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Foreword

The National Gallery of Art has reason to
be proud of its twentieth-century drawings.
The collection is remarkable in both its
range and distinction. A Century of Draw-
ing celebrates this fact and also offers an
overview of the medium during the past
hundred years. From a glorious pastel by
Degas and a rare color pastel portrait by
Kollwitz to a ten-foot-high graphite drawing
of a beanstalk by Ellsworth Kelly and an
enormous colored gouache by Sol LeWitt,

the selection chosen from the Gallery’s sub-

stantial holdings underscores the richness
and brilliance of this national collection.

Although many traditional art forms
came into question in the twentieth cen-
tury, drawing not only endured the period’s
upheavals but flourished. On the one hand
it retained its links to the past, for exam-
ple, in the graphite drawings of Matisse,
whose sheets are exquisite yet conservative.
Likewise artists continued to explore time-
honored genres such as self-portraiture; in
A Century of Drawing there are marvelous
examples by Kollwitz, Picasso, Matisse,
Campendonk, Schiele, Hartley, Kirchner,
Joseph Stella, and Dine. On the other hand
the medium was subject to significant
change. Artists radically questioned tradi-
tions and led the way to entirely new kinds
of drawings based on collage, photomon-
tage, and even conceptual designs.

Works of art come to the National
Gallery through the generous support of
private donors, a tradition that began with
Andrew Mellon, whose magnificent gift
founded the institution in 1937. Since then,
thousands of generous benefactors have
contributed to our national collection.

From the outset the Gallery actively acquired
twentieth-century drawings. Many donors,
both collectors and artists, have added works
in this field, especially during the past few
decades, which have seen numerous beauti-
ful and important acquisitions. To them —
our indispensable donors—we extend our
deepest gratitude for helping the National
Gallery build a collection worthy of its
founders’ vision.

EARL A. POWELL I11
Director, National Gallery of Art
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A Century of Drawing

ANDREW ROBISON

For the twentieth century, drawing has been
a fundamental art. Whether artists engaged
in traditional media like painting and sculp-
ture or newer, even anti-traditional expres-
sions like environmental art or conceptual
art, they often made drawings to work out
their ideas, to offer formal presentations of
their visual thoughts, or as artistic ends in
themselves. Numerous artists exercised
great facility in traditional draftsmanship,
and many tested the limits of what could be
called a drawing. We heard reports of the
death of painting— premature it seems—
but drawing flourished throughout. Review-
ing the twentieth-century from its endpoint,
it is thus no surprise that its artists pro-
duced some of the most visually compelling,
intellectually fascinating, and aesthetically
beautiful drawings, works of extraordinary
quality in an extraordinary variety of styles
and media.

Much more surprising to many who
know the drawings at the National Gallery
of Art primarily through works by old
masters is that, especially in the past few
decades and through gifts from numerous
donors, the Gallery has also built a fine col-
lection of twentieth-century drawings. It is
impossible here to give adequate credit to all
these donors, but a brief survey sketches the
main lines of development. In fact, the his-
tory of twentieth-century drawings at the
Gallery is older than that of any other draw-
ings. The first important drawings to come
to the new National Gallery of Art were a
group of eight Rodins, given in the spring
of 1942 by Mrs. John W. Simpson. Lessing
J. Rosenwald’s magnificent 1943 gift of his
collection was noteworthy for its great old
master prints, but it also included later
works and even twentieth-century drawings.
His frequent donation of excellent works on

paper over the next decades included mod-
ern drawings from Schiele to Matisse to
Hayter. Through the 1960s major donors

of paintings to the National Gallery, such

as Ailsa Mellon Bruce, Chester Dale, and
Eugene and Agnes E. Meyer, gave twentieth-
century drawings as well. The Gallery’s first
purchase of a modern drawing occurred in
1971: Arshile Gorky’s giant Plow and the
Song. Twentieth-century drawings have been
regularly purchased since then.

The turning point in the Gallery’s col-
lecting of post-World War II drawings came
with the 1976 donation from the Woodward
Foundation, including more than 160 im-
portant prints and thirty outstanding draw-
ings, eight of which are in this exhibition.
Superb drawings have been given by Mr.
and Mrs. Paul Mellon since 1982, among
them some of the finest classic modern
works. Throughout the 1980s numerous
friends contributed notable individual gifts,
culminating in widespread donations to
celebrate the Gallery’s soth anniversary in
1991, eight of which reappear in this exhi-
bition. In the same period the Gallery
acquired several broad collections of draw-
ings—from Armand Hammer, John
Davis Hatch, Julius Held, and the Woodner
Family—which ranged from old masters to
modern and which added excellent twenti-
eth-century works. From the Gallery’s first
decade, noteworthy donations have been
made by artists, beginning with Georgia
O’Keeffe’s 1949 gift of Marin watercolors.
Generous gifts of their own drawings have
come from contemporary artists like
Christo, Richard Diebenkorn, Jim Dine,
Helen Frankenthaler, Jasper Johns, and
Wayne Thiebaud, while artists’ families and
close associates have contributed works by
Milton Avery, Richard Diebenkorn, Franz

13
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Kline, Louis Lozowick, John Marin, Georgia
O’Keeffe, Mark Rothko, and David Smith.

In recent years the Gallery has actively
pursued important individual twentieth-
century drawings as well as broader groups
representing a single artist’s work. Guided
in this by curator of modern prints and
drawings Ruth E. Fine, the Gallery has also
especially built its holdings of artists’ sketch-
books. Many friends have helped over a
wide range. For example, donations of a
single artist’s work in various media have
included drawings, such as the Dubuffet
works on paper from the Stephen Hahn
family and the Calder drawings from Mr.
and Mrs. Klaus Perls. Outstanding groups
of drawings by various artists have recently
been given from the collections of Herbert
A. Goldstone, Werner and Sarah-Ann
Kramarsky, and Dorothy and Herbert Vogel.
Partial gifts and extraordinary promises of
classic modern works have been made by
Mr. and Mrs. Jacob Kainen, Aaron Fleisch-
man, the Judith Rothschild Foundation, and
donors who wish to remain anonymous.
Robert and Jane Meyerhoff’s gifts and
promises of major contemporary drawings
are crucial, ensuring that the collection will
continue to grow with distinction.

This exhibition is intended to celebrate
both the century and the National Gallery’s
collection by showing a comprehensive
selection from the Gallery’s finest twentieth-
century drawings. That stated goal needs
immediate qualification in several respects.
We count as drawings virtually all unique
works on paper, including those made with
pencil or ink but also those made with
watercolor, pastel, or collage, and even those
created by experimental means. We define
the twentieth century literally as extending
from 1900 to 2000 and have not restricted
our choice of drawings by notions of mod-
ern styles. Thus the exhibition begins with
several artists normally considered nine-
teenth-century masters, such as Degas and
Homer, who created many great works after
1900 that are perforce twentieth-century
drawings.

Selected from works already owned by
or promised to the Gallery, the exhibition

includes a rich variety of periods, artists,
and styles. As exceptional as the collection
is, however, it continues to grow and does
not yet represent every significant artist or
movement in the century. At the same time,
the collection is particularly strong in cer-
tain areas. It emphasizes American art, in
part because this is the National Gallery of
the United States of America. Any great
world collection needs works by Homer,
Pollock, and Rothko, but we also highly
value drawings by Marsden Hartley, Charles
Demuth, and Joseph Stella, among others,
who have special significance in an Ameri-
can context. Likewise, the exhibition may
seem unusually rich in drawings by particu-
lar artists, such as Charles Sheeler, but this
reflects a remarkable number of superb
works by these artists in the collection. A
striking number of powerful self-portraits
and other studies of heads punctuate the
show. Further, the survey contains great
examples of artists’ works in their signature
styles, but it is also peppered with surprises:
works by artists who are not widely known,
and extraordinarily fine drawings that are
not in an artist’s “standard” style.

To say these works are chosen from the
Gallery’s finest is not to neglect contrary
views, both by relativists who doubt one can
make objective judgments of quality at all
or by partisans of artists or works in the col-
lection but not in the exhibition. One may
certainly make mistakes in judgment, espe-
cially about the newest works, without the
benefit of historical distance and critical
consensus, but relativism as a principle
undercutting all judgment of quality is not
convincing in either a theoretical or a practi-
cal context. The judgment here is a joint
one, made by the co-curators, with all our
efforts to be careful and sympathetic.

Not counting individual sketchbook
pages, the National Gallery has more
than four thousand twentieth-century draw-
ings—and many more excellent drawings
than we could possibly include in the exhibi-
tion. As co-curators, Judith Brodie and I set
ourselves the task of studying every draw-
ing, often several times, going through every
box and drawer together to consider each



1. Max Beckmann, Pandora’s
Box, 1936 and 1947, ink and
gouache, National Gallery of
Art, Gift of Charles Parkhurst,
1981

work, both on its own and as a representa-

tion of its artist, school, or type. Our initial
selection was based not on a desire for com-
prehensiveness but on our judgment of the
quality of each work. We solicited the views
of other curators and greatly benefited from
their recommendations but in the end made
our own choices. Another knowledgeable
and sympathetic judge, using quality as a
primary guide and reviewing the same
works, might have made some different
selections but, we hope, would have agreed
on the great majority.

