eighteenth century rococo thestres and

Spanish bullrings.'™

A process of simplification is apparent in Figs.179 end 180 which
may be related to Picasso's noed to fulfil the proctical demands

of the stage space. This suggostion i» given plausibilicy by at-

“* Compare, for example, tho drawing at the top right of Fig.179
with the first skotches for the L Tricorne curtain (Figs.77
and 78). See Hocdensid, U served by Critics in

5

ne
gland and ¢ L p.28k, for an iilus-
tration of




tontion o the extreme right edge of Pig.179. Here a serios of
paral’el lines indicates the posivions to be occupied by the
various elements of the set in a floor plan, Fig.180, while re-
taining all tho complex elements of the previous designs, abol-
ishes the horizontal ground plane and thus draws the Naples
lendscape right forward omtc the picture plame. The rasulrant
flattening distorts the domed ceiling which, projected onto the
picture surface, takes on the appearanca of a central disc with
radisting azms, not ualike a stylised sun. In the centze of this
disc, sbove an unmistaksble pedimented Groek tomple, floats &
trumpov-blowing Ffemale figure who s drawn in detail in

Fig.181.*%% This figure is a recurrent morif in the subsequent

“'5 The claborate hairstyle detailed at the bottom right of
Fig. 181 appears to he derjved from that of the Emprass Octavia
in Ingres’ study for Virgi] Reading to Augustus, (Fig.18%)
while ber prafile seems dizactly relsted to that of Augustus
in the same work. Meyer Schapiro, "Picasso's Woman with & Fan'
in Modorn Art 19th end _20th_Centuries, London 1978,
pp.111-120, identified fhis work of Ingres as a source for the
1905 Woman with 2 Fan, end it seems that Picasso was once again
considering Ingres' style in 1920. For Ingres as a sourco see
also Anthony Blunt, "Picasso's Classical Period (1917-25)",
su:u“;um tagazine, 110, Apzil 1968, Pp.187-151, snd Phocbe

Ficassa's Neo-Clussicism: Second Perfad (1917-25)",
_Eallu, ns. 85, March 1967, pp 198-207. Mayer, 5
Nediterransan Sourcas in the Works of Picasso 1892
dissertation, New York University, 1980, (University Micro-
filns Internat{onal, Ann Arbor and London 1981), Chapter X1,
Fig.4, roproducas a drawing by Picasso based on Ingres'
Qctavia head. Mayor daves this drawing 1o 1917 and (p.405)
suggests as o second and visually closer source for this head
& Roman famale portrait bust of th Trajanic pericd from the
Louvro, which she illustrates (Mayar, Chapter.X1, Fip.7). The
pose of Ploasse's alrborne allegorical figure is further rem-
iniscent of the figure of Nemnsis at the bottom centra of
Ingres' Apotheosis of Kapelson (1853: Fig.183) a work which
also includes iwegss of the h¥logories of Fame and Triumph.
In the Puleinells dosigns, the flying allegorical figure ap-

ugh sometinos quite indistinctly, in the following

Figs.184, 192 (top right and bottom cemcre), 187,

201 and 202.

|
|
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dosigns. Cooper hes ilencified her as "a g angel blowing a

N | trumpet”, and Buckle as "the figure of Fame i = 1ag her trumpet™.

¥eQuillan refers to " kind of Parnassua scene with a8

"o

trunpet-blowing muse end a Greek temple Facads Reference to

ane of the Greek muses is congruent with the detailing of this
figure. In addition to the trumpet, associated with Fame, she holds
a sketchy, but meve-theless identifisble, laurel wreath aloft in
- her right hand - two specific attributes which also identify

. Calliope, tha muse of epic poctry,*¥?

On the right hand side of Fig.180 is a drawing of two spectators.
The male figure is an enlarged version of the man with opera

glasses at the top right of Fig.176, In front of him is & woman

. uhose expressionless face apd stiff upright posture contrast with
- : bis relaved and sctive pose. Below the strongly defined, low-cut

. neckline of har garment, her body virtually disappears. The oire

cular form which, at first glance seems to be part of her clothing,
is in fact the Elattencd domod ceiling of yet another theatre in-

. terfor depicted immediately below her. A large, disembodied hand

adds to the ambiguity of hes foxm. On » closor Teading the femsle
form is dn fect circumscrived by the 'neckline’ and bacomss mot :
so much & fictive spectator A5 a bust or effigy of such a person.
b In this respect she recalls the many sculpted femsle heads which

/ Picasso included in his paintdngs and drawings of the ‘artist's

4% Coopor, Theatre, p.51; Buckle, Disghilay, p.380, re-
forring o this Tiguro 4 she appaars in Ehe study for Cusdro

Flamenco (Fig.221)i and McQuillan "Paintors and the Ballet",
. 5502

. **7 Hall, AD:

Sians and Synbols, p.217. ;
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studio’. Her companion, though ostensilly raising his opera
glasses in order %o view a performance, may also be using them to
scrutinise her, for she is simultancavely @ spectator like him,
ond a work of art. The spectator Fignres will be discussed below

in greater detail in the comtoxt of the Cusdre Flamonco sot where

they feature prominently,

The designs of an elaborate theatre-within-a-theatra appest to
culminate in Fig.184. This is a gouache which unlike most of the
designs discussad thus far, fills the entire sheet, This suggests
that it can be rogarded as s resolution af the previous designs,
and may have been the design whiuh Diaghilev rejected.*®® Tha
£lattened coiling Links Figs.18e and 180 and in tha former the gold
delinestion of thb cemtral disc end the docorativa rather than
structural treatment of the radiating 'ribs' asuggest a sun image
aven more strongly. Susmounting the now frontal innar prosconium

arch is s gold lyro which recalls a similar image in the Parade

set. The combination of ‘sun' and lyre ovokes assaciations with
Apollo, another reforence back to the imagery of Parade. The
trumpet~blowing muse and Grook tomple facada can bo detected with
difficulty within the contral dise of Fig.18¢. In sonjunction with

allysians ta fpollo, the iduntificavion of this figure as

“*' Mhis spoculatiun is based both an tho siac of the sketth in
relatios to others similar to it, and to the use of calour.
Compzrad to Lhe tiny skovchos of virtually the same scanc which
pracade {t, this example appears o be a sketch that has basn
wnrkcd up for presentation. Bonts Eablet, The Revolution of

200k Coptury, Taris and New York 1977,
hes Liis dvsign only &s reprsentative of tha

Pulcingila projost, and comments that "In spite of its tro-

mondous originaiity, this project was never realised”.




Gzlliope, muse of epic poetry, becomes more likely. A fucther
possible reference to tho Apollonian sspscts of art, via the notion
of duspiration, ig made in the vieliss end sheet music discernible

in the triangular 'spandrels’ between the ribs of the ceiling.®"*

Vithin sn apparently purely decorative snd, in terms of execution,
fairly casual dosign, Picassa draws together images which
reverberste in a complex metaphor. The elements of the metaphor
a1l refer to the idea of art in its broadest sense &nd occur in
the upper region of the sketch, above the heads of the painted
spectazors (some of whom may even he leoking in that direction).
The resl, living spectators cccupy a level of reality outside of
the picture or stage design, although, by the very fact that they
sre atvending a performance, they have voluntarily removed them-
selves from & neutral or natural reslity (che world outside the
theatre). Seated in this simultaneonsly real and artificial envi-
ronment, they are simultaneously confronted with further levels
of reality ~ the psinted and hemce illusory spectators who in turn
confront a painved and illusory landscape. Although this landscape
is an illusion for the reel and painted spectators alike, for the
former it is yet ane further remove from their physical or living
veality. Furthermore, the landscape simultaneously cvokes both an
illusion of three-dimensional space and depth which has its source
10 an actual environment, and the material reality of a peinted

theatre backdrop, Above and encompassing this complex end

“*% This interprevation is in line with the discussion of music
as a syobol of artistic inspiration in the Nercure drop cur-
tain.




evocative statement of reality, Picasso reaffirms the notion of
the transcendent power of art. It is art, as crystallised in the
conjunction of the antique and archetypal symbols of the white and
gold ceiling - itself paradoxically sn lllusion - which allows the
real, living spectator to transcend his physical condition and
aspire towards a reality sbove and beyond it. There can be little
doubt that for Picasso the theatre had become a location in which

such transcendence was eminently possible.

It is doubtful, however, whether Diaghilev would have recognised
or taken into sccount such subtleties in the executfon of his
commission. The following sequence of designs suggests that sfter
Fig, 184 Picasso did, indeed, go "back to the drawing board". He
did not, however, abandon all the implications contsined in the

previous designs.

Fig.185 is & kind of tabula rass. Its structure is formed by a
series of rectilinesr areas which continue ta suggest The previous
arrangement of three overlapping 4nd inverpenetrating spatiel
Planes in a samplified scheme. Arches make provision for spectator
"bores' and there is a suggestion of imagery above the fnnermost
rzcvengle, whose scale, relative to the surrounding ereas, has
been incressed. Fig.185 provides an armsture around vhich the im-
sgery of the following four designs is created. This structure
ie claxified by the distinct separation of four planes in Fig.186.

The identivy of these planes as & series of scenic ¢ut-cloths s
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elucidated by the labels "ter™, "2e", “3e" and "fond"**® with which
Picasso has annotgted this drawing in order to indicate their re-
spective positions in spaca. The foremost plane is not numbered
and is presunsbly to be equated with the proscenium arch of the
real theatre. A characteristic ambiguity thus arises hetween the
real and the fictive, Whet Picesso indicates ss cut-cloth mumber
ane, is in fact the second of his sketched planes. The buildings
of the Neapolitan scome ure indicated as being separaie from the
back-cloth, and the Neptune fountein eppests To be free-standing.
The domed ceiling has a1l but disappeared, but the lyre is retainad

85 @ ceutral motif.

Fig.187 follows a similer scheme. The lyre is now flamked by the
masks of comedy and tragedy. Figures large in scale again oceupy
the guditoriun boxes = oue to 3 box - and although they look in-
wards, it is not clear whether they are scrutinising the performe
snce or each other, The Neapolitan harbour scens is contained
within a box-lfke frame and has been grestly simplifiad. The
foreground buildings are reduced to arcades, and the perspactive
effect is raduced bringing the background landscape elements for-
ward. In Fig.188 the dome is replaced by & gallery in which the
members of an orchestra can be seen. Their instruments (re cofi-
femparary anes, juxtaposed with the ancient Apollonian lyr: which
surmounts the proscenium arch. Like the spectator coupls which
occurs in most of the ather sketchas of this group and which has

been seen in dotail in Fig.180, the musicisns recall late nine-

"% Translaced ss "lst", “2nd", "31d” and “"back".




teenth contury prototypes and particnlasly Deges' ballet paintings
where the musicians in their 'pit' and the dancers on stage are
placed in complex spavial relationships to each other “*! Fig.189
is g gouache and Weter-colour elaboration of Fig. 188. It is unique
in being composed of five superimposed cut sheets of paper - ome
for each of the overlapping plames and o separate sheet for the
musicians gallery above.**' The spectators in their ved-draped
hoxes are sketched in with greater definition. The most emphatic
decorative element s now the centrally placed golden lyre. The
blue-grey colouring of the harbour scene contrasts with the opu-
lent red and gold of the theatre. These two colour groups are
linked through toushes of blue in the clothes of the female spsc-
tators and a conspicuous bright red glow in the landscspe which

denotes the fisry volesua.

The next stage in the development of the design liss in the
transformation of the background landscape into tne final sat with
the accompanying suppression of the theatre interior. At this
stage new iconographic elements sppesr briefly but are not Found
in the fina) design. The sequence of these sketches is problem-

.tic, and both the Zervos numbaring and tt-. of the Musée Picassa

**% The spectator couple and its I9th century relationships will
be discussed belew in the consideration of the sets for Cuadrg

Flamenco. Sac slso McQuillan, "Painters and the Ballet
516,

Zorvos publishes Fig, 189 as two separate designs, the musi-
clans (Z 30:54) and the stage (Z 30:55). Although not clearly
seen in illustration, the multi~isyered structure of this de-
sign was observed in the original at the Musée Plcasso, Paris.
The method of suparimposing separate cut sheats was #lso used
in the Le Tricorne dosigns.
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appear to be arbitrary, The arrsngement adopted in the present
study seams in general to follow & process of siaplificarion which
mav have heen Picasso's method. Tt must be remembered, however,
that in addition to & linear development, it is certain thet al-

ternative solutions were woked on simultancously.

Fig.130 is & sheet contoining four separate sketches. t bottom
left is & diagrammatic representstion of the division of the set
inta @ series of stage 'flats’, In this respect it is related to
Fig.186. ‘Three parallel and receding cut-cloths which echo the
format of the proscenium arch, are indicated. The second of these
is distorted into a curious curved shape suggesting the medallion
of the dome, now completely flattened. A trapezoid shape projects
forwards fram the plane of the backclorh. The outline of this
trapezoid {s drown with a heavy line similar to that of the base
of agch of the cut-cloths. This is an indication that the shape
is & demercstion of the position of the tripartite folded screen
which can be seen {n the other sketches on this sheet. The centre
panel of the soroen is frontal and its two side flaps fold back
to meet the backcloth, This is the form which was used in the final
set, and this drawing is the first indication of Picesso's fnten
tion to change the flat backcloth. The top left hand sketch on
the same sheet shows the harbour scene angled in and out of space
in a manner which recalls the screen forms of the earliest designs

(Figs.162 and 164),

The remaining two sketches on this sheet introduce a new image.

In place of the twa tiars of cheatre hoxes on sither side of the




ismer proscenivm arch, are arrow-headed flag poles which susperd
flowing draperies. in Fig.191 these are coloured in groem, white
and rad stripes, the colours of the itslian flag, to which they
way thus refer.**® The roference to Itslian naticnslism is con-

sistent with similar recollections of France and Spaia in Parsde

and Le Tricorne. It can be intsrpreted as a tribute to Italy,
original home of the Commedia dell'Arte, and underlines the ge-

raphical of the Pulginella set. In the sketches

which include the Italian flag, the lyre above the proscenium s
veplaced by a wotif which is {mpossibla to identify because of its
extramely vegue delineation. In view of the flags, however, it
seams at least plausible that this is & coat of amms or similar
tevaldsc imsga. Like the location of the sot, this may be derived
from a raal-life cbservation made by Pleasse in Noples n 15i7.
Thesa possible references to Italy are not found again, but
Fips.190 and 191 signify a trensition from the treatment of the
Naples scene as @ flat backcloth to its depiction on wbat appesrs
to ‘be a froe-standing faldsd scyeon. Fig.192 reveals how this
sereen was derived from & flst rectangle divided into turee parts.
Three of the sketchas on this sheet represent the folded sereen
within a theatre interfor with 'sun’ disc and airborne muse. Tha
dreuing at bottom right shows that Picasse briefly tonsidered rew
placing the theatre imterior with an enlarged landscape, and le-
cating the scraen centrally wishin this,

“** Although no colour illustration of Fig.19) is Included here,
this obscrvation as Lo the tolour was made from the original
in whe tollection of the Huste Jicasso, ferss, dn Juno 1582,
The flag worif recurs in Fig.2
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4 group of drawings which veflect Picassc®s concern with the means
for realising his designs can be mentioned hore (Figs.193-196).
1o the drawings on these four shests, one or more componente re
exdmined in turn. A significant featuve is Picasso’s consider-
ation of both a tigld free-standing screen structure and a softar
drepes hanging {similar in {dea to Fig.164) for the central motif.
In Fig.195 thess two fdess sre juxtaposed most obviously. Like
the central drawing of Fig.192, four af the skatches on this sheet
investigate an opposition of dark and light areas within this
central structure. The presence of the lyre on the proscenium arch

of the drawing st bottom left of Fig.194 should also be noted.

In Fig.197 a voluptuous caricatured muse blows os her trumpet and
simultancously holds up a laurel wreath for display. On the right,
& decorative ornmmental figure is applied to the pillar of the
framing proscenium srch. The Naples scene is presented contzally
ang the orthogonals of the seresn ind{catn that the sida-pieces
are to be folded back, thus croating an inverved perspactive. The
pecmetticised neture of the final set is enticipated here in the
exaggerated diagonal of the right hand flap of the landscapa scroen
and the flactening of the correspanding disgonsl on the lefe as
it passes through two sepsratn spatial planes. A horizontal join-
ing these o diagonals at the tops of the buildings indictes chat

part of the sky will be included in the folding screen,

In Fig.196 the muse is replaced by the guadripartite diamond or
lozenge shapr which wes identificd as o sign for harleguin in one

of the Le Tricorme curtain dosigns (Pig.100}, A similar motif is




repeated below each of the four spectater galleries, elthough in
these cases the lozenge is not divided up. Fig.199 is &n elabo-
tation of this design with the addition of colour.*’* In these
sket-hes the dlsposition of spatlel planes appears to be in ac-
tordance with the scheme represented in Fig.190. The Front cloth
is ropresonted by the pair of Fluted columns joined togethoer by a
flattensd srch. The second plane includes the 'hoxes' and the
representation of & tilted end flatrened dome in which the
‘harlequin’ losenge is the rentral mouif. The third cutecloth
would contain vhe patterned inner proscenium arch with 4ts psinted
curtains within which the free-standing screem would be set. It
is not clesr whother sky and maon aie part of the screem, o. a
separate backdrop. & souch of reslism imiroduced in Figs.197-199
1s the washing Line strung botween the twa rows of buildings. (This

1s most clsarly seen in Fig.198).

The final group of sketches at First contimues the combination of
decorative thestre intorior afd geometric landscape screen, with
tha lavter elament gradually taking precedence over the former.
In Fig.201 the inner proscenium arch is flanked on efther side by
a low wall surmountad by two arches or niches, the inmer one in
the same plane as the prosvenium, the outer at right angles ta it
and thus appeoring to onclose & box-like space, Tha ribs of the
vault above are simplified and flactenad into six heavy black lines
and the central madallion contains the muse wotif. The landscape

seroon is given greater omphasis within the prosconium. It is

2% Fig.200 {s a very light drawing, almost identical to Fig.1ul,
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cloarly placad in front of the orangs/red curtains and cuts across
the arch on che left.*?® Both here and in the next sketch (Fig.202)
this screen hss been simplified into four areas - three rectangular
planes with sloping upper edges and one trisngle on the left
side “%° The two central panels which represent # building facade
and the Naples harbour, comprise the frontal plane, while the
sections to their left and right angle back into space. The tri-
angular plane on the laft serves as & kind of conceptual buttress
for its adjacent facade. which togethor with the right hand section
of the scraen appears to rocede towards the harbour seans. This
illusien s no sooner created than denied, since the central panel
45 in reality closer to the spoctater than are the side Fleps.®'’
The suditorium setting of Fig.202 is again richly decorsted in red
and gold, The ribs, contral medallion and the pillars flanking
the prosceniun are trested with a schomstic chiaroscuro to provide
an 11lusion of three-dimensionality that is played off against the

flat geometric planes of the lendscope sureen, The muse is again

*18 Neither this sketch nor the following one (Fig.202) are in~
cluded in McQuillan, "Painters and the Ballet", or in Vogel,
“Picasso als Bithanbild wnd Kostlimentwerfor fiir die Ballets
Russes”. Although colour reproductions are not includad here
T was able to view the original sketches at the Susée Pleasso
in Paris in 1982. In both, the colouring is dominated by con-
trasts of redforange and yellow in the curtains and architoe-
tural motifs. Tho dark aress are a dark brown and thoro are
touches of Llue in the landscape and the backgromnd to the
‘sun’ disc.

Not clearly visible in illusirotion is a distinct verticel
scparating the left hand edge of the harbour from the adjoining
architocture,

This effect s, of course, only notional fn 5 two-dimonsional
drayiug, bnt the use of inverted porspective is confirmed by
the form vaken by the final set.
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trested with graat levity end her two pendulons breasts are

emphasised.

Fig.203 heralds the form of the final set. Apart from & flat,
simplified framing curtaln, all reforence to a thestre interior
has baen eliminated. At top right the landscape screen is placed
sgainst a unifernly dark, almost black background, while at bottom
laft, there is 8 red and orange striped grea between the stylised
outline of the framing curtain and the background. This striped
areq reads as 4 second, shaped cut-cloth. At bottom right & more
conplex saries of planes dafines the background. A brown pajnted
frame is introduced along the top ~ad desm the sides, serving s
& vominder of the proscenivm arch and roplacing the draped red
curtains. These have been partly overpainte! in blue, and their
upper scallopad edge i comtinued down on the sides cregting a
docorative border within the seveve brown arch, Tn front of the
sercen in the horizonte] ground plane, & brown trapezoid shape
replaces the half-moon apron Seen in Figs.201 and 202. The dark
background is divided into two areas - a black and hrown striped
surround, and 4 more solidly black fan-shaped area. The simplifi-
cabion of the setting and the experipentation with framing devices
15 continued in Figs.204-206. In these oxemplas the sereem is
slightly alterad from the threc preceding examples ond approsi-

mates dts form in the final set design (Fig.207).

Fig.204 is a sheet containing ono govache and three pencil
sketches. Tt {5 duntified s vhe next stage by the scroen, which,

in the gouache, has assumed the tonfiguration it will have in the




final set. This gouache represonts ons final attempt to reconcile
the plush curtains and pattersed proscenium axch with the avstere
angles of the screan. The two Sets of curtains, ome framing the
raal proscenium arch, the other behind the set, racall the multipla

curtelns of the Parsde drop-curtain and the complex spatial

readings implied by it. The colonrs too, have echoes of the plush
red and gold theatre intoriors of the earlier sketches. The inner
proscenium is a Light yellow and a2 surrounded by yellow curtains.
The lendscape screon in yellows and browns, is placed against an
orange background, *** The three pencil sketches on this sheet show
Picssso vacillsting between placing the scroen according to com
ventional artificiel perspoctive (bottom left), inverted perspecs
tive (bottom right), or eliminating the screan altogether and

adopting a painted landscepe similar to that of Le Tricorng (rop

right). Also on this shost but bavely wisible on the right hand
side is & trapezoid shape which frrms the Floor cloth of the final

set,

In Fig.205 Pieasso ogain investigates a number of solutions, These
Tenge from & falrly elaborate design with curtains, modallion and
a faing echo of che original vault (top left), to a version in
which the solitary screon is surrounded by an unadoinod prosconium
arch (bottom loft). The two sketches st the top have decorative
flag motifs, rocalling the references Lo Ivaly in Figs.190 and 191.

The flags in the left hand version are clearly divided inta three

“*" 1 was not able to obtain u good colaur photogrep of this
gouache. The obsorvations made here rogarding colour are based
on direct observation of the original sketches at the Musde
Picasso, Paris in June 1982,




vertical hands « the outer ones hatclhed in pencil and the central
one blank indicating the colour white. The gouache on this sheet
at the bottom right, cames close to the Fina) set in its dark and
light contrasts and the 'spotted' black sky - a starry sky which

recells the Le Tricorne ser. Fig,206 is the immediate precursor

of the final set design (Fig.207). Two govache dravings at the top
of Fig,206 show develapuents from the previous colourad sketch
(Fig.205). The bordering arch is now clearly divided into twa
parallel surfaces. The side-flaps of the screen fold back snd its
form is clearly defined both i the right hand gouache and in the
simple pencil drawing below. The 'stars’ are transferred from the
backeloth to the second cut-cloth and the dark tone of the back-
cloth is ralieved by the applicition of hovizontal striations. &
pencilied diagram below indicates the placing of the scres: in plan
form and the positions of the openiny of the two doors in the side
flaps. A contemporary account tells us that the two doors were in
fact cut out, so that the dancers could circulate freely throvgh
& well as around the landscape.

In other circumstances I should have no querrel with

the houses that were cut into fantastic shapes by

the insistent moon behind them - but their convens

tion broke down badly when theis windows opaned and
one found that solid human beings were living in
them.*%?

The final set derign on which all later accounts are based, is
represented by Fig.207, This is almast jdenticel te the top right
gouache of the previous exumple. The significant changes are the

*?% §_A.Propert. The Russian Ballet in Western Europe 1909-1920,
London 1921, p.57. Sco aiso McQuillan, "Painters and the Hal-
let", p.499.
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substitution of two large flar gray arsse for part of The dark
background, and the indication of the white floor clath which
played a vital pert in the ballet. The effect of these additions,
when viewad in the two-dimensional skerch, is to make explicit a
contrast of light and dark aress which were implicit in the pre-
ceding few sxamples, and to introduce seme impelling spatial sm-
bignities, A1y on this sheet, at ths Joft, is a simplified pencil
drawing of the screen and a 'plan' showing the positions of the

cut-cloths, the screen and the barkcloth.

The radical narure of the final Pulcinells set design is especially
pronounced when compared to ihe earlier sketches. Tie critical
relavionship betwsen audience an’ parformance which was estab-
lished these by way of a surrogete fictive andience in a painved
thestre incerior, is here made real and immadiate by presenting

the actual audience with a si challenge in establishi

spatial reletionships. When it is resd two-dlmensionally, the set
consists of a number of clearly delineated flat, angular planes.
The central element of this flatiened space is, however, & fully
three-dimensionsl structure. As McQuillan points out, raches than
deflne & space within which the dancers move, the landscape screen
occupies space.®”’ While the traditional perspectiva lines of the
buildings invite the audience to enter into the performgnce, the

inverted perspecrive of the folded screen pushes out towards them.

590 Megnilian, "Paincters and the Baliet”, p.224 and p.506.




The ambiguities are multiple. The cencral panel is placed
frontally on the Stage, but the tilting horizontal of the blue sky
warps this frontality. The orthogonal of the dark building on the
left margin recedes sharply towards a centrel vanishing point
which, if vieved according to the conventions of artificial per-
spectse, would be lacated roughly &t the top of the volcano. The
moonlit herbour scene is thus both thrust forward by the inverted
perspective and Simultaneously pushed back by conventjomal artie
Ficial parspective devices. The two side flaps are bent away from
the frontal plane in direct contradiction to the fictive conven-
tion of their orthoganals. These pisk-pull movements are locked
inta & two-dimensional plane by rhe three black surfaces which have
horizontgl blue striations, These surfaces which must, in faet,
have formed part of the backcloth, link up in space and join with
the dark building whose vertical blue windows echo the patterning
of the other planes. Thus the space around the screen snd the space
within the s -een are united. The dark blve rect=ngle which forms
the inner framing cut-cloth can be read both as flat pattern and
&s star-flecked sky, The outer brown cut-cloth which is on the
surface or foreground plame, is contimuous with the horizontel of
the ground plane which is notionally at right angles to it. The
white floorcloth, simjlarly, is both a horizontsl spa.e-displacing
plane and & flar geomerric surface. In addition it tekes on syn-
holie significance in terms of its brightness which is en equiv-
slent for the woonlight. Reality and illusion are simultansously
opposed ond made one. In its very econamy, the set becomes a
metaphor of the complex interface betwean the real (sudiance) and

srvificial (performence) worlds. Picasso gradually stripped avay
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The ambiguities are multiple. The central panel is placed
frontally on the stage, but the tilting horizontal of the blue sky
warps this frontality, The orthogonal of the dark building on the
left margin recedes sherply towards & central venishing point
which, if viewsd according to the conventions of artificial per-
spective, would be located roughly at the top of the volcano. The
moonlit harbour scene is thus both shrust foryard by the inverted
perspective and simultancously pushed back by conventional arti-
Ficla) perspective devices. The two side flaps are bent away from
the frontel plane in direct contradiction to the fictive conven-
tion of their orthogonals. These push-pull movements are locked
into & weo~dimensional plane by the rhree black syrfaces which have
horizontal blue striations. These surfaces which must, in fact,
have formed part of the backeloth, link up in space and join with
the dark building whose vertical blue windaws echo the patterning
of the other planes. Thus the space around the sexeen and the space
within the screen sre united, The dark blue rectangle which forms
the inner framing cut-cloth can be read both as Flat pettern &nd
s star-flecked sky. The outer brown cut-cloth which is on the

suzface or plane, is with tle h 1 of

the ground plane which is notionally at tight angles to it, The
white floorcloth, similarly, is both & horizontal space-displacing
plane and a flat geometric surface. In addition it tkes on sym~
bolic significance in terms of its brightmess which is an oquive
slent for the moomlight. Reality and illusion are simultaneously
opposed and made one. In its very cconamy, the set hecomes &
metaphor of the camplox inverface between the resl (audience) and

sriificial (performance) worlds. Picasso gradually stripped away
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a1l overt symbols and snecdotal references as well ss the intricate

spatial structures which invaded the Pul

ells stwdies to arrive
at a purified structure which elegantly presents the crucial di-
slogue between reality and illusion, audience and performer, iife

and art. As {v stands, the force of the final Pulcinella imagery

is both elucidated and reinforced as & result of its simplifi-

cation.

Heaning in the Pulcinells set desizns is not only located in the
dialectic of reality which its spatial structuring presents. s a
result of the radical process of transformetion by which the set
svalved, two groups of images exist, the elaborate imagas of the
studies and their 'purified’ counterparts in the final sat as re-
presented by Fig.207, It may be argued thet the oply relevent {m~
sgery is that which is extent in the £inal set design ~ the moonlit
harbour with sailing boat end the volcano in the background. The
laborste framework from which the fimal set evolved contalns se-
verel images witich do not appear in Fig.207 - the Neptune fountain,
the msks of comedy and tragedy, the lyre and musical instruments,
and the sun dise which contains an allegorical or classical ‘musa’
figure. ALl of these can be sccommodated under the general heading
'classical' and in the discussion of Fig.184 ir was argued that
they were awployed by Picassc to construct a metaphor of the
transcendent nature of art. Bofore proceeding with the discussion
pf the imagery of the final ser, the problem of Picasso's

classicism will be sddressad.




X ot
E : . The exact nasure of Picasse's use of classical sources has proved
. ¢ difficult to define. In the most general sense, the mythologival

framevork of classical art provided bim with & paradigm within

which to establish e persomal mythological structure. At the same

time, references to both classical subjocts end styles cam be

v identified gt A number of different points in his work.®®!

Contextualised within this peuvre, the period of Plsassa’s o~

volvement in the creation of works for the ballet colncides pre- ‘

. : cisely with whet both Blunt and Pool isclated as his secon

classicel {or neo-classical period.®®? This period overleps with

the years of the First World War and coincides with the post-war i

period of reconstruction during which French culture witnessed & *
. significant shift towards mors conservative, ordersd and hence :

wr 'classical’ values.®®? While it {s difficult to disregard the in-

B “. . fluence that this freguently explicit general trend must have had

on Picasso's work of the perjod, nor to discount the specific ia-

¥2! The principal sctudies dealing with Picasso's classicism sra: '
Otto J.Brendel, “The Classical Style in Modern Are" and
"Glassic and Non-Classic Elemenss in Picasso's Guerpies" in
¥ Whitney Oates (ed.) From Sephocles to Picasso, 3
. 1362; Blunt, "Picasan’s Classical Period (1917-25)", Phoebe
i Pool, "Picasso's Neo-Classicism: Tirst Pariod 1505-6", .
trotle, ‘ns. 3, Febrwary 1965, pp.122-127 and "Picasso’s .
Neo-classicism: econd Period 1317-25", Mahar, "Neo- C]nssi:um
the Twentisth Contury: A Study of the ldea and {ts
1 lationship to Selected Works of Scravinsky and Picasst
2 Meyer. "Ancient Nediterrancan Seurces in the Works of Picassd
' 1892-1937"; and Silver, “Esprit de Corps': The Great War and
i French Art 1914-25",

. %% Blunt, “Plcasso's Classseal Period (1917-25)" and Pool,
. "Picasso’s Neo-Classicism: Second Period 1917-25".