After this preliminary survey, we
arranged the drawings in the galleries, mak-
ing further choices based on relationships
among the works as well as on our desire to
provide a rich visual experience. Viewing the
drawings side by side in the public spaces,
we wanted to allow for idiosyncratic styles,
but sometimes a great drawing would have
required a different context to be seen to
best effect. For example, Beckmann’s Pan-
dora’s Box (fig. 1) is so dark and dense that
we believed it would be difficult to decipher
and appreciate apart from similar works by
Beckmann. The exhibition context also miti-
gated against works that are casual, very

small, or sketchy, even those of real quality.
(This is not the same as being spare, open,
or delicate— characteristics that are repre-
sented here.) To take a prominent example,
although the Gallery has stressed the acqui-
sition of artists’ sketchbooks, and although
one of the glories of our twentieth-century
collection is the comprehensive lifetime
series of forty-eight Beckmann sketchbooks
(fig. 2), sketchbook pages are more effec-
tively viewed in an intimate setting or one
that develops a theme or compares sketches
to finished works. Finally, the exhibition
context encouraged the inclusion of a variety
of artists and styles. Thus, for example, we
chose only one of the Gallery’s fourteen
early O’Keeffe charcoals (cat. 33), whereas
quality alone would easily justify more.

The question of what constitutes a draw-
ing is delightfully complex in twentieth-
century art and has led to some of the most
stimulating discussions with colleagues.

To pose the issue one need not go to such
lengths as asking whether Robert Smith-
son’s Spiral Jetty is not really a drawing with
unusual materials, similar to the prehistoric
“drawings” of animals created on the sides
of chalk hills in Berkshire and Dorset. More
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2. Selection of Max Beckmann’s
sketchbooks, National Gallery of
Art, Gift of Mrs. Max Beck-
mann, 1984
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basically, are watercolors appropriately called

drawings or, as they are frequently desig-
nated in England, paintings? Are the three
1969 acrylic on paper works by Rothko here
(cats. 115—117) more properly considered
drawings or paintings on paper? This kind
of question has recently led to the increas-
ing use of the neologism “works on paper”
as a substitute for “drawings,” although that
term is misleading when used alone, as
prints and photographs are clearly also
works on paper. In this discussion, one of
the co-curators evoked Plato, the other Aris-
totle. One believed that there are quintes-
sential drawings—works that emphasize
line and mark-making—and that other
works of art count as drawings as they
approach these paradigms. The other saw

it more as a practical issue of taxonomy in
sorting between broad classical categories of
paintings, drawings, sculpture, prints, and
photographs.

At the National Gallery a drawing is
defined primarily by support (paper as
opposed to canvas or wood) combined with
uniqueness (in contrast to the multiplicity of
virtually all prints or photographs). The
medium can be linear or liquid. But, as with
most definitions, there are exceptions. If the

paper is completely covered with oil paint
and the image highly finished, we most
often call the work a painting (for example,
Eastman Johnson's The Brown Family of
1869). Oil sketches which cover the paper
are a special case: Barocci's Saint John (fig.
3) is called a drawing, but most of the
Gallery’s early nineteenth-century plein-air
works are called paintings. Deciding how to
categorize oil on paper is problematic for
other institutions as well: the traveling exhi-
bition Master Drawings from the National
Gallery of Scotland includes a completely cov-
ered oil on paper by Cornelis Cornelisz. van
Harlem; and a single auction house at the
same time and place (Christie’s, New York,
January 2001) included completely covered
oil on paper works of similar sizes both in
its sale of “old master drawings” and in that
of “important old master paintings.” At the
National Gallery in true borderline cases—
for example, Toulouse-Lautrec’s or Picasso’s
works on carton—we most frequently base
our designation on the major portion of the
visible surface. If there is much paper show-
ing, it is a drawing; if very little, a painting.
There are good reasons for classifying
monotypes either as drawings or as prints.
Because monotypes are almost all printed



3. Federico Barocci, Head

of Saint John the Evangelist,

c. 1580, oil on paper, National
Gallery of Art, Ailsa Mellon
Bruce Fund, 1979

and frequently, in spite of their name, in
more than one impression, the Gallery calls
them prints. Yet, consistent with our cri-
terion of considering the degree of visible
surface in works on carton, when a mono-
type is substantially covered by hand re-
working —as is often the case with Degas—
then it is considered a drawing.

Collage as a serious artistic expression
is one of the most interesting new media
of the twentieth century. At the Gallery col-
lages composed entirely or largely of paper
are usually called drawings. One of the
strengths of the collection and of this exhi-
bition is the wide range of major collages,
from cubism (cats. 24, 25, 32) and orphism
(cat. 27) through constructivism (cat. 47),
surrealism (cat. 53), photomontage (cat. 60),
art brut (cats. 93 and 94) and abstract
expressionism (cat. 9I) to contemporary

works (cats. 98, 113, 138). Sometimes, how-
ever, unusual considerations may influence
a determination of category. For example,
like other collages on paper, Matisse’s
cutouts are typically included in books or
exhibitions on drawings. But when the
Gallery acquired its group of five great
cutouts in 1973, not only were two of them
too large to be easily stored in a print room,
but also the group of five was deemed too
important a component of the publicly
exhibited collection of modern art to be only
occasionally on view, as are most drawings.
They needed to be on permanent or semi-
permanent display, like paintings, even
though, ironically, the master’s role was not
the painting of the gouache on paper but
the cutting and placement of pre-painted
sheets, as he put it “drawing with scissors”
or “drawing directly in color.” Insofar as
they are considered drawings, Matisse’s
cutouts provide another critical component
in the Gallery’s panoply of collages and offer
striking individual comparisons, such as
that between the similarly sized and dated
Venus by Matisse (fig. 4) and End of Dover
Beach by Motherwell (cat. 91).

In converse exception, not every one of
the National Gallery’s drawings is on paper.
Occasionally the supports are vellum, mylar,
and so forth. The question of category in
that case is answered, again, by the degree
of surface coverage. The Gallery considers
Diirer’s Cowslips on vellum a drawing, but
his Portrait of a Clergyman on vellum a
painting. Twentieth-century works vastly
expand these questions of category. They not
only continue traditional types of drawings
but also challenge earlier conceptions of
drawing to encompass new expressions:
collages and frottages on paper, cutting a
design in pre-printed paper (cat. 126), wall
drawings (cat. 118), and even, perhaps,
uncollectable “drawings” like environmental
works or laser projections on architectural
surfaces. '

Finally, we celebrate the power and vari-
ety and independence of drawing as a fun-
damental artistic medium for the twentieth
century. One of the most persistent myths,
what we might call the “handmaiden myth,”
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4. Henri Matisse, Venus, 1952,
cutout, National Gallery of Art,
Ailsa Mellon Bruce Fund, 1973
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holds that drawing is primarily a prepara-
tory medium. This notion seems to derive
from accounts of Italian Renaissance prac-
tice, in which artists were said to use draw-
ing as a way of working out visual ideas

in order to translate them into paintings,
sculpture, prints, tapestries, and architec-
ture. Even today drawing lovers reinforce
this myth when they esteem the works
largely for their intensely personal or inti-
mate nature, and base those characteristics
on drawings being the first visual records by

AN

artists best known for works in other media.
However, intimacy relates to size rather
than to preparatory intention; even granted
numerous exceptions, many drawings are
smaller than paintings, hand-sized instead
of wall-sized. That drawings are personal,
directly expressing an artist’s vision and
technique, is most frequently true. However,
the modern focus on their personal nature
is uncomfortably close to modern overem-
phasis on the attribution of drawings as
determining their value (if it is by Picasso,



it is wonderful; if it is by an anonymous fol-
lower, or a copy after Picasso, it is uninter-
esting). In any case, neither the intimacy
nor the directness of drawings requires that
they be preparatory. From a broad historical
perspective, the preparatory function of
drawings, while significant in all schools
and periods, was hardly ever dominant out-
side the Italian Renaissance, for example,
not for many of the greatest Northern artists
from the Renaissance to the present. Even
in Italian art, it would be wrong to rate this
function as primary for drawings by seven-
teenth-century artists such as Guercino or
Castiglione, and quite false for Piazzetta, the
Tiepolos, Canaletto, Piranesi, Francesco
Guardi,s and other virtuoso Italian artists of
the eighteenth century.

Most great draftsmen in the twentieth
century have used drawing as an independ-
ent medium to seize a vision. This includes
not only the vast numbers of finished draw-
ings made as ends in themselves, like por-
traits or topographical records, but also less
“finished” unique works on paper. Drawing
is often a private medium, not initially
intended to be publicly displayed, and thus
very useful for visual experimentation. Such
exploration can frequently be characterized
as complex, self-referential, and serial or
progressive, as an artist attempts or refines
composition or color or texture. Yet in this
exploration drawing is most important for
capturing a visual idea, whether a scene
actually perceived by the artist or an idea
conceived without direct perception. Such
records may work their way eventually into
other media but frequently do not, either
because the artists engage in the exploration
for its own sake or because they achieve a
result they are happy to make public—
transfer to patrons or collectors—just as it
is. Indeed, even among the older as well as
newer masters many of the drawings now
called “preparatory” were not made with
another work in mind but are so labeled
because a later scholar recognized that the
artist had recycled an image on paper in
another work (for example, numerous Wat-
teau figure studies) and anachronistically
attributed that intention to the artist. While

many drawings through history were

made in preparation for works in another
medium, very many more, especially in the
last century, were made primarily as ends in
themselves.