. This movement s treated in detail by both Mayer, “ancient

B - Mediterrancan Sources in the Works of Picasso 1892-1937" and

. Silver, "'Esprit de Covps': The Grear Var and French Art

. 1914-25". See espocially Mayer Chs. IX, X and XI and Silver
Che. TIL - VILL
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fluences of Cnctaa, Satie and $travinsky in this vonnettion, the
notion of a classical style which coincided with the post-war years
neads to be viewed critically and with specific reference to the

ballet designs and related works,

A number of factors must be taken into gccoust. In the first
place, and as Silver acknowledges, even if esrlier classical pe-
riods or works are disregarded, Picasso's return to a more re-
presentational mode after tha Cubist yeriod cen be deted to as
early as the spring of 1914, and thus not only pre-dates the ballet

designs, but also anticipates the general response of French art

during and immediately after the war yeers.®®* Secondly, to ise-

late any single tendency is problematic in view Of the fact thet
Picasso's oraative piuters is theracterised by constant shifts in

style and the co-existence of 4 number of potentially antithetical

styles. In spite of a dominant “artistic atavisn” manifosted spe-

cifically in what §ilver and others denote as Picasso's "Ingres
style”, this characreristic mobility of style is espesially ap-
pasent during the war yoars. Silver interprets the cxacerbated

®o¢ Silver, "'Esprit de Corps': Tho Great War end Frouch Ast
1914-1925", p.439 n.105 writes: "Although... 1 have no ovi-
dence that the [enti-nodernist] campaign began as asrly as the
spring of 1914, it is cartain thet war was inminent, and thet
this was parceived thas spring, and that, if only by instinet,
Picasso’s new naissant, un-modernist style was stil) rooted
in the conservative cultwre of wastime..,, even if Picasso's
change was wholly unrelated to socisl pressures, that he da~
cided vo exploit his new realism (and later new classicism)
in respense to these pressures is unmistakeble". Mayer, 'An-
cions Medirerranean Sources”, p.291, dates the “now omphasis
on structure and form... in... the arts in France” to “around
1916". Daix, in Daix and Rosselet, Piuasso. The Cublst Years
1907-1916, on the other hend, impl‘ . that the uncertainty of
The War (In s fnitis) steges at e st) resulead dn & tompo-
rary brask in Picasso's rocurn to maturalism.
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stylistic restlessness of these yesrs both as & reflaction of
Picasso's determinarion not to renounce Cubism completely at this
time, and to the "ideological turbulence" engendered by the war:
the peried 1914+25 is the most diverse {or ircon-
sistent, or confusad) moment of Picasso's career.
Unlike the Blue or Rose periods, or Analytic Gubism,
or the post-1925 Surrealist work, where we can sense
2 donimating impulse that, dospite divergences,
shapes all art of a given moment, Picasso is truly
an eclectic during snd after the Great War...*®®
In affect what is being argued by these various commentators is
Picasso's insistence on an uncompromising artistie fresdom which
is characteristic of his work in all periods. A further factor
which complicates the prablem of Picaeso's 'classical’ vocamlary,
is his 1917 visit to Italy., While it has been argued above that

caution should be exercised in interproting the Barsds drop cur-

tain as an inpediate respomse to this journey, later manifesta-
tions of en Italien inflvence ere clearer. The dJesigns for
Pulesnelle which contain specific veferences to Naples are & case

in point.

Such problems as these sre compounded by the demonstrably
un-classicel epproach which Picasso adopts towards many Super-
ficially 'classical' themes and Formal devices. Discussing tre
problems prasented in sn interprotacion of the diversity of scyle
in the post-war works, tghar endorses the notion of Picassa's
creative independence and characterises the process of Picasso's

stylistic eclecticisn.

59 gilvar, "'Esprit de Corps': The Ureat War and Franch Art
1314-1905", p.137.
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When Picasso seams to have horrowed a motif from an
earlier style, there is always a curious ambivalence
in his trestment of that motif. He appears unwilling
to accopt the conventions of any previous style nor
to adopt the sesthetic convistions which made those
conventions meaningful.... Picasso does not subor-
dinate his own pictorisl imeginaticn or underlying
acsthetic convictions to the restrictions of previ
ous styles.*"?

In 2 ciitical anslysis of the 1921 Three Vomen at a Spring, Mabar

significantly locates Picasso's 'neo-classical’ style precisely
within the context of the metaphorical process as outlined above.

there is & lingering presence of selected aspects
of tradition in Picasso's nac-clessical works, These
orks ‘racall', 'evoke', or imply earlier con-
ventions. In other words, the cffect of some

by Picasso in & particular wosk. The conventions are
frogmented into tumerous clements, and these ole-
ments, divorced from the tradition which originally
created them, are compounded anew into images that
ave symbollie of Picasse's  conceptions  of
himsalf...*?7

45 {ar as the bellet designs sre concerned, scattered classicai

referances heve heen idancified prior to the Pulcigells project.

These include of mythological in the Parsde

drop-curtain and possible classical motifs (the colump and arch)
in ite landscape; fpollonien end Dicmysiac references in the

Juxtaposition of lyro and bacchic dancer in the Pgrade set; and

the Latin inscripsion “Picasso Pinxiz’ on the Le Tricorne

drop-curtain. The elassical vocabulary of the Puleinells designs

is more insistent and self-conscious than these jmages.®

¢ Mahar, “Neo-Classicism in the Twentioth Gontury", p.473.

et yng

. P94,

%% Mayer, "Ancient Mediterrancan Sources” traces the incidence
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4 definition of the antique motifs end allusions of the Pylcinella

designs proves elusive., While antique comnections can be estab-
lished For all the separato images, as outlined above, the context
and style of the designs often fcts to counter these. The Neptune
fountain, significant on one level as & visual record of @ spesific
geographical location, is simultancously open to interpretation
on the basis of its mythological moaning. Picassa's intersst fn
the motif appears far from casual since it was axplored in a number
of shetches. This interest may be cxplained by the relstionship
which the god of the ocesns has with two of Picasso's most porsonal
synbols:

By the time he reached adulthood, Picasso surely
kney of the mythic connection betweon the god
Poseidon, instigator of earthquakes, and the horses
and dark bulls which the Greeks ssoaisted with this
fierce god...

The imege of Keptune or Poseidon simultancously evokes the com-
flicting characteristics of horse and bull,

tatmals shich vere sacrad to hin [Fosoidon] ware the
horse, symhol of gushing springs ond the bull,

of anciont Mediverranean sourcos in general in Pleasse's work
from 1892-1937 and absorves (p.404) thai “Antiquity as a dis-
tinct and major source in Picasso's Kepertotra of worls Ss
avident only from 1920..." It is clesr from the contoxt that
by “antiquity” Mayer iatends the civilisatlons of ancient
Graece and Romo.

Godo, Art ps Autchlography, p.12. Gedo goes an %o link the
image of the bullfight te Picasse's childheod oxperiance of
an earthquake. Mayer, "Ancient Mediterrancan Sources", p.324,
ites  André G\de'a plece titled "Considerations sur la
mythologie grécque”, first publishod in the Nowvelle Réyye
t Soptember 1919, as extremely influential in ra-
Hling Cinserort in Orak myshe In Franco ot thie Limo. ho-
cording to Meyer (p.335), "In 'Considerations’ [Gide]
proscribed [the fruck mych] as a new vehiiclo for exprossion
iu modarn literawure, profoundly suggestive in content. Gide
pointed to the fact that the ancient myth serves os & guide
1o the humen psyche,..'.
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sublam aither of his power to fertilise, or of his
impatuosity. In the course of certain festivals
dedicatad to Poseidon and called Teureia, black
bulls were thrown into the waves. In the same way
horae races were calebrared in honour of Poseidon...
Iuo] was sald to have creatad tho horse uich o blow
£ his trident,
Poseidon and his brothers Zeus (Jupiter) and Hedes (Pluto), con-
stituted an Olywpien triwwirate, who dethroned their father,
Cronus, and inherited tha Universs from hin - Zous govarning the
heavens, Foseidon the seas, and Hades the undervorld®!) Poseidon
was reborn after having been devoured by Grorus, The dolphin which
commonly appears with him is & symbol of salvation.®'? The dolphin,
woreover, can be linked to another water-related image which em-

bodies much the same associations, and which oceurred in the Parads

1% Felis Guirand, Mythologie Générale Larousse, transl, Delano
Ames in Greek Mythology, London 1963,

».
%1% |igdes, personifying the underworld and death mey be identified
with the moor in the Parade drop curtain, and also sppears fa
Mercure (The Repe of Proserpina).  Costella, Picasso's
'Vollard Spite’, has suggested that the Artist of the Vollard
Buite is & personification of Zeus (p.53): "...the bearded
Head of the Sulto provides a link botwcen the sculptor with
whom Picasso identifies and tho Supreme Greck god, Zeus." See
also the same writer's discussion on pp,47-36, passim.

Poseidon was the fathor of Pogasus another myshological em=
bodiment of rebirth whose significance was familiar to Plcassa
as was scen in Chapter IV. For autributes of Poseidon, see
Graves, The Greck Mychs, Vol.l, pp.60-61 and p.239. Gromus
swalloved his children (excepting Zous) to circumvent the
Fulfilment of the prophecy that they wauld dathrane him. hater
tricked by his wifo into drinking an ometic, he vomited “hem
up, Both Hades and Poseidon undervemt this experience of re-
birch vhich has overtones of the story of Jomah. Lee,
"picasso's War and Peacs", p.35, notes that "Aquatic symbolism
plays an integral part in the mych of Pegasus, sduco the herse
was Tachored by Foseldon. Athena prosented the hybrid to the
Nuses, whorsupon Pupasus kicked his hooves and leit a de-
pression in tho carth creating the Hippocrone Spring, whose
waters proved to by an inspiration to the arts”. It should be
noted huro too, that in 2 study for Peasy doted 24 Suly 1S6,
Pogasus 15 associsted with what Lec describes as "bhree
dolphin-like £ish®.




dropeurtain, namely the enchor,®?

Moreover, in ome of the
Pulcinells dosigns which details the treatment of the Neptune
fountaln (Fig.166) an isolated but meticulous drawing of & scellep
sholl appears alongside the figure of Poseldon. While this drawing
may be comstrued as a purely formal trestment of a well-known an-
tique motif, evideuce that Picssso hed included a similar shell
in &t least four Cubist works,®'* invitss investigation of {ts
meaning, which is indeed congruent with the context. The seallop
shell has @ definite iconography in antigue ert, and was used by
the Romans to express the hope for & life after death.®*® The an-
tigue reierences in Pulcinells crystallise sround notions of
transcendence and rebivth. In their connection with images such

e Pegasus and tie anchor they recall motifs in the Parads

drop-curtain. They also parallel a comparable range of symbols in

Le Tricorne, and, ss will be shown below, in Mercure. GCunulatively

they exemplify thal process of fragmentation &nd veconbination

which is totally characteristic of metsphor.

In the style which he applies to these images drawn from dn earlier

tradition, Picasso asserts his personal power of creation. The

%13 Cirlot, A Dictionary of Symbols, p.4l.

*14 Sao p,234

sis Hichasl Godby, “Tho Boni Chimney-Pioce in tho Vietorie and

Albert huseun: a Fifteenth .ontury Domestic Cenotaph”, De

Arte, 27, Scpromber 1982, pp.14-17, gives an oxtensive account

of the iconography Of this Wotdf both in antiqsity and in tha

Renaissance, ond obscrves that in Romen eénd Greek art the

dolphin often repleced the shell as & venicle for the souls

of the doad. Picasso's repeated use of these images suggests

that aniique art not only provided the motifs, bul that he wes
avare of thoir meoiings.
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exaggerated line which describes the figure of Neptune in Fig.168

harks back to the style of tte Le Tricoras drop-curtsin, and has

little to do with 'classicisa’. §imilarly, the tragic and comic
nasks seen in Fig.187 . zreated in pure Picasso 'shorthand’, yet
their presence in the theatrical comtext &nd the simple
idsogramaatic up~ and down-turned mouths cannot fail to call up
for the viewer schooled i1 Western tradition the wole rich
fabric of ancient Groek .. .re and its philosophical impli-
cations. The ancient lyre is es distanced from the twentisth cen~
tury as the Greek gods themsclves, but serves as 2 signifier of
the classical poetic ideal. In the Pulciaella desizis (Figs.1£4,
156, 187 and 189) ir is schematised and flattenad &s are the vio-
lins of the ceiling decorations, and, as & member of the same class
of stringed instruments and ancient ancestor of tham, sats up a
visual end {conographic parallel. The Flosting 'mse' figure is
a hybrid of female clessical types. allegorical females of acas
demic art and a long Western tradition of sensuous nude femsle
Figures. The ambivalence of Picasso's aprroach to this figure has
been noted, in passing, above. In Figs.197 and 202 this supposadly
ethereal, ideel figure is no longer treated with the Ingras-like
purity of Jine that Picasso used to define har carlier in Fig.181.
Tnstoad there is & Rubensian encrgy and voluptuousness which, in
caricaturing the esrlier style, calls into guestion any simple
stylistic definition of classicism.®'® Silver has characterised

Picasso's post-war art os

18 Through this manipulation of style Picasso may quite probably
have been satirising wartime propaganda which according to
Silver, "'Esprit de Corps': The Great War and French Art
1914-1925", p.96, had presentn France as "the inheritor pre-
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s kind of juggling sct in which both proof of his
. non-revolutionary, FTreditionsl French effiliation
and bis wise-cracking were keing proffered simul-
. X tanecusly in the same works.®
Picssso's style itself makes a significant comtribution to his
H essentislly mevaphorical visual languege. While ':. individusl
paria can be singled cut and analysed, amy prec “retation
of their re~onstituted whols will perpetually - gly be-

your the reach of men with nets and measuring

The image of the moon dominstes the Pulginella et (Fig,2t

; is reinforced by rha white floorcloth - en equiveleut for it
flection. Folunin recounts how Picasso painted thi. sencral
moonlit scens himsolf, a fact which may indicate that it had par-
ticular significance for him.®'? 4ceording te Cocper:

All the action took place on & unaly-ahaie

- floor-cloth, freshly painted for each perfosmancs,

and the stage was 1it exclusivaly from ebove,'?

server and defender of classical culture". Silver, p.104, ob-
.. serves that "s large and varisd cast of allegoricsl {izeres

in sntique gath, of traditional French symbols and the patri-
otic mopuments of France were called back into service aftax
August 1914", and that (p.101) "Antigue goddesses representing
Victory, Glory, Humanity, Civilisation, and, often an unsges

. Silver orovides examples of such images and notes

further (3.102) thet “Tnese antique deities « re often merged
with France's own homegrown sweetheart, M. .cou"

$17 Ibid., p.288.
Wheelvright, Mevaphor and Reslity, p.39, <itd above p.11.

*1% Polunin, The i 1 Method of Scene Fainting, p.sS.

$2¢ Cooper, Picasso Theatre, p.46.
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The theatre afforded Picassos's printing an extra dimension since
it allowed the menipulstion of an artificial and independent light
source. Diaghilev himself was responsible for much of the innova~
tive lighting which wes one of the hallmarks of his Rursian
Ballet.®?! It is tempting to speculate thst Picasso worked closely
with Diaghilev in conceiving the lighting patterns for his bal-

lets. In the case of Pylcine}ls, it is clear that the use of direct

lighting from above would have complemented Picasso's intentions.

In the first place the

of foorlights the.
removal of @ barrier between audience end performers and thus re-
inforces the sffects of the inverted perspectiva of the set, This
would have been further underlined by the white floor-cloth which
extended out towards the sudience, Seconc -, the lighting from
sbove sustains the illusion of a light source 'n the sky and of

the painted moon &s that source. Like the stars in Le Tricorne

which are repeated in the framing cut~cloth of the Pulcinells set,

the moon paradaxically suggests both light and night. Altnough the
moon's feminine and passive nature contrasts with the sun's active
masculine sssociations, both are givers of light. Through its
regulating and balancing effects in nature the moon is a mediator
oetween heaven and warth, and its eyclical wating and waning make

it & synbol of death and rebirt..*’?

%) Jane Pritchard, archivist of the London Festival Ballet noted,
in correspondence, the important rale which Disghilev played
in devising the stage lighting for his ballers.

21 Girlor, A Dickionary of Syshols, 5.204,
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It has been mentioned above®?? that although the 'mountain' in the

landscape of the Parade drop-curtain has been tentatively idemti-

fied in the literature ss Hount Vesuvits, there is little visual
evidence to support this and the parallel seems to depend on an
interpretation of the influence of Plcasso's visit to Italy in
1917, In the Pulcinella set the mountaln is more clearly and
prominently defined and on the basis of the Neapolitan setting it
can here be positively identified ss Mt, Vesovius. In additiom,
in at least one of the gouache sketches (Fig.l89) & burst of bright
red colour indicates not only a volcano, but one which is actively
erupting. The symbolic power of the volcano lies in its dialactical
nature:

on the one hand there is the sxtraordinary fertility

of the volcsnic earth in such regions &s Naples,

California or Japan; but an the ether hand the de-

structive fire of The volcano is linked with the

idea of evil,®?™
¥hile the prosence of the voleano in the Puleimella set can be
explained as & literal reference to the specific location of
Neples, s a syobol of fire and in combination with the land
(earth), the sails of the boat (air) and the sea (water), Picasso
may Lave been using it to conplete a reference to the four elements

which comprise the rotelity of creation.