For twentieth-century artists drawings
have been fundamental not only in the
sense of constant production, but also as
major artistic expressions. It was a great
century of drawing!
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KATHE KOLLWITZ
German, 1867-1945

Self-Portrait as a
Young Woman,
C. 1900

pastel

470 X 365 mm
(18% X 14%2)

Gift of Robert and
Chris Petteys, 1995

22

Like Rembrandt and Picasso, Kithe Kollwitz
made self-portraits throughout her life. In
these works, both drawn and printed, one
can trace her maturation from young stu-
dent in Berlin to world-famous artist and
advocate for the downtrodden. From an
unusually rich selection of twenty-eight of
her drawings in the National Gallery of Art
collection, this exhibition includes three
examples. Among these, the present sheet
stands out for its beauty and impact.

Kollwitz usually worked in black and
white, feeling that the absence of color
suited the solemn content of her imagery,
which focused on such topics as war, un-
employment, starvation, and death. For this
portrait, however, made when the artist was
roughly thirty-three, she chose colored pas-
tels, rubbing them across a heavily textured
sheet to create a sense of warmth, move-
ment, transparency, and atmosphere. De-
lineated in strict profile with set features,
her face, touched with brick orange and
green, with a highlight of white at the nape
of her neck, emerges from an indeterminate
background of subdued shades of brown,
blue, and yellow, which blend into a forest
green. Kollwitz interwove the strokes of the
pastel stick to evoke the subtle light filtering
across the planes of her magisterial head. In
the end, the artist emphasized a tapestry-
like surface pattern as much as three-
dimensionality, resulting in a decorative,
even sensuous, chromatic mood.

This frank love for the medium, for the
making of art, and for the essentiality of the
aesthetic — all evident in this very rare work
in color—are matters that troubled Kollwitz
over the course of her life. In her diaries
and letters the artist struggled to reconcile
an inner conflict between a desire to make
beautiful images and the compelling sense
of duty to use pictures to deliver a message.
Her perception of this discrepancy seemed
particularly acute during the disruptive
period of the Weimar Republic, following
Germany’s defeat in World War I. In a diary
entry of 1922 she affirmed that her art “has
purpose. I want to have an effect on this era, in
which human beings are so much at a loss
and so in need of help.”! Compared with the

demands of an image of the suffering work-
ing class (such as cat. 12), which Kollwitz
believed should be as stark in style as the
subject matter, it was easier to explore color
and form for their own sake in the context
of a self-portrait, as she did here.

That Kollwitz herself deeply valued this
work is suggested by its provenance; accord-
ing to one scholar, the sheet came from the
collection of Ernst Heinrich, prince of
Saxony.? Before his escape to Ireland via
France, the prince provided the artist with
rooms in a small house across the road
from his country palace in Moritzburg bei
Dresden when she fled Berlin in the wake of
heavy Allied bombing in 1944. Perhaps she
made the sheet a gift to him in gratitude for
his generosity.

ELIZABETH PRELINGER

Provenance

Probably Ernst Heinrich,
prince of Saxony; C. G.
Boerner, Diisseldorf;
Robert and Chris Petteys,
Sterling, CO, by 1982.

1989), 542; quoted and
translated in Elizabeth
Prelinger, Kdthe Kollwitz
[exh. cat., National Gallery
of Art] (Washington,
1992), 79-

2. Tom Fecht, ed., Kithe
Kollwitz: Works in Color,
trans. A. S. Wensinger and
R. H. Wood (New York,
1988; German edition,
1987), 106.

Notes

1. Entry of 4 December
1922, in Kithe Kollwitz,
Die Tagebiicher, ed. Jutta
Bohnke-Kollwitz (Berlin,
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PABLO PICASSO
Spanish, 1881 - 1973

Two Fashionable
Women, 1900 or 1901

charcoal

413 X 244 mm

(16% X 9¥8)
Intended Gift of the
Woodner Collections

24

In 1899, freed of the directives of the Span-
ish academies where he trained throughout
the 189os, Picasso rallied to the Catalan
avant-garde group Els Quatre Gats and its
modernista precepts.! Through 1904 his
work was a sweeping exploration of the sub-
jects and styles of the bohémes of Barcelona
and Paris. These two élégantes exemplify
the demimonde characters populating
Picasso's sketches, drawings, and paintings
of 1899-1901.2

Indebted to Miguel Utrillo and to
Théophile-Alexandre Steinlen’s black-and-
white graphic works, Picasso's drawing also
recalls the gaslit scenes of divertissement by
Henri de Toulouse-Lautrec and Auguste
Renoir. Yet unlike Lautrec’s, Picasso's world
is rarely seedy. And unlike Renoir’s, his
vignettes of sociability are not convivial.
More, when Picasso appropriates modern
subjects and techniques, he combines diver-
gent tendencies and coerces them to his own
ends. While in Two Fashionable Women his
iconography might well be taken from
George Bottini's lesbian scenes,? Picasso
empties the image of psychology. The faces
of the women read as a pair, differentiated by
the swell of a jaw, the pointed or bulbous tip
of the nose. The formal treatment of these
features resembles caricature, but, if at all,
these élégantes are only caricatures of a larger
social type. Ultimately, the manifest subject
matter of this charcoal drawing serves to
affirm Picasso’s place in the avant-garde and
exhibits the incontestable agility of his drafts-
manship, the sensuality of his textures, his
virtuoso sense of composition—all by an
artist aged nineteen.

With Picasso’s strong and steady pres-
sure of charcoal to paper, the line is thick
and containing, flattening the figures’ form
(left and bottom), a cloisonné effect devised
by the French symbolists. But Picasso
repeats and refines such a line in the right
figure’s hat, until the arcs together suggest
folds in its fabric and structure. An even
finer line suggests the precious stiffness of
a collar spoked by sketchy segments (left),
and the billow of another with a fluid set
of curves (right). His nebulous shading,
stumped or partly erased, conveys the feath-

eriness of fur or, when condensed, light-

parched velvet. And beyond this mastery of

charcoal’s sensual versatility, Picasso con-

structs shapes that merge and transform

around an arabesque’s pinch and swell.

One figure’s dark cape, in tandem with the
other’s skirt, locks in the central white

expanse, coquettishly insinuating a spiral.

Witty variations on the flower motif, in the

¢légantes’ hats, hair, and dress— pavonine in

the cape’s trim, stellar in its sleeve—enable

the serpentine center to be the image’s

organizing principle. For the image to hold,

Picasso knew to erase some of the charcoal

hatchings in the top left and right corner

of the sheet, as he has around the figures’

hemlines, in a medium gray that doubles as

the firm ground on which the women stand.

Though Picasso soon abandoned the

taut decorative hedonism that attains a rare

degree of formal prowess in this drawing,

such dark flattening contours and tonal sen-

sitivities ushered in the earliest of the “blue

works,” as his interest in the demimonde

soon metamorphosed into a fascination with

figures of marginality. Picasso’s line, how-

ever, throughout decades of incessant aes-

thetic revolutions, would remain, in the

words of Guillaume Apollinaire, the trait

that “flees changes and penetrates.”

SARAH LINFORD

Provenance

Private collection, Switzer-
land; Galerie Nathan,
Zurich; lan Woodner, by
1986; Andrea and Dian
Woodner, 1990.

Notes

1. On this topic, see Mari-
lyn McCully, Els Quatre
Gats (Princeton, 1978).

2. This work has generally
been dated to 1900 and
attributed to Picasso’s resi-
dence in Barcelona or his
earliest stay in Paris. But
Jeffrey Weiss’ proposal that
the drawing might have
been executed during
Picasso's 1901 sojourn in
Madrid is supported by its
similarity to a series of

sketches done there that
same year; see Josep Palau
i Fabre, Picasso (Barcelona,
1981), nos. 551 and §552;
and Christian Zervos,
Pablo Picasso, 3rd ed.

(Paris, 1957), 21:193.

3. See John Richardson,

A Life of Picasso (New York,
1991), 1:173; and Jeffrey
Weiss in The Touch of the
Artist: Master Drawings
from the Woodner Collec-
tions [exh. cat., National
Gallery of Art] (Washing-
ton, 1990), 391.

4. Guillaume Apollinaire
in La Plume (15 May 1905);
reprinted in Chroniques
d'art (1902-1918), ed.
L.—C. Breunig (Paris,
1960), 31.
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WINSLOW HOMER
American, 1836-1910

The Coming Storm,
1901

watercolor over graphite
369 X 535 mm

(1472 X 21%16)

Gift of Ruth K. Henschel
in Memory of Her
Husband, Charles R.
Henschel, 1975

26

During the summer of 1873, while working
in Gloucester, Massachusetts, Winslow
Homer began to paint in watercolors seri-
ously for the first time in his career. In these
early works Homer’s use of colored washes
to describe form and capture effects of light
and atmosphere is remarkably confident.
Over the next three decades he went on to
create some of the most extraordinary water-
colors ever made.