The sailing vossel which is & constant image in the Pulcinelle

landscape scene {s an insistent yet rarely noted motif in Picasso's

1 g,

2% girlot, A Dictionary of Symbols, pp.341-342. The volcano is
also an imsge cncountered in the poetry of Max Jacob, whera
it is associated With the rainbow. See Kamber, Yax Jacch and
the Poetics of Cubism, p.11.
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geuyre. Palau y Fabre hss published & small oil, The Port of

Malsga (Fig.208) which he dates to "around 1889".*2® This swall
seaseape trests ses and sky a¢ flat aress. To the right is a
building identified by Palau y Febre es a lighthouse, whlle the
laft half ds dominated by a triple-masted sailing vessel, Although
such a juvenile work should ot be interpreted as enything more
then @ direck rendering of an obsarvetion of nature, it does serve
to establish a visusl source for the motif in Picassa's own

geuyre. As will be seen, subsaguent use of this motif demonstrate

how, as is the case with horses, bulls and harlequins in Picasso's

geuvre, reality becomes invested with wetaphorical values.

In August 1900, in the Bercelona publication Joventut, Picasso

illustrated a poem by the Spanish syabolist poet Josn Oliva
Bridgman with o drawing of two hoats on a stormy sea (Fig.209).
Although he doos not mention the content of the poem which wes

titled To Be Or Not To Be, Pelow y Fabre remarhs of bridgman's

postry in general, that by 1900

[te had] sbandoned his earlisr pleasantly rambling
seyle p favour of a more daring sort of poetry,
blatently Nietzschesn in inspiration, which wes a
conszant_ hyms to sensususness and the 1ife of the
senses.?2*

Picasso's drawing (Fig.209) which echoes this tendency in the
vigonT of its line, shows the artist using the imege of the boat

to oxpross & feeling of invense striving against a swirling 'sea

$*% Palay y Fabre, Picasso 1881-1907, no.2, p.516. This dating
impl.es that The FPort of Nalaga was made esrlier than The
Picador, (1890: Fig.171 which vas previovsly cousidered to be
FPicasso's first oil,

P3¢ Ibid., p.186.
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of life'. This treatment rrveals an awarensss of a general
symbolism in which the activity of sailing is a metaphor for life.
The individual is pitted against the elemental and inhunan forces
symbolised by the ocean (and of course, personified in the figure
of Popseidon). The seiling boat is alsc & familiar image in
Christian iconography where it represents te Chuzch and
the attainwent of Grest Peace is depicted in the
form of sailing the seas..., Ling is symbolic
of] transition, evolucion and salvation, or safe
[Sails represent] in
the wind, the oreative

breath and the spur to action. They correspond to
the Elament of air.®

Although the boat in the Joventut illustration does not have sails,
other instances of the boat image in Picasso's osuvre do depict a

vessel with sails. In a drawing Boat Putting out to Sea (1902

Tig.210) a group of figures on the shore is juxtapused with another
group in & boat who are rigging their craft in preparation for
their imminent departure. The image of the sailing boat reappears

in the 1930s. Four examplis fram the Yollerd Suire sll bearing the

title Blind Minotaur (Figs.211-214) depict  sailing boat in which

two bearded sailors rig the wasts while they observe the movemencs
of a blind minotsur and & young girl. Costello identifies the
Eigures im the boar #s Catalem fishermen “tleir besrds, hats and
clothing establishing their nacionality", and tentatively associ-
stes them with images of the artist because of their rosemblance

to the sculptor of the Vollard Suite.’?* Similar imsgery occurs

$17 girlot, A Dictionary of Symbols, pp.281-182.

3% Gostello, P te', pp.303-305. The icen-
tiffcation ssllor figure has already Leon
dlseussed in comnection v.(th the Parede drop-curtain, and a
similar connection cannot be ruled out in the Blind Mipotauy.
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in a sketch of 1934 which is related to, but does nct form part

of the Vollard Sajte.®** ion with Minotaur (9 May 1936:

Fig.215) combines bullfight, sailing tast and Winoteur images. In
Minotsur dens un_Barque (Fig.216) a masked femalo f.gure, from
whose head wings sprout, supports a swooning girl, while another
nude female struggles o free herself from the ships' mast to which
she has been tied. The sailing boat, though greatly raduced in

seale, is also seen in the background of Ninotsuromechy (1935

Fig.40). It is difficult and certainly beyond the scope of the
present investipstion to unravel the content of these works from
the 1930s. Together with the early works cited hers, howaver, they
demonstyate that the sailing boat motif has a waaning for Picasso

beyond the simply anecdotal.

The sheer mumber of studies for the Pujcinella set concributes to

the formal, stylistic and iconographic richness of the project
when vieved as a whole and from the point of view of an ongoing
crestive process.®>® In eaci. of these areas the process is one of
wetaphor: in the forma! :.arrangement through the arrival at o
clear simplified solur-1 whicn expresses the complux interdos
pendence of realiry and illusion; throwgh the manipulation of di-
verse vocabularies of style so produce forus which simultaneously

pay homsge to and sstirise the past; and [inally by the inclusion

2% Picagso. Opere_dal 1895 al 1371 dalla Collezions Marina
Picasso, no.218, p.327 (not illustrated).

This is in contrast to & view which would consider the more
complex designs av less relevant simply because they were ra-
Jectod by Diaghilev. This 'rejection' itself is problesmatical
Since there is no reliable documeatation gs to which of the
designs Diaghilev turned down.
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of a group of symbolic images - the bost, the sea, Neptune or
Poscidon, the moon and the velcano which point to the abiding

question of existence as embodied In the dialectic of life and

death.
Cuadro Flanenco

The original Cuadro Flamence set survives as four seperate

‘paintings’ (F1gs.220, 224, 226 and 229) cut from the origiaal sot
by Disghilev in 1926. A single stage photograph (Fig.219) and ona
sketch (Fig.221) provide the only evidence as to the nature o.

set. The ing history of Cuadre Flamence,®?! first g

formed on 22 May 1921, indiceted the overlap betwean the desigs

for this ballec and those for Pulcinolla. One study (Fig.217) is

particularly significant in that, while it appears to belong to

the Puleinells group, it cen equally be related to the Cuadro

[lamenge project. Tt is the only sketeh in which the landscape

screen, placed within the elaborately decorated theatre, has the

samo form 2s in the final Pul¢inells sot. The Muséa Plonsso has

numberad it in sequence wirh she Pulcinells sketches and deserides

it os “Etude de décor et ridoau du scons Pulcinella".  Berves,
however, dates it to 1924, in spite of the favt that it is in-

scribod, apparently {n FPleasso's own hand, "Gaité lLyrique

1923",%3? MeQuillan describes it as en unused Pulcineils

skatch...” which, published on the cover of the 1923 souvenir

331 Ses pp.70-73
3% This {nseriprion, which 15 not visible on rlotographs, uas

hserved on the original gouache at the Mus-a Picasso, Faris
tn June 1782,
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programme for the Dallets Russes' season at the Gaité Lyrique

thestre in Psris (Fig.218) "...supplies the immediste prototype

for the Cuadro Flamenco décor™.*??

The single sketch that can unequivocally bo identified as a study

for the Cusdro Flamenco set (Fig.221) follows Fig.217 very

closely. The architccture and drape:y are renderad in a flat yet

vigorous and painterly style. The Pulcinells landscspe scraen has

been substituted by o similar three-sided structure which is

placed behind the Eraming dropes and reads as o room within a room,

A photograph taken during & performance of Cuadro Flamence
(Fig.219) indicates that this entiye set was a backdrop sgeinst
which the Spanish dapcers performed, The decorative flownr paint-
ing on the frontal plane of the painted screen (Fig.220) and the
vestiges of simllar paintings on the receding sides, suggest that
this part of the décor may have ocen devised in order to '£411 in'
the blank speca left by the removal of the Pplginells landscape
screan. Careful examination of Fig.221 reveels that where the
drapes are pacted to tevesl the inner room thare moy originally

have been a painted screen sinilar to that of Pule

clla end vhat

thie may indeed be a revised Pulcine}ls sketch. On either side the

vortical hanging parts of the inner curtalns are cut awey sharply

%33 The Gaité Lyrique was the theatra at which Cundro “lamenco was
first performed in May 1921. Subssquently the sixteonth and
alghteonth seasons of the Ballets Russos were held at the same
theatre in 1923 and 1925 respectivaly (soe Djsghilev et Los
_Busses, Exbibition Catalogue, Pacis 1979, o, 163},

i 1433, apparently mistakenly, claims that
the only other time that Diaghilev's company perforned at this
thoatze was for one week in June 1925, when Pulcinella opened
the season on the 15th.




on their innes odges “v a vertical black line which interrupts the
smooth curves of the folds of drapery. These lines are in positions
which would roughly merk the edges of the Pulcinella landscape as
seen in Fig.Zi7. Tt eppests thas, es in ¥ig.217, the painted sur-

face which displeys the basket of flowers was in front of the

drapery and that this was subsequently rovised.

The Cuadro Flamenco set is directly relaced to the Puleimells

sketches in the treatment of the sp :tator figures in their thestre
boxes. In the desigs of Fig.184, the arrangement of the “wo lower

hoxes of the Cuadyo Flamence sot is alresdy established, Although

extremaly sketchy in its vendering, close examinetion of the laver
left box in Fig.184 discloses two figures which may be compared

to the two {amales in the lower right box of the Cuadro Flsmenco

set (Fig.226). Similarly, che couple at the bottom left of the
Cuadro Flamengo set (Fig.224) may just be identified in the lover

right box of Fig.184,

Figs,227 and 228 ropresent the only surviving skerches for the

spectator figures of the Ouadro Flamence décor. The rel hi

which these (wo sketches bear to oach other is not clear, but they
may be considerad as altornative idoas. The men with the top hat
in Fig.228 may be velated to a similar figure in another of the

Pulcinglle govaches (F.3.189, the gontleman in the box on the im-

mediate right of the siage). in any event, in painting the f.°al
décor, Picasso roturned (in the case of the figures in the bottom
left box) to an fdna that had becn skotched out in the course of

the Pulcinells designs. The man with opora glasses is identifiable

B2




in Figs.176 (top right), 120 (right) and 184 (bottom right).*?*
The couple in the box at top lei* (Fig.229) do not hsve a precedent
in any sketch, although the blonde aud buxom women has o close

affinity with the femalos in ths two sketches (Figs.227 and 228).

Picasso's concern with the spaviel and conceptual relationships
betwien audience and performers has been evident in many of the
designs already discussed. The theme of tho theatre intarior is

ane of the carliest in Picasso's ceuvro and examples can hoe found

s sarly as 1894 and 1896 (Fig.232).*?* Four thoatra interiors and
cne street theatre were included among the diverse subject matter
of the sixty-five vorks shown at Picasso's first Paris exhibition
in June 1901.°¢ According to Palgu y Fabro, the 1901 exhibition
at Vollard's was & veritable "tour de force" for the
ainoteen-year-old artist, and produced some of the esriiest crite
ical responses to Picasso's work in the Parisian press.®*? Writing

in the daily paper, Le Journal, the critic Gustave Coguiot, &n

thusisstic supporter, Picasso in Paudelal

‘tyle as "wildly enanoured of madern lite.®*"

3% No figures ware painted in the top right bex, it is possible
that this omission was a result of the haste in which the set
uas comploted. According o Coopor, Picasso Theatre, .51,
Picasso "painted the basket of flowers the groups of
spactators in the boxes with his own hand”.

® For further examples see Z VI:1l, 39, 40 and 2 XXI:53.

Falsy y Fabre 1-1907, pp.246-257. The exhibition
was held at vmmd’s gallery, the works roferred to aro il-
Iustratad in Palau y Fabre, nos.338, 18, 613, 620, and 504,

B17 ibid., p.257.
3% gustave Coquiot, Lo J_u_grnnl. 17 June 1901, cited by Paleu y
Fabre, 168 .51, Of all Pleasso's roferences
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The theme of the theatre interior was te find its culmination wle
Picasso confronted a real theatre in meking his ballet décors, and

specifically in the Cusdro Flamenco set. Although Picassa's ob-

‘vious precccupation with the theme of spectators and spactacle
requires no precedent in arcistic tradition, there are a mumber
of fairly obvious sources. McQuillan suggests the "later nine-
teenth century,.. sub gante of thestre eudience paintings" snd
wore specificelly, the works of Deges, Nenet and Renoir as
sources.*?? Isascson has noted numcrous sourcss for these ertists,
in turn, in illustrated journals which date back to at lesst
1857.%%% yhile Isaacson presents & convincing case for the
Inprossionists having used these printed sources with Iul) aware-
ness of their potential for social comment, he distingnishes be-
tweon such reportage and {ts transformation into & persavsl vision
by the srtist. In this connection, Brooknar hes shown thet Renoir's
Ls loge of 1874, (Fi3.223) which both Cooper and MeQuillan nama
as & source for tha bottom left couple of the Cuadro Flamenc set

(Fig.224),%*! i3 probably based on a work by Constantin Guys, the

to specific nawspapers in his cubist works, Le_Jougnsl is the
title most frequontly used. This can be scan 8s o conscions
roferance to the publication which accorded him an early re-
cognition of his talants - a rocognition which emphasiscd his
engogement in the world arcead him. In the midst of Lhe obscure
and harwetic structure of the cubist works, Picosso could thus
retain his link, however tenueus, with his public,

NeQuillan, "Painters and the Baliet", pp,278 and 516.

Joel Isascson, "lmprmmmsm J Turnatistic Illustration",
Ar 56 (10) June 1983, pp.95-115.

Coopez, Pis

y Theatre, p.51, MeQuillan, "Painters and the
Ballet', p.516.
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nineteenth century artist immorealised by Baudelaire as “the

painter of modern life".**?

The Guys water-colour, Au_Thea

e (F1g.225) prescrriy in Vienna,
is 1w fact a more convincing source for Picauso tham the better
knoun work by Renoir. Although it has not been astablished whether
or not Picasso would have ever seen this particular work, Guys'
broad trestment of the figures {s parallellad in the hesvy

used for the Cuadro Flamenco couple.®*? Like Guys'

gentlonon, Picasso's male spectator roises his binoculars with
both hands, and their hairstyles, teo, arc remarkably similar.

Picasso’s work alsa parallels thet of Guys in the depiction of

space. In A Theatre the edge of the balcony cuts the figures at
about waist height and they are framod above and to the sides by
stylised flat drapes which recall mnot ouly the ornament of
Picasso's theat.c boses, but also the simplified curtalns which

freme the contral painted arch of tha Cusdro Flamonco

bsckeloth, Tha femeles figures in she Guys drawing held & bunch
of flovers and a fan rospectively, and {t mey nov be colncidental
vhat the woman {n Fig 224 holds a fan prominently in front of her
‘breast, while one of tha two women in the right hand box rests a
bunch of flowors en the ledge in front of her (Fig.226). Guys

stends os The Supreme example of the Nineteenth century painter

of modarn lifs, but the genre is sufficiently familisr to argue

*¢? Anita Brookner, “"Art Historians and Ari Critics - V11: Charles
Raudelatre”, Burlington Magazine, 1976. pp.269-275, p.276.

**} The Guys drawing s in the Alberting, Vieana (Inv.24162). It
was scquired ¢.1925, and the museus is unable to supply any
details ax to {ts provenance.




that even if Picasso did not specifically model his Spectator
figures on the exswple of Guys' work, he was at least veferring

to the general type.

The concept of “the painter of modern life" presupposes &n artist
engaged with contemporary concerns and an art which resches out
te the peaple at large, Picasso’s wish for 4 closer engagement with
his public ¢t this time has beeén proposed abeve &s a critieal
factor in his ipitial involvement with theatre design. The
bourgeois spectstors and the journalferic style in which Picasso
has chosen to render them are & witi, . ° ironic reference to the
notion of realism. The refercnces to late nineteenth cencury style
and subject are 2 pointed racollection of the realism of the pe-
riod. Yet in the context of a 'post-avant-garde' twentieth century

they appesr anachronistic and constituce 8 satirical criticism of

what Picasso may have as 2 in
Diaghilev's taste. The staging of Unadro Flamenco harked back to
the nineteenth-century fsscination with Spain as & quasi-oxotic

lond. Whilet the public and the critics received Cuadro Flamenco

in this backvard-looking context, for Picssso the authenticity of
the Spanish dancars must rather have been an affirmation of his

national and spiritual fdencity.

Merenre

The original stage serving for Hercure, the ome ballet commis-
sioned from Picasso by Comte Etienme de Desumont, took the furm

of four separate scenes, corresponding to the four tablesux of the
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scenarfo. These are illustrated here in the form of fo~ comven-
porary photographs of these tableaux - "Night" (F12.233), "The
Bath of the Three Graces” (Fig.234), “The Three Grases and
Cerberus" (Fig.235), and "The Rape of Proserpina (Fig.236). These
four photographs and what {s probsbly @ single preliminary sketch
(Fig.232) are the sole surviving evidence on which & discussion
of these sets can be baced. No set designs for Hercure were found

suong, the collaction of the Musée Picssso.