After settling permanently in Prout’s
Neck, Maine, in 1883, Homer regularly
made trips to warmer climes during the
winter months. His destinations included
the Bahamas and Florida, then in 1899/
1900 and 1901 the coral island of Bermuda.
Like the Bahamas, Bermuda was easily
accessible by steamship from New York and
offered a pleasant climate and respite from
“the disturbances of modern life.”! The
island was notable for its lovely scenery,
combining vegetation characteristic of both
northern and southern latitudes, sparkling
beaches, and distinctive buildings con-
structed of white coral sandstone (figure).
Homer was apparently much taken with the
natural and man-made landscape of the
island, for virtually all of his Bermuda
watercolors concentrate on larger vistas;
humans are rarely included, and when they
are, their presence is minimized.? Most
often he depicted the blue skies and white
clouds typical of the island, but in The Com-
ing Storm he chose more ominous weather
to create what one scholar called “almost
the peak of his work in [the] medium.”?

Homer was proud of his Bermuda

watercolors, believing them to be “as good

work...as [ ever did.”* Certainly they

reveal —especially in their fluid washes and

large areas of reserved white paper —the

consummate mastery of the medium that

Homer had achieved by this point. Several

Bermuda subjects were included in the

group of twenty-one watercolors he sent to

the 1901 Pan-American Exposition in Buf-

falo, pricing them as a group at $4,000.

The watercolors received a gold medal but

did not sell, and Homer considered not

offering them for sale again.’ Although he

did again show several at Knoedler in 1902,

he kept many of the best, along with some

of his finest Nassau watercolors, apparently

hoping the group might all be acquired by

a public institution.®
FRANKLIN KELLY

Provenance

George Easter Field;
Brooklyn Museum by
1936; Charles R. Hen-
schel; his wife, Ruth K.
Henschel.

Notes

1. William Dean Howells,
“Editor’s Study,” Harper’s
New Monthly Magazine 89
(June 1894), 150; quoted in
Helen Cooper, Winslow
Homer Watercolors [exh.
cat., National Gallery of
Art] (Washington, 1986),
218.

2. Washington 1986, 218,
223-225.

3. Philip C. Beam, Winslow
Homer at Prout’s Neck
(Boston, 1966), 219.

Winslow Homer,

Salt Kettle, Bermuda, 1899,
watercolor over graphite,
National Gallery of Art,
Washington, Gift of Ruth
K. Henschel in Memory of
Her Husband, Charles R.
Henschel, 1975

4. Letter to O'Brien and
Son, Chicago, 1902;
quoted in Washington
1986, 226.

5. “I shall leave them
boxed as they are until
such a time as I see fit to
put them out. The price
will be $400 each!! for
choice if I ever put them
out again.” Letter to M.
Knoedler & Company;
quoted in Washington
1986, 226.

6. After the artist’s death,
Homer’s brother Charles
arranged for the Metropol-
itan Museum of Art, the
Worcester Museum of Art,
and the Brooklyn Museum
to purchase the works.
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PABLO PICASSO
Spanish, 1881-1973

Self-Portrait,
1901/1902

black chalk with
watercolor

verso: charcoal drawing
of a Parisienne strolling
in a park, c. 1900

304 X 238 mm

(12 X 9¥3)

Ailsa Mellon Bruce
Collection, 1970
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The features that come to be emblematic

of Pablo Picasso are all present in this
Self-Portrait. “Small, dark, stocky, worried,
worrying, with pitchy burrowing eyes,
strange and almost immobile,” as wrote
Picasso's then companion, the “belle Fer-
nande,” adding that his “thick lock of hair,
black and brilliant, scarred the intelligent
and stubborn forehead.” The unblinking
subject of this assertive self-portrait distin-
guishes itself from the brooding bohemian
depicted two years earlier. There is a protean
quality to Picasso’s physiognomy in his early
self-portraits.2 Compare this work with ones
done in 1900: the high cheekbones and fine
ossature are replaced by fleshier jowls; the
smooth skin is now shaded by suggestion of
facial hair; the nose is wider, less regular in
shape; the hair no longer the slicked and
side-parted mane of a “young premier.”?
Instead of a close-framed romantic creator,
Picasso presents an established artist whose
countenance conveys a gravitas beyond his
twenty-one years of age—and, notably, one
perhaps more stereotypically “Spanish.”

Formally, Picasso divides his face into
two contrasting halves: one light, one dark,
as he did in self-portraits of 1900.* Yet here,
unlike earlier images, the bisection of his
face along a strong middle vertical —from
the center part of the hair, down the strong
nose, through the mouth to the goatee —
serves to heighten the progressive and
potent dissymmetry of the whole. The sig-
nature forelock is painted in a brown wash
under a wave of hair that strangely prolongs
the ear; on the other side the hair frames
the face in an even semicircle. One eye sags,
surmounted by an abrupted eyebrow; the
other is a delicate almond shape, carefully
shadowed above and below. One shoulder
trails to the image’s left edge, while the
other seems to drop to a slouch.

This dissymmetry results in a gradual
impression of imbalance, stabilized in turn
by recognition that the figure is ever so
slightly rotated from a frontal perspective—
an impression augmented by the vertical
background hatchings and supported by the
diagonally striped scarf. But the result of
this torque is to make the face appear organ-

ized around the centrifugal force that is
Picasso’s stare. Only the scarf’s brilliant blue
compels the viewer to focus elsewhere for
any length of time, yet still to feel the force
of that gaze in peripheral vision. The blue
itself complements the peach-colored wash
with which Picasso has modulated his skin,
and the sliver of white collar above the scarf
inexorably returns attention to the white
around the pupils.

Picasso's willful gaze is not all confi-
dence, however. Embedded in mute im-
balance, it betrays a disarming fragility
and acute self-awareness. The previous year
Picasso had exhibited works in the Spanish
pavilion of the Exposition Universelle;
and he held his first solo exhibitions in
Barcelona and Paris in 1901 and 1902. In
1901 he made at least a half dozen dissimi-
lar images of himself, as though searching
to establish a public persona.’® In this light it
seems fitting that Picasso did not sign this
self-portrait (the signature, top right, is not
his) and that his sketchbooks of 19go1-1902
reveal experiments with his own autograph.
Despite inscribing self-portraits “Yo” or even
“Yo, el rey” (I, the king) in this period, it is
precisely in 1901-1902, around the time of
his most prestigious exhibit yet, at Vollard’s,
that Picasso leaves “P. Ruiz Picasso” and
“P. R. Picasso” behind, definitively to
become “Pablo Picasso.”

SARAH LINFORD

Provenance

Sir Hugh Walpole;
Leicester Galleries, Lon-
don, 1945; Edward H.
Molyneux, 1955; Ailsa
Mellon Bruce.

Notes

1. Fernande Olivier,

“Le Bateau-Lavoir,” in
Picasso et ses amis (Paris,
€. 1933), 25.

2. See Kirk Varnedoe,
“Picasso's Self-Portraits,”
in Picasso and Portraiture:
Representation and Trans-
formation, ed. William
Rubin [exh. cat., Museum
of Modern Art] (New York,

1996), 114-117.

3. John Richardson, “The
Significance of Picasso’s
Self-Portraits,” in Christie’s
Review of the Year 1969/
1970, ed. John Herbert
(London, 1970), 124.

4. Varnedoe in New York
1996, 117.

5. See, for instance, Chris-
tian Zervos, Pablo Picasso,
3rd ed. (Paris, 1957), 1:91
and 113 D.B. V, 1; 21:192,
250 D.B. 1V, 23, and 251
D.B.V, 41
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ODILON REDON
French, 1840-1916

Pansies, c. 1905

pastel

557 X 471 mm
(2178 X 18 %6)

Rosenwald Collection,
Gift of Adele R. Levy
Fund, Inc., 1961
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An unexpected yet delightful aspect of the
oeuvre of the great symbolist and visionary
painter Odilon Redon is the colorful series
of floral still lifes he made during the last
twenty years of his career. He executed
nearly three hundred paintings and pastels
of flowers, most of which were snapped up
by collectors almost as soon as they left his
easel. During his lifetime these are the
works that earned him his greatest commer-
cial and popular success and ensured his
financial security.

Redon now enjoys an almost mythical
stature as one of the most fascinating and
individualistic artists of the turn of the cen-
tury, but his success came slowly and only
after considerable personal and emotional
struggle. For the first thirty years of his
career, he worked almost exclusively in black
and white—in charcoal and lithography —
giving shadowy life to intensely personal
interpretations of the religious, mythologi-
cal, and literary subjects that captured his
imagination. In the early 1890s, however,
Redon decided that without color his art
lacked an important expressive dimension.
He began to use it rather tentatively, adding
touches of pastel to drawings he had already
completed in charcoal (which he called
noirs, or “blacks”).! But within a few years
his confidence in using color and pastel had
grown, and by 1902 he was completely
immersed in color and could no longer
work in black and white.?

With the dominance of color in Redon’s
later work came arrangements of flowers,
both real and imaginary, as a favorite sub-
ject. These ranged from striking combina-
tions of wildflowers and fantasy blossoms
invented by the artist to simple posies, like
these pansies, casually set into unusually
shaped vases. On the surface, this unassum-
ing still life appears to be nothing more
than a decorative rendering of a pretty bou-
quet, but neither botanical accuracy nor
simple decoration was Redon’s goal. While
he readily declared that nature served as the
indispensable basis for works like this, he
consciously removed it from the natural
world by setting it adrift in the undefined,
limitless space suggested by the blankness

of the surrounding page. As was his cus-

tom, Redon did not draw here exactly what
he saw but filtered the forms through his
imagination and intensified the colors to an

unnatural brilliance. Thus did real flowers

become in Redon’s transformation “like the

flowers one sees [in] dreams.”?

MARGARET MORGAN GRASSELLI

Provenance

Etienne Bignou Galleries,
Paris; C. W. Kraushaar,
New York; Jerome
Stonborough, New York;
Parke-Bernet Galleries,
New York, 17 October
1940, lot 67; Adele R.
Levy, New York.

Notes

1. An excellent example of
a noir touched with pastel
in the National Gallery of
Art’s collection is Saint
George and the Dragon;

reproduced in Art for the
Nation: Collecting for a New
Century [exh. cat., National
Gallery of Art] (Washing-
ton, 2000), 216-217.

2. Letter from Redon to
Maurice Fabre, 21 July
1902, in Marius-Ary
Leblond, ed., Lettres
d’Odilon Redon, 1878—-
1916 (Paris and Brussels,
1923), 50.

3. A. Flament, Review of
the Salon d’Automne, La
Presse (18 October 1905).
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AUGUSTE RODIN
French, 1840-1917

Dancing Figure, 1905

graphite with watercolor
326 X 250 mm

(1278 X 978)

Gift of Mrs. John W.
Simpson, 1942

32

Auguste Rodin’s late pencil sketches and
watercolors of the female nude were parts
of a two-step process.! Rodin began with a
series of quick, spontaneous pencil draw-
ings of figures moving freely about his stu-
dio, done while his eyes essentially never
left the model; this ensured that nothing
was “allowed to arrest the flow of my feel-
ings...from my eye to my hand.”? He would
then choose the most salient outlines from
these sketches, trace them singly onto other
sheets of paper, and fill them with transpar-
ent watercolor washes. The result, exempli-
fied by Dancing Figure, were refined images
that effectively synthesized the complex,
dynamic movements of his models.

The relationship of these works on paper
to Rodin’s late bronzes and marbles is com-
plex. Sometimes their motifs, as here, are
directly related to finished sculptures.? More
generally the quick sketches trained his
hands when modeling in clay to feel “the
lines of the human body...at the end of my
finger tips,” while the watercolors illumi-
nated “the natural principles of sculpture
made to be seen in open air, that is, the
search for contour...a very precise silhou-
ette, filled by a dark coloration, with indis-
tinct details.”* Rodin, however, also believed
that the drawings and watercolors should be
understood as a distinct part of his oeuvre,
capable of inspiring in their own right: “As
my drawings are more free, they will give
more liberty to artists who study them...
showing them the enormous space in which
they can develop.”

In addition to sculpture, the late draw-
ings were related to the contemporary arts
of dance and photography in important
ways. Rodin was deeply impressed by the
great innovators of modern dance such as
Loie Fuller, Isadora Duncan, and Vaslav
Nijinsky, whom he saw perform in Paris
and drew from life.® In Dancing Figure the
simplicity and spontaneity with which the
exceptional pose is rendered, with the move-
ments of head, torso, arm, and legs all per-
fectly isolated, poised, and counterbalanced,
evince a palpable affinity with the dancers’
expressive styles. Moreover, Rodin was
intrigued by the way photographs, like his

watercolors, could so effectively convey his

vision of the figure in space—a vision epito-

mized by Edward Steichen’s iconic series
depicting Rodin’s monumental figure of

Balzac outlined against the night sky.”

The influence of Rodin’s late manner

drawings cannot be overstated. By 1899 he

was exhibiting them in large numbers

throughout Europe, and in 1908 a collection
of fifty-eight works was shown at Alfred
Stieglitz’s Little Galleries of the Photo-Seces-
sion in New York. Attacked for their infor-

mality, intimacy, sensuality, and often

explicit eroticism, they represented a revolu-

tionary challenge to conventional notions of

idealized female beauty that profoundly
affected artists as diverse as Charles

Demuth, Gustav Klimt, Henri Matisse,

and Egon Schiele.

Along with Steichen, Stieglitz, Fuller,

and others, Kate Simpson, the daughter of a

Brooklyn banker and wife of a New York

lawyer, was one of Rodin’s earliest support-

ers in America. She began forming her col-

lection sometime after Rodin modeled her

portrait in 1902 and was soon successfully

urging the Metropolitan Museum of Art and

other museums to acquire his works. In

1942 Mrs. Simpson donated twenty-nine

sculptures and eleven drawings to the
National Gallery of Art, including Dancing
Figure. They were the first works by Rodin

to enter the Gallery’s collections.

CHARLES BROCK

Provenance
Mrs. John W. Simpson.

Notes

1. Kirk Varnedoe has bril-
liantly analyzed Rodin’s
drawings. See “Rodin as a
Draftsman—A Chrono-
logical Perspective,” in
Albert Elsen and J. Kirk T.
Varnedoe, The Drawings of
Rodin [exh. cat., National
Gallery of Art] (Washing-
ton, 1971), 25-120; and
“Rodin’s Drawings,” in
Rodin Rediscovered, ed.
Albert Elsen [exh. cat.,
National Gallery of Art)
(Washington, 1981), 153—
190.

2. Quoted in Washington
1981, 179.

3. The pose of Dancing
Figure is found in the
bronze Mouvement de
Danse A, c. 1911, Musée
Rodin (Inv. S. 505).

4. Quoted in Washington
1981, 179.
5. Quoted in Washington
1981, 181.

6. On Rodin and dance
see Robert Descharnes,
Auguste Rodin (Lausanne,
1967), 244-257.

7. See Kirk Varnedoe,
“Rodin and Photography,”
in Washington 1981,
203-248.
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PABLO PICASSO
Spanish, 1881-1973

Juggler with Still
Life, 1905

gouache over graphite
on cardboard

1,000 X 699 mm

(39%8 X 277%2)

Chester Dale Collection,
1963

After the Blue period works of misfortune
and despair, Picasso’s so-called Rose period
of mid-1904 to 1906 primarily figured
saltimbanques, socially marginal circus
acrobats who offered the artist an arena for
self-projection and experimentation.! This
gouache on cardboard adopts both figure
and jug from the oil on canvas Family of
Saltimbanques (National Gallery of Art)

of the same year, yet Picasso's treatment

of theatrical space, still life, and young
bateleur make the work both dissonant

and premonitory.

The integration of folkloric figure with
the genre of still life resists anecdotal and
visual coherence. The jug is too large to
serve the juggler and too tall for the surface
on which it stands. That surface eschews
visual stability; neither clearly table nor
tablecloth, it is strangely trapezoidal, one
corner beveled against the picture plane,
another flatly pushing up against it. The
plate in turn is not round, nor is it parallel
to the ground; the fruit it holds—almost
but not wholly—citrus. In 1905, as today,
these signs speak directly to that master of
still life who was so central to Picasso's
experiments, Paul Cézanne. Picasso borrows
selectively, however, and the strokes are his
own: alternately smooth or impastoed, con-
tinuous or broken, parallel or bent, abbrevi-
ated or long. Even the contradicted room
corner to the left of the juggler and the large
hatchings that color the chiasmic sweep of
studio curtain read as deliberate departures
from Cézanne’s lessons.

As for the juggler himself, his drastically
foreshortened feet are thickly painted within
the approximate boundaries of a dark flat
line. Ankles are implied by the use of flesh
tone, but the tights’ coloring interferes with
the illusion of skin. By varying hue, satura-
tion, and application of blue on the juggler’s
maillot, Picasso suggests legs’ musculature,
but the trespass of blue beyond charcoal-col-
ored outline is overshadowed Dby the trans-
gressions of academic rhetoric above. There,
he not only uses a vertical stroke of white
gouache to buttress the inner thigh, thus
introducing a traditional means for repre-
senting light, he also traces the bottom of

the shirt in the same thickness and value of
white, subverting the function in one place
that he so self-consciously observes in
another. The white hand on the boy’s hip
is gauntly misshapen but compositionally
extends the terracotta diagonal in the back-
ground; it binds the boy to the still life by
visual analogy. As for the figure’s other
hand, its very emptiness seems to hold hid-
den meaning. Perhaps most extraordinary is
the juggler’s face: from an exquisite combi-
nation of orange, white, and gray, Picasso
has modeled a face of classical beauty. Yet,
toying again with the rules of academic
training, he refuses to make the juggler’s
porcelain visage continue to the hairline and
turns the woolly hair into the cardboard’s
textural counterpoint.