Slight additional information is provided by three other phote-
graphs which record porformances of the palles (of which two,
Figs.230 and 231 ave illustrated here). McQuillan documsnts two
af these photographs. The first (not illustrated) and according
to her, more substantial of the tvo, accompanisd & review of the
£irst performance of Mercura.®** MeQuillan describes the photo-

gréeph as showing the “...figures of Apollo and Venus in front of
& fragnent of a backcloth depicting a sun (or moon) surxounded by
clouds, three v-ahaped flying birds, and a cluster of reeds below".
Although McQuillan identifies the style of this backcloth as

congruent with that of other Mercure desigas, there is no other

record of this particular piece of décor in the Picasso literature
or in decumented collections. The novion of o backcloth is itself
in confiict with the innovstive dusign of this ballet which had
as one of its significant features the eliminacion of the tradi-

vional backcloth. On the other hand, McQuilien's identification

844 Andyé Levinson, "Quitriéme Spéctacle des Soirées de Paris'',
17 June 1924, Bibliothique de 1'Arsenal, Archives Rondel.
Ro12582, cited by McQuillan, “Painters and the Ballet”, p.640.
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of "three v-shaped flying birds" and the image of @ sun ox moen

in this photograph, recalls the swallows of the Ls Tricorne

‘drop-curtain and the refersnces to heavenly bodies in other ballet
designs. If the presence of such imagery in the Mercure sers could
be substantiated, it would provide yet another link in the
iconographies of the ballet designs. The two remeining phato-
graphs (Figs.230 and 231) do not, however, assist in this matter.
McQuillan suggests that the first photograph (Fig.?30) dates from
Diaghilev’s 1927° revival of Meccure, and that the ill-defined
landscape in the background is the work of some other hand than
Picasso's,’*® In the second photograph (Fig.231) dancers and
praticsbles appear ogainst o blank backcloth which is congruent
with the background seen in Figs.233-236.%*° The fact that a pencil
sketeh (Fig.232) exists for the first scene of "Night”, suggests
that there may heve been similar diegrammatic indicetions for the
other scenes which were either destroyed because of thelr very
preparatory nature, or which lie undocumented im 8 private col-

lection. **7

5% Pisghilev purchased the Mercure production from Beavmont in
1927.

Cooper, Picasso Thestre, p.58, uses the French 'praticable’
45 a term dencting a movab’e place of stage scenery. NeQuillan
uses the English equivalent “practicable”. Neither Massine nor
¢olundn use N3 term in their brief discussions of Mercure.

s to the possible destruction of any works, Picasso, when
working for Diaghilev, stipulated that all preliminary
sketches would remain his own properts, and we have seen that
he took care to preserve these. The terms of the agreament
with Comte de Beaumont, who commissioned Mercure, sare, how-
ever, not os clear. Since more sketchas for the Mercure
drop-curtain and costumes are to be found in privats col-
lectfons, than for any of the other four ballet projects, it
is presumed that they made their wey there via Comte de
Beaunont's oen collection.




The concept of a stage set has been simplified to such an extent

in Mercure that it is a moot point whether the term applies at all,

This simplification follaws quite logically from the Pulcinella
designs. Quite simply, the Mercure set consisted of two cut-out
cenves flata painted white snd light grey which Framed the stage,
and & plain backcloth painted either white or black according to
the scene.®*® Within this set appearsé a succession of movable and
moving décars (the praticsbles) which were propeiled by the
dancers themselves. These décors did not comprise the actual dance
slement which west on in and around them, but rather acted as
transitional zones between sets and dencers. Becsuse of the
paveity of {llustrative material for these décors, and the ate
tendent difficuley of reconstracting them, Cooper's very clear
description, presumably based largely on the evidence of the four
surviving phovographs (Figs.233-236) but perhaps also incorporate
ing some first hand accounts, will be cited in full:

For 'Night' [Fig.233] the centre of the stage was
occupied by a schematic representation of a female
figure lying on a couch, all in wnite with a large
oval blus panel behind her. The amms and legs of the
figure, like the logs of the couch, were made of bent
rattan painted black. The head and neck, as wall as
the body, of this figure could be rocked back and
forth during the dance; even the stars by which it
was surrounded were movabla. The décor of 'The Bath'
[the second tableau, Fig.234] consisted of 4 lacge
rectangular construction marbelised on the side
facing the sudience, whose inner surface, repres-
enting vhe waver, was painted blue and tilted
sharply upwards. Beside this and to the right stood
3 large amphora, whils a white sheot was draped over
its left corner. Three holas had been cut in the
wator sur:ace through which emerged the upper part

3%% Because of the lack of devail, especially as regards the
backgrounds, in the photographs of the four tableaux, the de-
scription of these sets draws on the detailed account given
by Cooper, Pigasso Thestre, pp.58-39,
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of the bodies of the Three Graces - men wearing wigs
of long black hair and outsize false breasts painted
red, When the bath was removed the Thres Graces, now
in the form of cut-out pracicables painted blne or
white, each of which wes carried by a concealed
dancer who manipulated from hehind a rattan lattice
which mede the heads go up and down, came on stage,
holding hands [Fig.235). They were accompanied by
Cerberus, another praticable consisting of & large
circle and two legs, painted black, on which & group
of heads were drawn 3t white. The third tablesu vas
played on a bare stsge until the end when two large
white preticgbles were brought on with a freely
drawn Yoproeentation (3gein of rattan) of & prancing
horse snd a chariot in which a man was carrying off
a woman. These formed the cemtrepisce of the Rope
of Proserpine {Fig.236].°%*

From this sccount it seems that in the case of Mercure it is im-

possible to drew a ctiear distinction between set and costume de-
signs. Are the praticables to be classed as a part of the stage
setting or as porformors within that serting? The dialogue has
shifted from the gudience-performer relationship to that between
the performer end his own space. That space has been fully acti-
vated not through ambiguities set up by the spatial illusfon uhich
the sete croates, but by alloving the space itself ro be thoroughly
neutzal and to become Tealised only in verms of its contents, be
they praticables or dancers. The two Framing cut cloths and plan
backeloth which form the icomographically meutral basis of the

flercure sets are the direct descendents of the final Pylcinella

set, while the movable pruticables cen be seen as slaborated forms
of the free-standing tripartite fulded landscape screen of thst

ballet.

LA UTEN
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This simplification of the stage decoration resulted in & signif-
icant shift in terms of iconographic signifiers. In Parade the
neaning was located primarily in the heavily figarated and sym-
bolic drop-eurtain, less in by the set, with the sast of characters

reduced to a skeleton. From Le Tricorne, through Pulci

118 and

Cusdro Flawenco to Mercire, thove is o gradual transference of

iconographic comploxity from the décor to the performers, Lo the

extcnt that they ere finally scarcely discinguishable from each

other. In Mercure it is the characters, reinforced by the hybrid

praticables, which contain the primary content. The mesning of the

drop-curtain, as argued dbove, is less specific.

In the first tableau of "Night", as depicted in the sole prelimi-
nary sketch (Fig.232) aight is signified and identified by the
presence of staxs - images whose symbolism has been discussed shove

in connection with Parade, Le Tricorne and Pulcinelis. In the

skatch the stars are donoted by the word 'sto{le' rether them in
the calligraphic manner used in Le Tricorne and Pulginella. This
deliberate use of the word may be significant especially in view
of the fact that the siyle of Mercure wes markealy linear and
callitraphic, Gertrude Stewn interprecod the calligraphic style
of Hercure as @ return to o Spanish somccption after the more
sesiptural coneerms which Picasso's Irallan visit had produced,
and which manifestod themselves In the early twenties’ paintings:

in Burope the art of calligraphy was alvays o minor

rt.... But for Piedsso, a Speniard... calligraphy

1» an art.... the Spaniards and the Russians &re

the only Europeans who are really a little Ori-

ental..,. The contact with Russis,.. stimulated his

fcoling for calligraphy... during the naturalist

period which followed Parade and the voyage to
Italy, the consolacion offered ta the side of him

i
i



that was Spanish was calligraphy.... Calligrephy
a3 1 understand it in him had perhaps its most in-
temse moment In the décor of Mercure, That was
written, so simply written, no painting pure
celligrapny. 4 lictle beforo shac he hod nade o se-

fes of drawings, alsa purely calligraphic, the
Tunes were sxirecrdinary lines, there wers. also
stars that were stays which moved, they oxisted they
wera roally cubism, that is to sey a thing thav ex-
isted in M’.se!f without the aid of associetion er
enotion

Some seven months after the premiére of Marcure, in December 1924,

Max Morice made mentlon of the Mercurs sketch in an exticle in the

first issue of Le Réyolution Surréaliste.'®! What Morise appears

to be responding £o Is the presence of the written word in a pies
torial context, the implication being that Picassc was aware that
the word has even greatar revelstory powers than the image. Ace
cording to Rasalind Krauss:

By 1924 the Surrcalists... had seen a lot of writing

in pictorial and quasi- pictorisl contexts, But the

source of the freshness and excitement of Hercuze

was the uey the word soened to be theorsed daep into

the visnal context s the flesting and evanescent

ides of the star, enveloped by ond at the same Lime

croating the Juminons f1s)d which it defincd,’"?
Postic % it is, this description sesms bardly to it the small
scale sinplified pencil drawing to which, in the absence of any
other visual ovidence, it must be applied, As MeQuillan has pointed
out, the sketch mist be distinguished from the actual stage décor
in which the words were replaced by movable stars. According to
hers

%30 Gercrude Stein, Picasso, pp.34-38, passim.

*%! Cired in NcQuillan, "Painters and the Ballet”, p.637.

%2 Rosalind Krauss, "Magnetic Fields: The Structure" in Joan

Hir ic Fields, Exhibition Catalogue, Solomon R.
Guggonheim mseun, New fork 1572, p.29, cited in McQuillan,
Toainters and the Halieiv, prots.
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while Picasso may have employed the word Jn his
sketch in an evocative manner, he may also have been
carrying on his own tradition of the printed word
as introducad in his Cubist paintings. Ir Cubist
paintings the printed word placed s plane. The stars
on the backeloth moved and did not rem in in @ fixed
pasition. By imscribing 'stoile’ in Lis sketch he
was noting the gemcral placaments cf taese scintil-
laving stars, and was noting the ides of a star,
uhich could not possibly be rendersé in a Fixed
form.

This apparent reconciiistion of the connotative and denotative
powers of the word does not, however, solve the problem of why
Picasso wrote the word etofle’ seven timos on this sketch, rathar
than drawing 1% in the calllgraphiec manner referred to by Gertrude
Stein - a process which would have been both more rapid and more
sponranaous. Althaugh Picasse awnotated several of his designs -

the costume designs for Mercure are cases in point - this sort of

annotation, usually & directive as to colour or some othar farmal
aspect, is cloarly distinguishable from the delibsrate placament

of the separate words 'ctoile' in such & way that each word becomes

an autonomous image.'®® The very fact that each word is written
clearly end in uppar case letters suggests the purposcful nature
of their axistence, In fact, it can be suggested that it was pra-
cisaly to call attontion to the ster images that Picasso 'wrote'
them rather than 'drew' them. The fact that they did pot survive
in photographs of the dacors is not proof that they did not ever
appear on the stage. 1t is not closr whether the enly surviving

photograph of the setting for "Night" (Fig,233) is from the ori-

$%3 MeQuillar, “Painters and the Ballet”, p.638.

%% 1f, for example, Picasso had merely wented to indicate the
prasence of a number of stars, he could have written this on
the side of the sheet and indicated their positions with lines
of direction as he did in the costume designs.

i
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ginal production or from Diogh-lev's revival of Hersure in 1927
Gertrude Stein's recollections are awbivalent, but they do not
exclude the possibility tnat the yritten raferences to stars ac-
tually appeared in the ballet production. Norise, certainly, in
his roughly contemporary article appesrs to be referring to o stage
décor and not & pencil drawing. Polunin doss not mention stars or
words in his brief note on Nercure but he does, significantly,
relterate that Picasso's décors were alvays fsivhful to his
sketches:
Working in collgborstion with Picssso wss very
Plassant, 48 on former occasions thanks o hin tn-
terestin
Doubts and variations from the original dasign are
alveys detrimental to the work of the axecutor,
che

since they | iwpair the freshncss  of
painting...""*

In examining the meaning of the scar, reference will therefore bo

made to the words which, while carrying the same primary meanings
as the imagos, reveal additional meanings through their mssocia-
tive proporties. The use of the word in o ballet design is, more-

aver, mat an imnovetion in Mersure. In Paradg the tivle of the

ballet was written on & card carried by one of the managers, and

some early dosigns for managers' costumes incorporate words. The

inseription "AMD

XER..." on the bottle of tho Le Tricerng drop

curtain has been discussed above. The source of the word fn
Pileasse's work 4, as McQuillen notes, dependent on Cublist usage.
This usage, however, goes beyond the osiablishing of a spacific
spatial location. The word in Cubfsm bosides having a formal

functlon operates & & signifier of content, and &s such is en-

%% polunin, The G

g, p.79.
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riched by sssociational values. Thus, in Mercure, in addition to

light symbolism which is also seen in Le Tricorne and

Puleinella,

and which 1s hare paradoxically employed to define Night, i.0., a
condition of darkness, the star in its verbal form acquires addi-
tionsl meanings. The most obvious in the contest of performance

is the use of ‘etoile' to denote the principal female dancer/s in

a ballet company.®®® Furthor, the sound is unchanged if the word
1s split into two parts, as in 'g(t)' and ‘toile'. 'Et' meanms
‘and', while 'tolle' which 3 genoral terms is translated as
'closh' (usually linen), is also the word used to donota an oil

painting (on canvas), & theatre curtain and the sail of a ship.*®’

By the simple expedient of replacing & visual image with its verbal
counterpart Picasso has created & multivalent wetaphor. Placed as
they are around the image of the reclining Night figure, tho words
accupy the positions cf heavenly bodies. Their primary meaning is
immediately epparont. Thoy are stars and thay bagin to sparkle;
they exist in themselves; they are .- Gertrude Svein observed,
“really cubism", i.e., avtonomous. e same time they are per=

formera, the gtoil

s of the baller - & reading reintorced by their
kinetic propertiss - and, read as 'e(t) toile' they rofor simul-
taneously to the work of the artist, the painted reality of thoatre

curteine and the sails of & boar at sova,

T'E hnd of course it is used in both English snd Fremch in refers
ence to any prominent figure in show business.

M.ANansion, Harraps  New _ Shorte:
Dictjonary, London 1940 (l(l\'hpd ed
poTilT

rench _and _English
7, roprinted 1874),
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Night (Figs.232 and 233) is porsonified &s a reclining female
figure, which is congruent with the symbolism as described by
Cirlot:

Night is related to the preaive principle the femi-

nine and the unconscious. . the Greeks bolieved

hat night and davkness prececed the creation of all

things. Hence night - Like vatar - is sxprassive of

fertility, potentiality and germination.®®
The associstion of night and water is also significant. Coopar hes
described Night as "a female figure lying on a couch, all in white
with a large oval blue panel behind her".**" This blue oval which
frames the head and torso of Night like a mandorla simultaneously
avokes images of sky and water. Although Cooper has described ihe

backcloth for fercure as "painted either white or black according

to the scene..."**® Polunin's sccount is rather different: "The
scenery... consisted of a series of screens of intense and dofi-

nite colaur... [which] served as o background...." He goss on to

doscriba the colaurs of thase screens:
The greyish-black solours, with their contral pore
tion of the bright tones of water-plants of the
first act, tho beautiful brick-red colowr of the
second act and the creany, ostrich-egg-like tons of
the last act requirad opaque painting.®
From this {t appears that a centeal coioured portion wWes superime
posed on the black backdrep. 1t can be assumed that “the bright

tones of weter-plants” is indicative of blues and greens, end sl-

S34 Girlot, A Dictiopsry of Svmbols, p.218.

5% Cooper, Picasse Theatre, p.iS1.

S5 Ibi

51 polunin, T.e Convinental Metiod of Scene_ Painting, pp.79-80.
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though unspecified, it is clear that the first act backdrop evoked

water imagary for Polunin.

The image is claboraced in the second scene, the "Bath of the Throe
Uraces", where water bocomes & central image. In genersl teras,
water, like night, aymbolie's a primeval state from which all
metter is born. [n ihe more spocific form of & bath, water is
rymbolic of rebirth. Like night, too, it 15 & faminine principle.