The spatial games Picasso plays in
this work foreshadow the revolution of his
Demoiselles d’Avignon of 1906 (The Museum
of Modern Art, New York). The classicizing
treatment of the boy’s face harks back to
Greek art, Ingres’ drawing, and symbolist
painting but also looks forward to Picasso’s
work in Gogol the following summer. This
figure is hybridic and hieratic—as is the
work as a whole—and warrants Guillaume
Apollinaire’s injunction that the saltim-
banques’ spectator must be “pious” to wit-
ness their difficult, agile, and mute rituals.?
Further, in the words of Francis Ponge,
“blue of luck and unluck; rose, rather of
flesh, of the faded leotards of the saltimban-
ques, these dandies of voluntary penitence
and game”? are the figures with which
Picasso gambles the future of his painting.
SARAH LINFORD

Provenance 30-43; and Jeffrey Weiss,

Purchased from the artist
by Paul Guillaume, Paris,
1910; Chester Dale, 1928.

Notes
1. On the saltimbanques,

see E. A. Carmean, Picasso:

The Saltimbanques [exh.
cat., National Gallery of
Art] (Washington, 1980);
Theodore Reff, “Harle-
quins, Saltimbanques,
Clowns, and Fools,” Art-
forum 10 (October 1971),

in Picasso: The Early Years
[exh. cat., National Gallery
of Art] (Washington,
1997), 197 -210.

2. Guillaume Apollinaire
in La Plume (15 May 1905);
reprinted in Chroniques
d’art (1902-1918); ed.
L.-C. Breunig (Paris,
1960), 31.

3. Francis Ponge, Dessins
de Pablo Picasso: Epoques
bleue et rose (Lausanne,
1960), xv.

35
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PABLO PICASSO
Spanish, 1881-1973

The Death of
Harlequin,
1905/1906

gouache over charcoal
on cardboard

verso: Seated Woman

in a Garden, c. 1901
685 X 957 mm

(26'%6 X 37'%16)
Collection of Mr. and
Mrs. Paul Mellon, 1996

Pablo Picasso,
Study for 5
"The Death - l
of Harlequin," )
1905/1906, +
pen and black

ink with water-
color, National
Gallery of Art,
Washington, z
Collection of

Mr. and Mrs.

Paul Mellon

36

If Family of Saltimbanques (National Gallery
of Art) is the apogee of Picasso's Rose
period and Juggler with Still Life (cat. ) is a
hybridic image of things past and to come,
Death of Harlequin is Picasso’s farewell to a
subject, a style, a universe of personal sym-
bols.! On the speckled expanse of tawny
cardboard, Picasso has laid down an emaci-
ated Harlequin, eyes shut, hands clasped.
Two mourning circus artists look on in-
tently. Their made-up faces, one smoothly
pomaded white for sculptural effect and the
other permeated by the bed’s tender blue
iridescence, behold Harlequin's ashen and
crumbling deathmask of thick and discon-
tinuous patches of paint. The two standing
figures breathe an animated haze of white
that profiles their heads. Harlequin’s face
exudes a faint lavender vapor, his head at
once raised and encased in a cloudy pillow.
The mourners crane their taut necks; Harle-
quin’s face and hands tend toward their
curiosity with the petrification of rigor mor-
tis. The gymnast’s pink maillot mirrors the
largest lozenge on Harlequin’s, but what is
left of the characteristic pattern has faded
from the rest of his suit, now an etiolated
blue gray. Harlequin's skeletal body, of
scarcely sketched narrow hips and bony
legs, barely covers the cardboard’s textured
brown surface.

The recent suicide of a neighbor at the
Bateau Lavoir may have prompted Picasso
to pay one last tribute to his departed friend
Carles Casagemas, whose features are nearly
perceptible in Harlequin’s bumpy nose,
upper lip, and choppy hair.2 On another
level, the precedent of Picasso's own identifi-
cation with Harlequin—and the rarity of

/‘ / i ; Z‘Miin

I 1928,
|

|

this figure’s return in his oeuvre —suggests

too that this drawing elegized an entire

period in Picasso’s aesthetic.® Related

sketches picture figures not shown here as

well as a nightstand, vase of flowers, and

dog; narrative elements have also been

reduced.? The dog is merely adumbrated in

the negative space below the bed; two stand-

ing figures alone remain, only to emphasize

the large unprimed expanse of cardboard.

As their whitish haze and Harlequin's laven-

der aura mediate the space that separates

the dead from the living, color or its absence

is invested with multiple types of affective

meaning without yielding to the Fauve exu-

berance that had dominated the Salon

d’Automne in 1905.

Ultimately, this image probes the mys-

tery of withdrawal and absence and identity

so fundamental to Picasso’s fascination with

the saltimbanques —for “who are they,

these acrobats even a little / more fleeting

than we ourselves?” The Death of Harlequin,

in the words of Rainer Maria Rilke, sounds

“this wearisome nowhere,” in which “all of

a sudden, the ineffable spot where the pure

too-little / incomprehensibly changes, —

springs round / into that empty too-much.”’

SARAH LINFORD

Provenance

The artist to Wilhelm
Uhde, 1906; private
collection, Westphalia;
J. K. Thannhauser,

New York; W. Somerset
Maugham, St.-Jean-Cap-

Ferrat; Sotheby’s, London,

10 April 1962, lot 26;
purchased via Hector
Brame by Paul Mellon.

Notes

1. On the verso Picasso
had already done an oil
sketch in the style of his
contemporaneous “café”
paintings. In the left half,
a seated woman is amply
clothed in white and
crowned by an elaborate
hairstyle and hat, while
heavily impastoed foliage
in forest green and ultra-
marine blue dominate
the image’s vigorously
painted right half.

2. Picasso had already
depicted Casagemas, who
committed suicide, in a
number of 1901 deathbed
portraits; see Picasso: The
Early Years, 1892-1906
[exh. cat., National Gallery
of Art] (Washington,
1997), nos. 67-70.

3. Harlequin does re-
appear, briefly, in 1909,
¢. 1915, and in the 1920s.

4. At least four sketches
are directly linked to The
Death of Harlequin; the
one closest is Study for
“The Death of Harlequin”
(see figure).

5. Rainer Maria Rilke,
“The Fifth Elegy,” Duino
Elegies; trans. |. B. Leish-
man and Stephen Spender
(New York, 1939), 47, 53.
Rilke borrowed The Death
of Harlequin from its first
purchaser, Uhde, in 1907.
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EDGAR DEGAS
French, 1834-1917

Ballet Scene, c. 1907

pastel and charcoal on
tracing paper

768 X 1,112 mm

(30% X 43%)

Chester Dale Collection,
1963

38

Among Degas’ most glorious works are the
large pastels that dominate the last decades
of his career. Densely constructed of layer
upon layer of brilliant, often jarring color,
they are remarkably potent, indeed mesmer-
izing works, which treat in new and daring
ways some of the subjects that had long
been mainstays of Degas’ repertoire. Ballet
Scene, which may be one of Degas’ last ren-
ditions of this favorite theme, is also one of
the most impressive, not only because of its
scale but also because of the complex textur-
ing of the pastel strokes and the luminous
and expressive juxtapositions of both har-
monious and discordant colors. The range
of hues is astonishing, from the delicate
lavenders and blues of the tutus to the glow-
ing pinks of the dancers’ flesh to the star-
tling greens and oranges of the scenery

and stage.

Degas himself declared, “no art was ever
less spontaneous than mine,”! and that is
especially true of the late pastels, which
were often the culmination of a complicated
series of drawings, tracings, other pastels,
and even oils in which he experimented
with different compositional solutions based
on related groupings and poses. This pastel,
for example, may have had its roots in the
painting Group of Dancers (National Gallery
of Scotland, Edinburgh), whose composition
then passed through a series of transforma-
tions in other drawings and tracings.? (Trac-
ing for Degas was a simple means by which
he could repeat again and again whole or
partial compositions or individual figures, in
the process adjusting a gesture, the tilt of a
head, or the position of a leg; adding or sub-
tracting figures; and then experimenting
with radically different color combinations.)
The present pastel, which is on tracing
paper, may have been traced directly but
with a few changes from another, sketchier
charcoal and pastel version of the same
composition, also on tracing paper, whose
overall dimensions are only slightly smaller
than this one.?

Throughout this process of transforma-
tion, during which Degas also seems to have
incorporated at least one pose he had devel-
oped in his sculptures,* he never abandoned

drawing as the firm foundation on which
he built every composition from his earliest
years onward. Pastel merely allowed him to
fuse color and drawing, the two essential
threads of his art, in every stroke. Reveling

in the ability to stroke, scribble, jab, and
even crush pure color so directly on his

paper, Degas pushed the chromatic possibil-

ities of pastel further and more aggressively

than any artist before him.

MARGARET MORGAN GRASSELLI

Provenance

Estate of the artist (first
atelier sale, Paris, 7 May
1918, lot 210); Jacques
Seligmann; American Art
Association, Hotel Plaza,
New York, 27 January
1921, lot 210; Scott and
Fowles, New York; Ameri-
can Art Association, New
York, 19 November 1926,

lot 41; Chester Dale, 1926.

Notes
1. George Moore, “Memo-
ries of Degas,” Burlington

Magazine 32, no. 179 (Feb-

ruary 1918), 64.

2. Reproduced in Degas
[exh. cat., Galeries
nationales du Grand
Palais] (Paris, 1988), no.
362. This may then have
been followed by a char-
coal drawing (location
unknown), reproduced
in Lillian Browse, Degas
Dancers (London, 1949),
plate 254; a charcoal and
red chalk drawing, now
in a New York private col-
lection (Paul-André
Lemoisne, Degas et son

oeuvre, 4 vols, [Paris,
1946-1949), no. 1461),
reproduced in Paris 1988,
no. 363, and Browse 1949,
plate 255; and another
charcoal drawing of just
the two foremost dancers
at right, reproduced in
Browse 1949, plate 233a.

3. Lemoisne 1460, repro-
duced in Paris 1988, no.
364, and Browse 1949,
plate 233; Richard Kendall,
Degas beyond Impressionism
[exh. cat., National Gallery]
(London, 1996), no. 74.

4. The dancer at right with
her elbows jutting sharply
behind her closely resem-
bles the sculptures Dancer
at rest, hands behind her
back, right leg forward; and
Dressed dancer at rest,
hands behind her back, right
leg forward, c. 1895-190s5;
London 1996, no. 76.
There are also versions
with left leg forward, as

in the present pastel.
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GEORGE BELLOWS

American, 1882-1925

Street Fight, 1907

conté crayon, pastel,
graphite, and ink
verso: Society Ball,
¢. 1907, charcoal
and pastel

546 X 619 mm
(217 X 24 ¥8)

Eugene L. and Marie-
Louise Garbaty Fund,

1996

George Bellows,
Society Ball
(verso of

Street Fight)

40

In the fall of 1904 George Bellows arrived
in New York, having given up his studies

at Ohio State University after three years.
Determined to become a painter, he
enrolled in William Merritt Chase’s New
York School of Art; while there he fell under
the influence of the realist Robert Henri.
Encouraged by Henri to find his subjects in
the familiar reality of the world around him,
Bellows discovered inspiration virtually
everywhere he turned. As he observed: “I
am always very much amused with people
who talk about the lack of subject matter for
painting. The great difficulty is that you can-
not stop to sort them out enough. Wherever
you go, they are waiting for you. The men of
the docks, the children at the river’s edge,
polo crowds, prize fights, summer evenings
and romance, village folk, young people, old
people, the beautiful, the ugly.”! During the
first five or six years of his career Bellows
created a remarkable body of work drawn
from his observations of the rich tapestry

of New York life. Like his mentor Henri,
Bellows discovered that “there is beauty in
everything if it looks beautiful in your eyes.
You can find it anywhere.”

Street Fight is one of the earliest draw-
ings listed in the artist’s “Record Book,”
where it is described as “Children in
park/two boys starting to fight in ring/of
kids,” and dated to summer 1907.2 Although
Bellows would not create the first of his

great oils depicting boxing matches, Club

Night (National Gallery of Art), until 1909,
his earliest treatment of the subject, a dra-
matic drawing entitled The Knockout (private

collection), dates to July 1907. Street Fight,

even though it is not a boxing scene and is

set outdoors, has a clear relationship to the

boxing theme. Two antagonists stand near

the center of the composition, closely sur-

rounded by observers whose faces wear a

variety of nearly caricatured expressions

(Bellows’ description of the figures being in

a “ring” makes the association with boxing

even more obvious). The drawing bristles

with tense energy, both in the impending

conflict it depicts and in the slashing and

darting lines Bellows used to create it.

It is precisely these qualities of energy
and animation that bind together all of

Bellows’ early works, no matter how diverse

their subjects, and give them their great

power. One sees it in this drawing, just as in

famous masterpieces such as Forty-two Kids
of 1907 (Corcoran Gallery of Art, Washing-
ton) and Blue Morning and Both Members
of this Club, both of 1909 (both National
Gallery of Art). Through the creative act of

painting and drawing George Bellows’ was

able, as were very few other artists of his

generation, to translate the vitality of mod-

ern life into images that are themselves

vibrant with power.
FRANKLIN KELLY

Provenance

Purchased from the artist
by Joseph B. Thomas Jr.,
New York, 1911; Mr. and
Mrs. Arthur Horowitz,
Hopkins, MN, 1979 -
198y; Dr. Robert Nowin-
ski, Seattle, 1987-1996;
Hirschl & Adler, New
York, 1996.

Notes

1. Quoted in Margaret C.
S. Christman, Portraits by
George Bellows [exh. cat.,
National Portrait Gallery)
(Washington, 1981), 13.
2. Quoted in Charles H.
Morgan, George Bellows:
Painter of America (New
York, 1965), 40.

3. “Record Book A,” 43,
no. 41; information cour-
tesy of Glen Peck, Glen
Peck Fine Arts. The verso,
Society Ball (figure), proba-
bly preceded Street Fight,
for it seems unlikely that
the artist would have
drawn on the verso of a
work as successful and
complete as the latter.
Though Bellows drew
Society Ball with character-
istic vigor and expressive-
ness, he used more color
than usual. Perhaps he
was experimenting, or
elaborating or developing
a theme from one of his
best-known early draw-
ings, Dance in a Madhouse
of 1907 (Art Institute of
Chicago).
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MARSDEN HARTLEY
American, 1877-1943

Self-Portrait, 1908

black crayon

30.3 X 22.6 mm

(11'%6 x 878)

John Davis Hatch
Collection, Avalon Fund,

1983
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This sketch is one of a group of at least five
early self-portraits by Hartley done around
1908. Two show the artist in the act of draw-
ing.! The other three focus solely on Hart-
ley’s distinctive face.? In the latter three a
few overlapping lines suggest the shape of
the head, while short curving and swirling
marks define the nose, mouth, and, most
dramatically, the eyes and hair. In the
National Gallery’s Self-Portrait broad ribbons
of black made with the side of the crayon
demarcate the neck and jaw.

Barbara Haskell has observed: “Perhaps
the most remarkable aspect of Hartley’s new
approach...is that it began in virtual isola-
tion, with no direct exposure to develop-
ments which had taken place in Europe.”
Haskell refers primarily to Hartley’s first
mature Maine landscapes of 1908, done in
a manner based in part on reproductions
of neo-impressionist art he had seen in the
German periodical Jugend. But her com-
ments apply as well to works such as Self-
Portrait in which Hartley spontaneously
transformed his neo-impressionist vocabu-
lary of densely woven marks into something
more personal and original. Closely resem-
bling the agitated, attenuated figures of con-
temporary young Austrian artists such as
Oskar Kokoschka and Egon Schiele, it dem-
onstrates how Hartley, with his brooding,
introspective nature, was predisposed to an
art that explored the subjective representa-
tion of inner emotional states rather than
the objective study of natural phenomena,
even before he gained firsthand knowledge
of expressionist movements abroad.

In 1912 Hartley visited Europe for the
first time with the help of Alfred Stieglitz.
After immersing himself in the art of Paris,
he moved on to Munich and Berlin, where
he met Wassily Kandinsky, Gabriele Miinter,
and Franz Marc. There Hartley discovered
his natural affinity for expressionism and
became a critical source for the Stieglitz
circle in New York regarding the latest
experiments of the German avant-garde. He
wrote to Stieglitz that the “new German ten-
dency is a force to be reckoned with — to
my own taste far more earnest and effective
than the French intellectual movements.”

Although Hartley’s early proto-expres-

sionist self-portraits proved to be seminal

to the entire history of expressionism in

twentieth-century American art, he rarely

depicted himself after 1908. The powerful,

turbulent mood of these drawings recurs

instead in his landscape paintings of New

Mexico (1919-1924) and Dogtown, Massa-
chusetts (1931, 1934, 1936), and in his hom-
ages to artists and cultural icons such as
Hart Crane (1933), Albert Pinkham Ryder
(1938-1939), and Abraham Lincoln (1940).

CHARLES BROCK

Provenance
John Davis Hatch.

Notes

1. In the collections of

the Allen Memorial Art
Museum, Oberlin College;
and the Frederick R. Weis-
man Art Museum, Univer-
sity of Minnesota.

2. Reproduced in Ann C.
Van Devanter and Alfred
Frankenstein, American
Self-Portraits, 1670-1973
[exh. cat., National Portrait
Gallery] (Washington,
1974), 119; and Marsden
Hartley, Somehow a Past:

The Autobiography of Mars-
den Hartley, ed. Susan Eliz-
abeth Ryan (Cambridge
and London, 1997), 31.