In the Vedss, water s teferred to es matritameh
(the most mataraal) bacausa, in the beginning, ev~
erything was like the sea without light.,.. The
waters, in short, symbolise the universal congross
of potontialities, vhe fons ot orige, which precodes
ell form and all creation. Immersion in water sig-
uifies & return to the preformal stats, with & sense
of death and anathilecion on the one hend, but of
rabirth and rageneration on the other... water is,
of all the elements, tho mest clearly transitional
between fire and air (ths ethereal elemonts) and
savth (thu solid element). dy analogy, water stands

a modiator between life and death.... It can
thorofors bo said that watar conjoins these two {w-
ages. ..t

The Three Graces were companions of Aphrodita “smiling divinitias
whose presonce spread oy throughout the atermal world but also
in the hearts of men”.%$? They wore also closely conmected with
#y -llo, were well-known figvres in art, and, since the 4th Gentury
B.C., had boon represented as three youthful mude femalos souching
aech othier on the shoulder. 1n his burloague trestment of tnese
tradizionally scosuous and beautiful fomale fipures, it soome that

Plcasse may have buen paying homage to Apollinaire. Apollinaire's

*% Girlet, 4 Dicvronary af ! . Pp.345-357.

) pmns (od. ). Greak Mythology, p.70.
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only effowt as a playwright, Les Mamelles e Tiresias first per-

formed on 24 June 1917, has 4 decidedly burlesque character. The
principal character of Apollinaire's play is the male/female
Tiresiss/Therese, whose breasts were floating balloons attached
to her body by long strings. In an interview with Piarre
Albert-Birot published in Birot's magazine Sic in Octaber 1916,
Apollinaire predicted that “The camerel or stage theatre will be-
come loss important. Possibly & circus-theacre will come into be-
ing - more violant and more burlesque, #s well as more simple than
the former".®** Like Apollinaire's Tiresias, Picasso's Three
Graces subvert traditional conceptions of female sensuality. In
so doing they call into question the traditionally positive and

b 1 of this ical triad. The tension

generated in the interval between the traditional type of the Three

Graces nd their parodied incarnations in Nercure, comstitutes a

poverful example of burlesque which depends for its effect on just

such travesties of expected norms.

The scene which follows the "Bath of the Three Graces” is one in
which they reappsar together with Cerbesee, spparently in pursuit
of Hercury who has stolen their jewellery.®® In this scene, gen-
erally described as "The Three Graces with Cerbarus” (Fig.235)
Picosso designed movable praticables for the Graces and for
Corberus. In yet another parody of thair traditional selves, the

Thres Graces are here presented as cardboard cut-outs whose curved

%%4 francis Steegmuller, Apolli: . _Peet Among the FPainters,

Harmondsworth 1973, p.261.

%43 See p.78

i
[
§
I



. ‘ ‘ [
B P ':".
M - ’ Vst g
i
; contanrs roughly suggest the archetypal female 'hour-glass’ shape. :
Ay Superimposed on these shapes are wire or rartan lsttices in a di- :
amond configuration, and surmounting the stick-like neck of each :
\ is » perfectly rounded scaled-down head inseribed with two oyes ;
i and & nose (visible on the left 'Grace' and less distinctly on the '
b ; righ one in the illustration). Thesc .hree Graces each resemble !
- 1 o creature so much as Picasso's Herlequin (1915: Fig.4) whose i
N ,‘ connotations of death have been discussed previously. Such t
. i connotations are confirmed in the Three Graces by the presence of |
. ! j the triple-headed Corberus. The displacement of the image of the :
., Three Graces is complete. From idealised embodiments of femsle |
r'l ‘ beaury and grace, the latter connoting transcendent and immortal i
) qualities, the Graces are comverted int0 companions of the mon~ }
I ‘ strous Cerberus, guardian of the entrance ta the underworld.*®® :
. : |
g ) e The sinister implications of the First two scenes of the ballet - i
».\’ “ Night, and the watery snvironmens of the Three Graces’ bath - are
* ‘1 continved in this third scens of the Graces and Cerberus and reach ;
. . 4 their climsx in the final tableau of "The Rapa of Proserpina” by i
F,‘ . " Plute (or Mades) god-king of the underworid (Fig.236). The pableau |
. ! consisted of two praticables of similar shepe but differing size. Z
" I The one on the left in the illustration is larger and serves as 2 ;
o - :
3 — :
A i T4 Gasman, "Mystery, Hagic and Love in Picasso. 1925-1938",
T p 301, discusses the pin-hesded female monsters Picasso's .

beach scenes of 1927-1329, which she refers to & the "Cabane
Series”, Gasman relaies these pin-headed females to the Three

Graces of Mersure: "As an accribute of mindless, dark and

N therefore enemy forces, the pinhead was attributed by Picassc N
. to the three infernal graces who are svil fates guarding
B alongside their evil genius, the Cerberus, the ‘House of

. Hades’ in his 1924 setting tor Mercure".




support for the chariot and the figures of Pluto and Proserpina.
The praticeble on the right forms the basis of the horse, which,
though not connected to the chariot is underscood as its means of
locomotion. In & lyrical, calligraphic style which belies the
incident's violent and pessimistic content, Pluto, assembled out
of & ctrcular head and e series of scroll-form lines, supports &
swooning Proserpina who is likewise put together of dec ~atave
1linear elements. Her breasts are the rolled-up ends of the single
eorving line vhat describes her profile. A smeke-like line signi-
fies her hair, while others double both as Pluto's chariot and as
flosting draperies. 4 large circle with curving spokes stands for
the chariot's wheel. The horse, similarly conceived, is a
sprightly, whimsical creation which recalls the horse-menager of

the Parade cast (Fig.237) as well as the ghstracted linesr 'circus

horses' found in works of Joan Mird at ebout the séme time

(Fig.228).

Pluto, ruler of the underworld and a figure denoting death, is one
member of the mythological triwmvirate which is completed by his
brothers Zeus and Poseidon who reigi over the heavens and the seas
respectively. Together they for & unity charscteristic of all such
triads.®¢” It is certain that Picasso knew of the rclationships

*¢7 Tis most widely known, of course, baing the Christian Trinity.
Whilst iv is possible that Picasso had some or even & great
amount of knowl2dge of numerology, it 15 not necessary to prove
this in order to support his understanding of the symbolism
of the nusber 3 on the fairly basic level of its ralationship
o the perfect unity or the ‘All', As the Christian example
shows, this is a widely accepted ({f not fully understood)
relationship in Western culture. Picasso's persistent inclu-
sion of groups of three ir his paintings sirongly suggests that
he intended this sort of symbolism. In this context it is in-
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within this mythological triumvirate. The Pluto of ffercure recalls

the presance of Poseidon in the sat designs for Pulcinella, and

although a Zeus-figure has not been located in the ballet designs,
&t least une writer suggasts that such an {mage underlies Picasso's
sculptor alter-ego in the VYollard Suite.®*' As Plute signals
death, so Proserpina denotes rebirth. The meaning of this final
scene of Tape and death embodies life not anly in her presence but
in the onlivened linear style of its ecreation. Just as the
contextualisation of the Three Graces in Hades calls into question
their immoxtal beauty, so the lively presentavion of Pluto's
repacions end potentially deathly act questions the £i{nality of

death irself.

The scenario of the ballet Mercure is an assemblege of mythological
fragments, edch coniributing some aspect of Mercury's multifa:eted
and chimerical nature. Picasso's set for the ballet was similarly
a series of fragments which resssemble images from his previous
ballst designs as well as from the totality of his geuvre - the
nocturnal starzy sky, the three bathers/graces, the three graces
/fharlequin, the dog (Carberus) and the horse, Pluto or Hades the
sign of desth, and Proserpina sign of 1ife. Each of these fragments
plays & part in the inexhaustible dialectic of 1ife &nd death which
for Picasso is central to existence and which is therefore tha

cencral metaphor of his art. In the Mercure décor this dialectic

teresting to look back to the triple figure of Eve, argued as
being present in the Parade drop-curtain, and to suggest that
bere too Picasso perceived an ultimate unity or perfection.

$62 Gostello, Pises

ard Suite, pp.47-56. See p.263 sbove.
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is stated with utmost economy, reduced to pared-doun stylistic
elemants which are set in & dynanic relstionship to their conven-

tional contant.
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VII. CONGLUSION

The richness and variety of Picasso's work for the ballet between
1317 and 1925 is an index of the arcist’s fierce defence of his
artistic independence. Picasso did not allow himself to be limited
by the scenarios with which he was presanted by his patrons and
collsborators or by proconceived notions of astyle or stylistic
docorum in the sphere of the theatre. In the more pragnatic comtext
of his social and porsonal framework he was bound neithar by socisl

pressures nor by economic Although the tional

view decrees that his relationship with Olga, his first wife, was
indesd, if only temporarily, an inhibiting factor, it hes been
argued that what is perceived as Picasso's “conforming" social
behaviour during the period 1917-1925 is open to question and that
his artistic and financial status were sssured some time before

his weating wich Diaghilev in 1916.

Tn each of the five projects which, through their common focus on
performance, provide a measure of continuity and uniformity to
this short period in Picasso's extended coreer, he explored the-
matic and stylistic issues which oxtend both back snd forwards to

the gotaliry of his geuvre. Charscteristically, cach of these Five
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ballets reveals o fresh aspect, & new insight or & hedghtened

significance as regards such issues.

Picasso's oeuvre may be said to pursue specific ends by way of

olaborate, exploratory and seemingly limitless creative means. The
ballet designs serve as ap exemplar. In them he confronted the
shift of his locus of creation from the confines of the canvas or
small-scale sculptura, to the expanded, real and overtly presen-
tavional space of the stege. lis artistic indepandence remained
sacrosanct in the course of this shift, In these works for the
ballet, as in his geuwre as & whole, the enly limits that vera
imposed were those of the demands of Picssso's art. In Picasso's
designs for decorstive theatre drop-curtains and stage settings &
limited range of thematic links cuheres beneath 4 divarsity of
formol and stylistic elements. The dislectic of life and death
and the interface between srtist and public emerge as two of the
principal foel both in the macrocosm of Pieasso's geuyre and in
the microcosm of the ballet dosigns, The method through which they

are foregrounded is one of yisual metaphor.

It is clear that by thelr very natures the drop-curtains on the
one hand, and the stage :nttings on the other, posed different
creative problems which alicitod different rosponses from Ploasso.
The drop-curtains, being two-dimensional, invited @ mora comven-
tionally pietorial treatment than did the sets, which comprised
muleiple surfaces existing within & veol space. The function of
the drop-curtaing demanded only the most cursory reference to the

scangrios. Tho curtains were vievad for only a fow minutes during

|
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which time they were seen in isoletion and unaffected by the dance
action. Picasso could thus approach their design in a vay analogous
to his custorary treatment of @ conventional canvas or other flat
surface. Perhaps bacause of the conventionality of the
two-dimensional format, Picesso was able to introduce grestor
iconopraphic complexity in the drop-curtains than in the sets.
Formel issues are raised in the drop-curtains in the context of
the physical relationship botwasn sudience and perfnrmence and the
oxtent co which a flat surfsce can suggest the interface batweon

real and illusionistic space.

Conversely, while the sots {nvited investigation of struccural and
spatial tensions, opportunitics for including fcanograside eles
ments (particularly figural onos} in them wore limited, Although
questions of content are raised in the sets, complex symbolism,
though often explored {n proliminary studies, was eliminated from
the final dosigns,®®® The sots, though constantly hefore the
audience's gaze had to compete for attention with the other visual
aspects of the performance - the dancers in their visually ax-
resting costumes. The confrontation between sets and audience vas
thus not as divect os that botwoon drop-curtains and audience.

Recognising the entirely different roles of the two olements of

9% This {5 particularly apparent in the case of Pulsinella whers
the sets underwent mejor reformulazions in the procass of
concaption, On the other hand, where Nercure is concernec, the
almost comp?:te sbsence of preliminary studies distates that
interpretation of content ix confined to the surviving photo
graphic evidence of the final sets.
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the décors - drop-curtains end 5ets - Picasso was not constidined

to treat them with stylistic continuity in any single ballet.®”®

The drop-curteins were all figurative paintings, albeit ou a
greatly expanded scale, in which Picasso was free to maunipulate
style and subject. The requirement was for some thome vaguely res
lated to the scenario about to be proscnted on stage, but, more
importantly, of & suitable decorative nature to capture the at-
tention of the audience. In terms of this second perameter
Picasso’'s drop-curtains ware eminently successful, so much so,
that for e partod of almest fL€ty years thalr content was minimised
both critically and historically in favour of their formel quali-
ties, Close examination of the multiplicity of signs in these works
suggests that, far from using them as arbltrary vohicles for
decorative motifs, Picasso wove o rich content into their figura-
tive fabric, That this content is only rovealed through close study
of particulsr signifiers ané in the context of the broader masning
of Picasso's ceuvre, is emtirely congruent with Picssso's crestive
process. In the mest genaral terms, Picasso's technicsl virtuosity
and prost wealth of stylistic options allow moaning to remain
hidden, or et least masked, behind the material profusion of his

art. This mosking of content is intensified by & method of frag-

97% Indeed the stylistic indepandonce of the difforent clements
extards to the costumes: while the Fronch and American manag-
ors of Parade did bear & stylistic resemblonce to tho sat,
based largaly on their common cubist morphology. the flamboy-
ant Le Tricerne costumes with their strang colours provided a
contrast to the soft subtlety of tho set, and for Mercwre, in
spite of the radical nature of the sots, the castumes doponded
on a laosely classical style of soft drapes. The costumes,
howaver, raise questians of drcorative function and charactor
dufinitiun Vhieh have not formed 6 part of the prosent study,
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mentation, mobilisation and rearrangement of elements which has
A ‘ been characterised in this study as the defining wode in which H

wetaphor ope-ates. Specificslly, both the conceslment of content

beneath & complex outer surface and the transformatisn of the very

elements of that surface are most clearly apparent in Picasso's

cubist paintings, whose itonography has only lately bogun to be

examined in any great detail. In o similar manner the overtly

i
1

decorative qualities of the ballet designs bscure their conteat.

The symbols which occur and recur in the cirtains are combined in
@ way that makes them seom perfectly in keeping with the contest
of thestre decoratdon and yet they can also be read as disclosing

& more profound symbolic moaning. The cryptic statements which

B i Picasso made routinely when challenged 4s to the meaning of his
works, confirm that he exploited tha visible febric of his art in

order to retain its frequently personal and private substence.

The Parada drop-curtain sddresses the dialectic of life and death

in the privete and public realms simultaneously. In it Pieasso v
comes to vrerms both vith his personal experience of death as em-

bodied in the loss of and subsequenc grieving over Eva, and the

nation. The vehicle of transcendence offared in the curtaln is the

eternal pover of art raised to & metaphysical level, Picasso :

a4

|

4 spoctre of desth which the ongoing wer prosemted to the Fremch
|

[

H

E confronts his public head-on within the confines of the theatre. i
;
{

The audieace is involved on throe levels; through the sheer power

: . : of the scale nd colour of the image; through its ambiguous
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shifting illusionistic space; and through mitiplicity of

signs offered for decoding.

In its references to Andelusia, the flamenco snd other traditional
Spanish dances, alongside che Spanish bullfight, the Le Tricorne
drop-curtain reiterates the dislectic of life and death as em-

bodied in the Spanish concept of the "Dueude”. This, the second

of Picasso's drop-curtains, through a selective nsa of symbols of
rebirth and a positive stacement of Picasso's own identity, in-
vites interpretation as an affirmative statement sbout both 1ife
and art. The artist's confidence in the tyanscendent power of his
art was, by 1919, confirmed both in the cessation of the horrific
war and in Picasso's marriage to Olga (his first at the age of

thirty-eight years).®”! Stylistically the Le Tricorne curtain is

simplified and concrate; its strong lincar quelity and the rala-
tive sbsence of shadows and ambiguities reinforces its confident

tone.

In the Nercure drop-curtain the emphasis is away from specific

reference to personal and public contexts and towards a
demaserialised and poetically evocative statement about artistie
inspiretion, llers the abstraction of form mirrors the conceptual

and metaphysical nature of its content.

71 Tho significsnce of the marriage is not addrossod in the lits
erature, but, accopting a close intertwining of life and arc
in his geuyre, 3L is not fanciful to suggest that Picasso,
taking this step at a relatively mature age, saw it as an fm-
portant milestona, evan 25 & kind of exorcism of the avenis
of the past.
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In the drop-curtains Picasso drew on Images and synbols that pre-
vail throughout his geuvre. Harleguin, horse, ladder, monkey, an-
chor, drum, Aog, bullfight, torero, sailor and sailing vessel,
swallows, povegranate and musical instruments ere oll found else-
whera. Their continued employment in works for the ballet domon-
strates Plessso's commitment to the mesnings they convey in his
ceuvre as a whols. Significantly it {s through such continued and
repeatod use that these images attain their specific meaning which
allows a continuous, though never llncar, thread to be dréwn
through diverse works. Thus {n terms of the personal aspects of

its imagery the Parade drop-curtain resonates with the types of

meanings previously developed by Picasso both in the Rose-pariod

"cizcus' works such as the Familv of Saltimbanques snd in the

verious yorke proposed as "memorisl” or commemorative paintinga.
As a statement of public or even political import, on the othor

hand, the Parade drop-curtain iniroducos signs that will reappear

saver in Picasso's pouvre, specifically in Guernica, the Dream and

Lie of Franco, end Peage - 211 three major and overtly public

works. On yet another leval, which synthesises both public and
private spheres, thers are parallels betwesn Ehir drop-curtain and

works such 85 Vive la France and the illustrations and notes con-

tained in Picasso's correspondence with close fricnds such as

Gortrude Stein and André Salmen during the First World War,

While the of ths Lo Tricorns and Mereure

drep-eurtains may not be us richly alabovated as those of the Pax

rade curtain (thexr significantly simpler compositians and

#igurations dictate such o lusfon) these works too
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with references to themes of the bullfight, the commedia dell’arte

and wusis all of which have specific jmport in Picasso's osuvre.

The sets placed greater restraints om Picasso than did the
drop-curtains, since [irstly they had to physically accommodste
the action baing played out on the stage, and secondly there was
& certain minimun requirement by which the sets needed to refer
to the events in the respective scemarios. In different woys in
each of the five ballets Pieasso allowed for the three-dimensional
physical structure of the sets, yet at the sams time msintained &

‘pictorial’ conception. Although the Parade set is the must com-

plex in terms of the number of its moving parts, these are inte-
grated in a manner which approximates the interlocking planes of
cubism and presents some of cthe paradoxes of cubist space. The
threa-dimensionality of the set, howsver, reverses the relatfon-
ship betyeen surface and space found in cubist painting: wheveas
in cubist painting complex spatial layers and angles are conceps
tually understood in a flat surface, hare the spatial layers and
anglos are real, while the flat surface i5 conceprualised. This
tension in the Parade set is demonstrated by the negation of the
intarvening spaces hotwesn overlapping plames of the scemery as
can be seen in the photographs of the original set, The flatness
is accentuated by the absence of tonal passages and an emphasis

on the flav colours of black and white.
The Le Tricomne set ls structurally more simple. The footbridga,
detached from its locus within the painted background, is the chief

concession to three-dimensional space. The cut-cloch of the arch
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and the backeloth of the painted lsndscape fuse visnally to form
& single pictorial surface. yet the footbridge allows the dancers

to literally exist and move within this 'picture'

With Puleinella, Picasso abandoned & long-standing convention by
which the set surrounds the performers, and constructed the prin-
cipal element of the set &5 a free-standing screen within the

dancers’ spsce. As in the Parade set, the imtrinsic two- and

three-dinensional relationship of cubist space is exploited. The
solution was reached as the culnination of a series of investi-

gations into the mature of reality and illusion in the theatre,

via the of a i in the prelimi-

nary sketches. The Cuadro Flamenco set was simply & painted

backcloth adapted fram this theatra-within-g-theatse ssvies. Its
conventional form was conditioned by the short tiue in which it

was required to be conceived and executed.

In Mercure the conventionsl idea ot & set was dispensed with almost
entirely, and Picasse introduced moving scenery which conflated
the status of the perfermers (the dancers vho physically moved the

praicebles) and their setting, and thersby achioved a partial

synthesis.®'?

572 Although this combination of dancers and scenery does, to some
extent, resolve the implicit and perpetual competition between
thesa slements, it mu' be rememberad thet other costumed
dancers nevertheless moved sgainst the ‘backgrounds' of the

icsbles. The praticables were by the managars
in Parade, although the managevs wers, strictly sposking,
'characters' in costume who played active roles in the sce-
nario, while in Mercure the praricables provided the context
or setting for particular incidents.
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Iconographically, in their closer relationship to the scenexfos,
the sets presented fewer opportunities for the inclusion of
Picasso's repertoire of familiar symbolic images than did the
dropcurtains, yet parallel concerns emerge in an analysis of
their content. The Parade set states its dialeciicsl nature by the
use of the black and white colour oppesition, and this dialectic
is contextualised with reference to art by the inclusfon of musical
instruments « the mandolin which refers ¢o Picasso's own Azt amd
perhaps specifically to cubism, and the Apollonian lyre end

Dionysisc tambourine, stressing the dual aspects of art.

The dialectic is less overt in the sets for Le Tricorne where the

tensions implicit in the simultancous presentation of a day-time
and nocturnal scene, which were cxplored in proparatory sketches,
are resolved in the overall subtle colouring of the £inal set de-
sign. The dominating feature of the cantral arch with its esso-
ciative reference to notions of resolution and unity reinforces
this synthesis. The more relexed stylistic character of this set-
ting, though less strongly linesr, parallels the confident tone

of the Le Tricorne drop-curtain,

Not only did Picasso's style oscillate between the two extremes

of & detailed

realism and the pi and sonewhat
austere conceptualised style of cubism in the studies and sketches
for the Pulginslle set, but rthematically « whole range of ra-
lationships between audience and performance was sxamined in them.
The investigstion of this relationship, cxpressed in the large

majority of the Pulcinella studies by the simultansous presenta-
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tion of audience and performance, iz comtinuaus with Picesso's
early studies of Parisian theatre interiors and other treatments
of the theme which anticipate the Parade sat designs. It also
svokes many works which depict the bullfighting arema and its
spectators. In exploring the often ambignous relatiomship between

audience and performers, the Pulcinella studies inevitably

re-examine the tension between ths real and artificial worlds.

This theme was finally fully stated in the Cuadro Flamenco set,

while the finel Pulcinella set focused on the specific imeges of

sail-boat, volcano end moon which shift awsy from an omphasis on
audience and performance and once sgain raise the cemtral

questions of life and death.

The scenario of Nercure raises similar questions through its var-
ious references to the mythological Lnderworld and by implication
to the entire nolion of the mythological gods and goddesses in whom
human frailty end divine immortality are combined. Nyrhological
characters themselves become the actual structures of the sets.
Apart from the first scene of "Night" which itself is congruent
with references to darkness and the duality of light and dark, of

14f. an' desth in Picasso's geuvre, the Mercure ts in the form

of the sz the - the Three

Graces, Corberus, Pluto ané Proserpina. Picasso boldly and radi-
cally revises established conventions of the theatre stage-set in
his trestment of & theme which ropresents the very basis of the
entire tradicion of Western art and culture - the ancient Groek

world,
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In his geuyre as a whole, Picasso's most consistent use of a tra-

ditional mythological image {5 that of tho Minotaur which appears
from the early 1930s on. Other specific mythological identiries
appear spovadically, with the Pegasus of the Parade drop-curtain
being one of the earliest examples, Like Pegasus, however, none
of these symbols are used by Picasso in their strictly traditional
contexts. Though they retain traditional references (of which
Picasso was alwost certainly aware), their recontextualisation in
Picasso's geuvre invests them with now, expanded and specific

meanings. In the Mercure set the mythological characters are

fornally recontextuslised and rocrested in  an  enuirely
un-classical or even anti-classical treatment. In so doing Picasso
doss mot so much parody tradition as assert his belisf thet tra-
ditional meanings can endure if they are introduced in a current

and up-dated language.

The structures of the ballet Sets are congruent with the overall
formal concerns of Picasso's art and its ongoing investigation of
the ultimave nature of reality. Significantly, this investigation
had been predoninent in the cubist years (1907-1916) which imme-
diately precedad the pericd of the ballet designs. Using a variacy
of stylistic options which range from the traditionally dencrip-
tive and meterial (exemplified most clearly in the studies for the
Pulcinella set} to the conceptual or sbstract (as evidenced in
Mercura), the sets pursue the question of the relationship betwaen
the perceptually real and the illusions, artificialities and con~
ceptual vajues of art. While he exploived the pctential for in~

cluding symbolic content on s vast scale which the two-dimensional
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curtains offered, Picasso surely recognised that the sets allowsd
him an opportunity to fornulate and manipulate notions of picto-
rial space in a resl, three-dimensional context,’’?

The means by which Picasgo weaves the intricately elaborate and

rich meterial of his pauyre has beon characterised as one of met-

aphor in which specific meanings, themes and ideas are staved and
re-stated with varying degress of specificity and precision. The
prosent investigation of the nature and meaning of the ballet da-
s51gns hes attompted to show how their individual parts ave related
to the overall fabric through & continuing process of rearrange-
mont and transformation. The ballet designs which Picasso created
botwsen 1917 and 1925 disclose a metapharical content which both
enriches and is enricked by their contexvuslisation within the

greater compass of his total seuyre.

¥ It was perhaps the same belief chat prompted Picasso's initial
idoa of doi.g Pulginella in modern dress (ses p.6).
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% 60,2, Musée Picasso, Paris.

gouache on sardboard, 80.3
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45. Crggifixion,
artist.

917, pencil, 29 x 22, formerly collection of the
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46, Two Acrobsts with Dog, Paris 1905, gouache on cardboard, 105.3
75, Hr & Mrs William A.M.Burden, New York

47. Self-Poryralt wiLh o Hog, Barcelona or Parfs, ¢.1902, pon and
1ok, T1.5 x 13, Musau Picasso, Barcelona.
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_of Harleguin, Paris 1905, gouacho on cardboard, 65
Hrs Paul Mellon, Upparville, Virginia.




49, Gamblers at a Table, Avignon, Summer 1914, pencil 29.7 x 19.9.
Marine Picasso.

50. Man with s Dog, Avigion, Summer 1914, etching, 28.8 x 21.8.




it
, phatograph,

Dog. Sorgues 1912

P
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52. Parede. The dyop-curtain, (deiail), Paris 1917, rempera, 10.16
x 17.25m, Husée Nationale d'Art Moderns, Paris.
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53. Eva in s Kimono, Paris, c.1911, phatograph, location unknown.
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54.

Tne
on

Artist and His Modal, Av

anvas, 57.5 x

. Muséo Picasso, Paris.

gnon, Summer 1914, o1l and pencil




55. Study for Woman in a Chemise. Seated in an Armchair, Paris,
Rutumn 1513, weter-colour, gousche and lead, 32.7 x 21.1,
Musée Picasso, Paris,

6. Study for Womsn in 4 Clamise
Autumn 1913, gouache water-colour and pencil on paper. 23 x

20, Private collection.




0il on cenvas, 148 & 99, Mr & Nrs Victor Ganz, New York.




58. Head of g Woman, Pavris 1913, pencil, 23 x 20, Private Col-
Tectlon (verso of 55).




59. Jean-Baptiste Gamille Gorot (atti.), Ls_petite Jesnette,

©.1848, oil on paper, 30 x 27, Musée du Louvre, Paris (Picasso
Bequest).

the P

. Eugone Delacroix, Libe o
canvas, 102 x 128, Muséc du Louvre, Paris

®
g

Pogple, 1830, ofl on




61. Woman with # Helmet of Hair (Woman with e Top-knot)

Paris
1904, gousche on papcrboard, 42.9 x 31,2, Art Instituts of
Chicago.




62. W
R

man_in White, Paris 1923, oil on cenves, 99 x 80, Netropol-
fuscum of Art, New York,




3.

Still-Life with Dot , Avignon, Supmer 1914,
il and charcoal on canvas, 38 x 46, Nr & Yrs John Hay Whitney,
New York.

bancers, Monte Cerl

6, June 1925, eil on canvax, 215 x
Tlery, London.
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65. Giorgio de Chirico, Picasso at Table with the painter Leopold
Survage, Roche Grey and Serge Ferat, 1915, pen and ink, Eric
Estorick.

66. Sill-Life. Ci 1y with an Admchor, Paris 1914, oi” on
wood, 12.5 % 12.5, Narina Picasso.
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67. Head of & Man, Paris, late 1913, oil on canvas, 65 x 46,
Th: Collection, C 1a.

6B. Violin, Wineglass, Pipe and Anchor, Paris, Spring 1912, oil
©on canvis, Bl x 54, Narodni Galerie, Prague.




69. Sailor, Mougins, 31 July 1938, oil on canvas, 58.5 x 48, Pri-
vate collection.

ilox), Royan, 17 September

70, Bust of a Man triped Sh
3 o, Paris.

1939, goua 3. Berna




g

.

Hrs Victor Genz, New Yark.

71. Seilor, Paris, 28 October 1943, oil on anvas, 130 x 81, Mr &




Hunter (Sailor), 1938, oil on canvas, formerly coi-

Jection of the artist.

Butterfl:

72,




74, Torers,
unkriows,



approx,




76. Study_for Le Tricorne drop-curtiin, Lo:den 1919, pencil, lo-
catiun uaknown.

77. Study for Le Tricorne drop-curtain, Londen 1919, poeneil, 24 x

31, Musée ¥icassa, Paris,




o . ¢ 78, Study for Le Tricorne drop-curtain, Londen 1919, pemcdl, 24 x 1

31, Muséo Ficasso, Pards.

locsticn unknowi,



i

80. Study for Le Tricorne drop-curtain, TLondon 1919, water-colour

and ink, 21 x 27.5, Husée Picasso, Paris.

81. Bhoteh

orne drop-curtnin, Londan 1919, ofl on can~
. Alexander kosenborg, Now York
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82. Sketch for Le Tricorpe droprcurtain hondon 1912, oil on can-
Vas, 37 x &5, Alexander Rossnverg, New ¥

3. Olga as_g Balierips, Juan-les-Pins 1920, pencil, 63 x 46,
Bayine ¥
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. Le Tricorne. The drop-curtain, (deteil), London 1919, tempere
ork.

on canvas, 6 x tm, Seagram Buiiding, New

Le, Trivotne.,
on’ canvas, & X

The

drop-gurtain, (datail), bLondon 1919, tempera
om, Seagram Building, New York.




o riens,

o ‘ i 86. Bottle of Oporto and Glass, Paris 1919, oil on canvas, 50 %
S ) 61, Tocation unknos

tle of Malaga, Paris 1919, oil on canves, 46 x 55, lo-
n unknown.




88, Le Tricorne, The dren-cu <ain, (devail), London 1919, tempers
on canvas, 6 % 6, Seagram Building, New York

89. J-a.D.Ingres, The Turki

to panel, 108 x 108, Mu

ath, 1862, oil on canvas affixed
du Louvre, Paris.




90, Bullfight iceme (Study for Le Tricorne drop-curtain), London
1919, pencil end {ok, 19.7 x 26.5, busée Picassa.

91. The Pisador (Study for Le Tricorue drop-curtain), London 1919,
poncil 26,5 x 19.7, lacation unknoun.




$0. Bullfight Scems (Study for Le Tricorme drop-curtain), lLomdon

1919, pencil and ink, 19.7 x 26.5, Musde Picasso.

91. The Picador (S.ndy for Le Tricorse drop-curtain},
poncil 26.5 % 19.7, location unknown,

London 1519,
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1 ¢ Tricorne. The drop-curtain, (detail) ]
on canvas, &m x bu, Sesgram Building, New York. |
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93. Pomegr: Pipe, Paris, Autumn 19il, oil on

) convas, Taction of Lhe artisc.




3

. Studio with Plaster Negd, ‘wan-les-Pins, Summer 1925, oil on i
canves, 98,1 x 131, Museum of Modern Art, New Yark.




96. Sketch for 'The First Communion’ and other sketches, (album
page), Barcolona 1896, pen and ink and pencil, 19.5 X 12, Nuseo
Picasso Bixcelona.

777 7 WBASITT
97. Gonstruction wich Swallows, Paris, 10 February 1934, (ndia
ink, 26 a 32,5, Musco Picasse, Paris.

T T
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98. Construction with Swallows, Paris, 10 February 1934, india

ink, 26 x 32.5, Musés Picasso, Paris.
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99, Yors Nepehinova und Felix danging, london 1919, pemcil, 30.5

% 233, Frivate collaction. i
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100. Sketeh for le Tricorne drop-curtgin, London 1919, gousche,
19.5 x 26.5, Husée Picasso, Paris.

011, clarcosl snd pinned pajer

161, Gulvar, Paris, Auiumn 1919, ofl,
on canvas, 219.9 x 78.7, Huseun of Modern Art, Wew York.
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! 102. Heroure. The drop-cvrtsin, Paris 1924, tempera on canvas, 400 H
x 300, Masée Matlonale d'Art ltoderne, Paris.
- p
4 !
Ko .

193, Piorret (Sketch_for Nergare drop-curtainl, Paris 1926, pastel
and pencil, size and location unknown.
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- 164, Pierrot (Bketch for Norcure drop-curtain), Paris 1924, pascel
ink, 20 % 2%, formerly coilection Comte Etienne de
Beaumont .

05, Hexleguin end Plerrot (Sindy for Mercure dropecurtain), Parls

1934, pastel and pencil, 60 X 60, Gerald Cramer, Geneva,




106, Marieguin and Pierrot (Study for Nercure drop-gurisin
1924, pastel and pencil, 5ize unknown, Gerald Tiamer,

. i

107. gketghes for Movcure drop-curtain, Poris 1924, pastel and
20 ge 1 « sso, Paris.

pencil on grey paper, 20 X 23, Nusée

i




1

uséo Picasso, Pari,

[ . 108. Study for Mercure, drag-curtum Paris 1924, pastel, 25 x 32.5,
E 5.

'

ris, 16 Ma‘, 'azt., oil o canvas,
94 % 150, Masenmw of ‘Jodorn An, New Vork

S




Private collection.

119, Mandolin snd Guit
an canvas, 1405 %

York,

1 on cenvas, 98 5 x 131.5,

Juan~les-Pins, Su

mmar 1924, 031 and sand

200.2, Sulomon R, Guggenbeim Museum, New




112, Pivasso in his studdo, 11, bd de Glichv, Paris 1910 or 1911,
- photograph, Musée Picosso, Paris.

i
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qorges Brague pla

ing the concertina in his studio in_the

113. G
o

o1 _Roma, rue Geulain

. Paris 1910, phatograph.




116

cosso_and_Jacqusline in the prest studia,
caufome Canmes 1964 . photograph.




A
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T

Par ot, Paris 1917,
Opera (Boris Kochno Bequest).

potagraph, Library of the Paris
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fa i 116, Disgram showing positioning of 'legs' and 'flats' of Pacede
B sat, lliustration from Richard, W. Assom, 'Parade’ Cubism as
3 H Theatar.
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v 117. Jean Coctomn, Page from " ' f

E.Dermit, Paris.
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L. 128. Yiow of Paris from Picasso's Stydio, S bis rue 3choelchar, ,
i Paris 1913-16, pencll, size and location unknow
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119. Sketch for Parade set, 1816 or 1917, pencil, 28 x 22.5, Husée
Plcassa, Paris.
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121. Skecl for Purade sat, 1916 or 1917, pencil and water-colour,

1% x 14, Musée Ficesso, Piris,




rade sot, 1916 or 1917, pencil, 25 x 14, Musée

|
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123. Sketeh for Perade set, 1916 o~ 117, penuil, 22.5 x 28, Musde
Picasso, Paris.

124. Skerch for Parade set, 1916 or 1917, peacil, 28 x 23, Musée
Tcasso, Paris.

i
§



125, Sketch for Parade ser, 1916 o 1917, pencil, 28 x 22, Nusée

. L Plcasso, Baris.

. ,
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.
‘.
/e

Plcasso, Paris.
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127, Sketch for Parade set, 1916 or 1917, pencil, 28 x 22.5, Husée i
Picasso, Paris.
iy B

128.
Musés Picasso, Paris.




129. Group of Actors on & Theugre Stage, 1915 or 1916, pencil, 28.7

x 22.3, Nusée Picssso, Paris.

_a_Theatre Stage

. Busse Picasso, Paris

Spectarars, 1918,
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131, Sevars} Persons on @ Theatre Stage, 1916, pencil, 29 x 22.5,

tiusde Picasse, Paris.




133, febastisn Ji

Rhapsods. Barcelona 1903, pencil

uayar-yidal as e
x

snd_coloured pencil, 37

callection,

Barcelone

77, formerly ip the Junyer-Vidal




134. Sketch for Le
superimpos

tgorne set, London 1919, weter-colour on two

sheets of paper, 21.5 x 23, Muséa Ficassa, Paris,
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136. Sketch for Le Tricorne (Lendscapo), koudon 1919, pemcil, $9
X &7, location unknoun,




157, Eiaal study for
ink and pencil

> sot, London 1919, gonache, tadia
| Musée Piepsso, Pacls.

[
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4 138. Two Studies for Le Tricomne set, Louden 1719, water-colour, i

97x 205, Husle Ficasso, Paris.

N . 139. Skotch for Le Tricormo set, Londen 1919, pencil, pastel .
chorconl on @ double shost of paper, 21 ¥ 27.5, Musde Piear:
Paris.
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160. gketet for Le Tricome set, London 1919, waver-colour, 19.8
x 28, Muséa Picassa, Paris.

141, Sketeh for Ln Tricomne set, London 1919, pencil, 19.5 x 26,

Musto Picasso. Paris.




P

koteh for Le Tricopne
Musée Picesso, Paris,

set, London 1919, pencil, 19.5 x 26,




164, Sketch for Le Tricorne sat, London 1919, pencil, 20.5 x 28,
msée Picasso, Pacis.

145. Sketch for le Tricorne, London 1919, pencil, 19.5 x 26, Musde
Picasso, Paris (versa of 141).




146. Sketch for Le Tricorne sat, London 1919, pencil, 13.5 x 26.5,
Musée Picasso, paris.

147. Sketeh for Le Tricorne set, London 1919, pancil, 19.5 X 26.5
Musée Picesso, Paris. ’
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= 148, Skerch for Le Tricorpe set, London 1919, pencil, 20.5 % 28.1, :
Musée Picasso, Paris. i
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) 19, M&Jﬂm&m» London 2919, pencil, 19.5 x 26, !

usée Picasss, Pari
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150. Sketch for Le Tricorne set, London 1919, pencil, 12.5 x 17.5,
Musde Picasso, Paris,
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131. $ketch for Le rne set, Londan 1919, pencil, 12.5 x 17.5,

Husge Picass:
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52, Sketch for Le Trichwue sat, London 1919, pencil, 20.5 x 76.2,
MHusée Picasso, Pacis.

153. The Tuq 83 . Barcelona 1902, pancil, 20.8 x 13.4, formerly
Kosengart collcction, Lncorns.




o

154, §keteh for Le Tricorne set, London 191, gousche, 17.5 x 22.5,
Musée Picasso, Parie.

e 5ot London 1919, waterscolovr, 17.3
Bacis. ’
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256, Bkerch for Le Tricorne set, Lomdon 1919, pencil, pastel and
charcoal on double sheet, 21 x 27.5, Musée Picasso, Paris.

ot . 157, Sketeh for orne set, London 1§19, water-colovr and
aousche, 10,5 x 13, Misde Picasso, Paris.




158. Sket
Wadsw

s for Lo Tricorne set, lLendan 1919, pencil, 20 ¥ 27.
th Achenasum, Hartford, Comn.

orne, April 1976, photagraph from
jon

revival, Lom
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160. Study for Pyloinella set, Porls 1990, pencil, size unknown,
Musée Fioasso, Faris.
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162, Study for Pulcinella set, Fards 1920, pencil, size unknows,
Wisée Picasso, baris.

163, Study for Puluinells ses, Paris 1920, pencil, size unknown,

Musée Flcasso, Paris,




164, Study for Puleinells set, Paris 1920, pencil, 21 x 27.5, Husée
Picasso, Paris.

185. Study for Puleinell sau. Paris 190, poncil, 20 5 27, Musée
vicasso, bacls,
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166. Study for Pulcinells set, Paris 1920, pencil, 20 x 27, Nusde
Pl

167,

casso, Paris.

Study for Pulcinella per, Parts 1920, pencil, 10 x 14, Musde
Picasso, Paris,
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168. Suydy for Pulcinelis set, Peris 1920, pencil. 19.5 x
Muioe Picasso, PAris.

27.5,




b,
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169. 3tudy for Pulginella set, Paris 1920, pencil, 20 x 27, Musés
Picassc, Paris.

170, Study for Pulcinelia ser, Paris 1920, india mk, 25 x 28.5,

Musée Picasso, Paris.




171. Study for Pulcinella set,
T

Picasso, Paris.

Paris 1920, pencil, 20 x 27, Musée

172, Sty for Puly

uells set.
Picasso, Paris.

Paris 1920, penail, 23 x 34, Musée
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173. Three Studfes for Pulginells sel, Paris 1920, pencil, 23.5 x
Ge Picasso, Paris.
-

174, Study for Pule
Picasso, Paris.

nelly ser, Paris 1020, pencil, 17 » 3.5, Muade




|

175, § for set, Poris 1920, pencil, 24 x 34, Musée

St
Toassn, Paris.

176, Sudy for P nells , (with details of musical ipstru-
ments and a spectator), Paris 1920, gouache and pencil, 23.5
% 34, Musée Picasso, Paris.




177. Study for Pulcinells
pencil, 34 x 2

78, $tndy for Pulsinella set (with caryatid), Paris 1920, pencil,
24 x 34, Musée Pi 5o, Paris
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179. Four studies for Pulcitells set, Paris 1920, pencil, 14.5 x
3%, Musée Picassc, Parit.

. '

180. Study for Puleinnl . Paris 1920, pencil, 20 x 26, Musée

picasso, Paris.




181. Study for Pulcinells sur, Paris 1920, pencil, 19.5 x 26, Huséo H
icasso, Paris.

Ingres, Virgil Reading the Aencid before Augustus,
»q_}.}vin, ©. 1819, of) on canves, 138 x 142, Husdos

Hoyaux des Boaux Arts de Belgique, Erussels.




183, J-A.D. Ingres, The Apotheosis of Napoleon 1, c.1856,
graphite, water-colour and white gouache, 33 x 31, Nusde du
TLouvre, Paris.

184, Study for Pulcinells got, Paris 1920, wator-colour, 25 x 30,
Muséo Picasso, Paris.




185. Study for Pulcinells set, Paris 1920, pencil, 22 x 32.5, Musée
Picasso, Paris.

186 Study for Pulcinalla sey, Paris 1920, pencil, 22 x 32.5, Musée
Picasso, Paris.




187, Study for Pulcinells set, Paris 1920, pencil, 16 x 22, Musée

Picasso, Paris.

188, Study for Puleinalls set, Paris 1920, pencil, 14 x 16, Musée
Picasso, Paris.
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189. Study for Pulcinella set, Paris 1920, gonache and

water-colour, five cut shects of paper superimposed, 16 ¥ 22,
Musée Picasso, Paris.

190. Study for Pulcinells set, Parfs 1920, pencil, 21 x 34, Nuséa
Picasso, Paris.
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N . . Study for Pulcirella set, Paris 1920, water-colour, 23.5 x

: 34 Musée Picassc, Puris i

192. Srudy for Pulcinells get, Paris 1920, pencil, 24 x 34, Musée
Picasso, Paris.




193, Study for Puleinella set, Paris, 22 January 1920, pencil, 13
X 20, Nusée Picasso, Peris.

194. Siudy For Pulginell: set, Paris, 32 January 1920, pencil, 13

x 20, Musée Picassa, Paris.




195, Study for Pulcinells set, Paris, 22 January 1920, pencil, 13
X 20, Musée Picasso, Paris.

196. Srudy for Pulcinella set, Paris, 22 January 1920, pencil, 13
% 20, Musée Picasso, Paris.




197. Study for Pulcinella set, Paris 1920, pencil, 24 x 34, Musée
Plcassa, Paris, S

198. Study for Puleinella set, Paris 1920, pencil, 24 x 34, Husée
Picasso, Paris.



199. Study for Puleinelia set, Paris 1920, gouache, 26 X 34, Yusée
Picasso, Paris.

200. Study for Pulcineils set, Paris 1920, pencil, 26 x 34, Musée
Picasso, Paris.
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201, Study for Pulcinella get, Paris 1920,

i 11 x 135, Husée Picasyo, Paris.

for Pulcinella set, Paris 1920,

202, Srud
18 x 13.5, Musée Picaseo, Paris,

india ink and gouachs,

india ink and gouache,




203, Seudy for Pu)einslls set, Paris 1920, pencil and gousche, 20
X 26.5, Mugée Picasso, Paris.
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204, Seudy for Puleinells sot, Paris 1920, pencil and gauache, 23.5
x 34, Husde Picasso, Paris.
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. 205, Study for Pulcinella set, Parls 1920, poncil and gouache, 23.5

% 34, Busde Ficasse, Paris,




206. Spudy for Pulginells set, Paris 1920, pencil and gouache, 23.5
x 34, Musée Pacassa, Paris.
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er_Pulcinella, Paris 1020,
Musée Picasso, Paris.

pencil and




208. The Port of Melegg, Heloga, c.1089, wil, 18 x 24, preeat
location wnknown

209. The goatmsn ('To Be or mot_to Barcelona 1900, illus-
cratjon for posn by J. 01ive Bri gmms publistad in  Joventus,
16 August 1900, location of originil drawing unknow

fi




210.

11,

Boat_Putting out to Ses, Paris 1902, india ink, 23.5 x 31.3,
resent location unknown.

Blind Minotaur Guided by e Little er] n_ths Night, Peris,
November 1934, aquatint, 2h.7 x 3%




212. Blind Minoteur, Parie, 22 September 1934, ectching and en-
graving, 25.2 x 34.8.

213. Blind Minotaur, Paris 23 Gctober 1934, etching, 23.9 x 30.
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; 214. Blind Yinotsur, Paris, 4 November 1934, ecching and engray-
! ing, 72.6 x 3L.2.
{
. ,\
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215, Composition with Minotaur, Paris, § Hay 1936, india iok end i
gouache, 50 x 65, Jan Krugier Gallery, Geneva. i




216, Minotaur in & Boat, Paris, 19 February 1937, pastel and pen-
¢il, 20.5 x 23, Harina Picasso.
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218.
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Study for Puleinella set, Paris ¢.1923 (?), gouache, 22 x 23,
usde Picasso, Paris, Inscribed "Gaité Lyrique 1923".

BALLETS RUSSES

SERGE PE DIAGHILEW

& oaxre Lyrique
1923

N
3,
R

\lets Russes Season, Thestre Gaité

alets Russes Season.

Progremme cove.
Lyrique, Paris
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! 219. Cuadro Flameaco, London 1921, photograph taken duri:
. formance.
’
4
A
" of the set, tempera on canvas, 96 x 118, Galerie des

Etats-Unis, Cannes.
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, 221. Study for Cuadro Flamenco sot, Paris 1921, gouache, Musée
Picassa, |
“ ) i \
) 1
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222. Boxes at the Theatre, Madrid 1901, black chalk, 20.7 x 55.7,
Krollor-Hullar Rijksmuseum, Otterlo.




223, Auguste Renoir, La_ Loge, 1874, oil on canvas,
ourtsuld Insticuca Galleries, London.

80

x 64,

1




1 224. Quadro Flamenco set. The Box (lower left), Peris 1921, frag-
ment of the set, tempers on camvus, 187.5 x 143,
J.K. Thannhsuser, New York

205, Constantin Guys, Au Thestre, undated, weter-colour, 181 x
248, Albartina, Vienns.




226. Cuadro Flamenco set. The Box (lower right), Paris 1921,

fragnont of the set, tempera on canvas, 190 % 130,
Relft, Paris.

227, Study for Cusdro Flamence set, Paris 1921, pencil,
kniown, Husde Picasso, Paris.

Jaeques

size un-
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228, Study for Cuadro Flamenco set, Paris 1921, pencil, size un-
known, Musde Picasso, Paris.
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229. Cuadro Flamen: ; set. The Box (wpper left), Paris 1921, frag-
ment of the set, tempara on canvas, 140 x 132, formerly col-
lection of the artist.

N

230. Scene from Mercure, Paris 1924,
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231. Sceme from Mercure, Paris 1924,

ETeite

o

nive

3

232. Study for Mercure sot, "Night", Paris 1924, pencil, size un-

&nawn, location unknown.
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233. Mercure set, first scens, "Night", Paris 1924,

i i
| i
: !
! :
1 |
! i
{ |
| |
! |
- . 1‘
; . | |
v !
I i
4, ’ H 234. Mercure set, second scenz, "The Bath of the Three Graces", i
: Paris 192, phatograph. b
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235. Mevgure ger, finale of second sceme, "The Three Graces and
Carbrus”, Paris 1924, photograph.

236, Nercure set, third sceng, "The Rape of Proserping”, Pasis
1924, photograph.




, Paris 1917, pho~

237. The Horse. One of the Mansgers fron Perad
tograph.
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238. Joan Mird, Circus Hoyse, 1927, oil on camvas, 108 % 81, Pri- :
vate Collaction,
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