3. Barbara Haskell,
Marsden Hartley [exh. cat.,
Whitney Museum of
American Art] (New York,
1980), 14.

4. February 1913, quoted
in New York 1980, 30. On
Hartley in Germany see
Patricia McDonnell, Ameri-
can Modernism and the
German Avant-Garde (New
York, 1998).
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KATHE KOLLWITZ
German, 1867-1945

Out of Work, 1909

charcoal and white wash
over graphite

295 X 445 mm
(11%6 X 17%5)
Rosenwald Collection,

1943

Kithe Kollwitz,
Out of Work,
1909, etching,
National
Gallery of Art,
Washington,
Rosenwald
Collection,

1943

44

Much of Kollwitz’s fame rests on her sym-
pathetic yet searing depiction of the life of
the urban industrial proletariat in Germany.
She was well positioned to observe it
directly, having moved from her native
Konigsberg in East Prussia to a modest sec-
tion of Berlin, where she lived with her hus-
band, a physician for the city’s tailors and
their families.? She sought models from
among his clientele, and these interactions
led to the realism and immediacy of such
images as Out of Work.

Here an unemployed man, chin in
hands, slumps in dejection at the bedside of
his sick wife. The woman, gazing listlessly
at the viewer, a tiny infant cradled on her
breast, rests her hands on another sleeping
child. The charcoal shading of the male fig-
ure, so expressive of his despair, contributes
to an overall sense of hopelessness. This
mood contrasts with the oddly lyrical areas
of painted white wash that gracefully delin-
eate the nightdress and comforter as well as
the puff of pillows that rise like angel wings
around the woman’s face; one recalls Koll-
witz’s admission regarding proletarian life:
“I simply found it beautiful.”? The style of
the black-and-white drawing is simplified
because the work was intended for repro-
duction in Simplicissimus, the political-satiri-
cal journal copiously illustrated by the finest
contemporary artists, and Kollwitz wanted
to deliver as direct a message as possible.

The years 1908-1909, when Kollwitz

made this drawing, mark a turning point in

the artist’s career. At this time she aban-
doned the routine of making studies from
life, allowing her to “work well and easily
now.”? She concurrently embraced a style of
greater simplicity and concentration of pic-
torial means and design. The artist espe-
cially welcomed the opportunity to apply her
newly streamlined approach to images with
overt contemporary political references,
such as Out of Work. Making socially
engaged illustrations for Simplicissimus per-
mitted her, as she wrote, “to remain artistic,
and in particular...to express repeatedly to a
large public that which has always stimu-
lated me and of which not enough has been
said: the many silent and audible tragedies
of life in the big city—which all together
make this work extraordinarily dear to me.”*
When this drawing was published in the
magazine, the editors affixed a title, “The
One Good Thing,” with the bitter caption:
“If they didn't need soldiers, they would also
tax the children.”® Kollwitz then reworked
this striking motif into a more elaborated
etching (figure), to which she added another
sleeping child at the upper right corner and
darkened the shadows, intensifying the
scene’s pervasive misery.

ELIZABETH PRELINGER

Provenance
Dr. Alfred Rose; Lessing .
Rosenwald, 1942.

3. Entry of 18 September
1909 in Kollwitz 1989, 52.

4. Letter from Kollwitz to
her friend Beate Bonus-
Notes Jeep, ¢. 1907-1909;
quoted in Kithe Kollwitz,
Ich sah die Welt mit lieb-
vollen Blicken: Kithe
Kollwitz, Ein Leben in Selbst-

1. See Alessandra Comini,
“Kollwitz in Context: The

Formative Years,” in Eliza-
beth Prelinger, Kithe Koll-

witz [exh. cat., National
Gallery of Art] (Washing-
ton, 1992), 94.

2. Kithe Kollwitz, “Riick-
blick auf frithere Zeit,” in
Die Tagebiicher, ed. Jutta
Bohnke-Kollwitz (Berlin,
1989), 741; quoted and
translated in Washington
1992, 76.

zeugnissen, ed. Hans Koll-
witz (Wiesbaden, 1988),
275; quoted and translated
in Washington 1992, 50.

5. See Otto Nagel and
Werner Timm, Kithe Koll-
witz. Die Handzeichnungen
(Berlin, 1972; repr. 1980),
no. 545.
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EMIL NOLDE
German, 1867-1956

An Apostle Filled
with the Holy Spirit,

1909

watercolor over pen
and ink on typewriting
paper

269 X 212 mm

(108 % 8%16)

William Nelson
Cromwell Fund, 1977
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With its riveting, ecstatic stare and its exotic
marbling of fluid colors, this is one of Nolde's
finest early drawings.

In his autobiography Nolde locates the
major crisis in his art in 1909: in his dissat-
isfaction with the strict imitation of nature,
and even with the optically based impres-
sionist imitation of nature. In contrast,
Nolde attempted “to grasp something differ-
ent and greater than formerly, that which
lies most deeply... to revalue nature through
adding one’s soul and spirit.”! After a deathly
illness, he drew a number of heads of apos-
tles and of Christ and began to work on four
religious paintings, two of them especially
meaningful, The Last Supper and Pentecost.
Through these “most secret, most deeply
inward events of the Christian religion”
Nolde found his way “from optical external
charm to felt inner worth.”

At least ten of these compelling water-
colors survive.? One or two appear to have
been directly used for specific figures in
Nolde’s two paintings, but most are not so
close; they are more like independent explo-
rations in the artist’s transition to a new,
keenly felt inner value. This apostle’s craggy
cheeks, open mouth showing two upper
teeth, and beard limited to his lower face
resemble the head of Christ in The Last
Supper as well as the second apostle on his
right. The cheeks and mouth and wide open
eyes are also close to the apostle at Peter’s
left in Pentecost, however; and the sense of
a rapturous trance is more appropriate for
that event, as Nolde says, “the ecstatic, tran-
scendental reception of the Holy Spirit.”

Of all these watercolors made while
Nolde was plumbing the depths of his art,
this Apostle achieves his most striking com-
bination of colors, both natural and unnatu-
ral. The rugged face, wide eyes, broad nose,
and slack mouth create a strong elemental
visage, perhaps evoking the north German
fishermen with whom Nolde was living; but
the bright emerald green and flowing colors
obviously have nothing to do with their skin,
not even under strange optical conditions.

Yet there remains something about the

interaction of colors here that is even more

primitively natural than humanity. Around

the stark blue and white eyes and the cherry

red lips the colors flow and constantly

shift irregularly into each other —like the

reflected colors of an oil slick on water.

Nolde has achieved a timeless moment of

fiery spiritual intensity caught in stunned

evanescent beauty.
ANDREW ROBISON

Provenance

Kornfeld und Klipstein,
Bern, 10 June 1976, lot
729; Fischer Fine Art, Lon-
don; William H. Schab
Gallery, New York.

Notes

1. The four volumes of
Nolde’s autobiography are
easily available in the
paperback reprint, Emil
Nolde: Mein Leben
(Cologne, 1976). All
quotes here are from
pages 156~157.

2. Three, including this
one, are reproduced in
black and white in the
Kornfeld and Klipstein
auction catalogue, Moderne
Kunst, Bern, g—10 June

1976, plates 55-56;

two more are reproduced
in color in Emil Nolde:
Aquarelle und Zeichnungen
[exh. cat., Schloss Wolfs-
burg] (Wolfsburg, 1991),
plates 15 and 16; two more
(one in color) in Emil
Nolde [exh. cat., Museo
d’Arte Moderna] (Lugano,
1994}, 163 and 246; two
more in color in Emil
Nolde: Akvarely a grafika
[exh. cat., Egon Schiele
Centrum] (Prague, 1994),
29 and 33 (incorrectly
dated c. 1912); and the
tenth in Martin Urban,
Emil Nolde: Catalogue
Raisonné of the Oil Paint-
ings (London, 1987), 1:280.
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ERNST LUDWIG
KIRCHNER
German, 1880-1938

Two Women Reclining
before a Mirror, 1909

pen and ink

342 X 433 mm
(1376 X 17)

Ailsa Mellon Bruce
Fund, 1989

In 1933, recounting his early artistic devel-
opment, Kirchner repeatedly referred to the
practice of different types of drawing as the
means by which he progressed. He also saw
the crucial breakthrough in his art in terms
of drawings, specifically his experience of
those by Rembrandt: “I was seized by Rem-
brandt’s drawings very deeply. Stimulated by
his sketches, I tried to draw freely after life
in the streets, in cafes, and so came to some-
thing entirely new, the study of movement,
which has guided my entire work until
today and from which I recovered my own
language of forms.”!

These two women on a daybed or sofa
exemplify Kirchner’s desire to seize an
image as quickly and express it as directly as
possible, to show the naturalness of subjects
in relaxed poses with normal gestures. The
drawing also radiates his early spirit of life,
of play and humor, as well as his lifelong
delight in the beauty of the female nude. On
the right is his girlfriend in Dresden, nick-
named “Dodo.” With pure broken outlines
Kirchner quickly captures her soft curves.
Only four strokes and two dots create her
gentle smile and her warm, inviting look.
The older woman on the left undoubtedly
springs from life but also invokes the
ancient tradition of artistic allegory contrast-
ing youth and age. Kirchner shows her flat
nose, sharp chin, fallen breasts, and big
foot not as ugly or grotesque—as in older
art—but with good humor. Even her arms
propped akimbo contrast with Dodo’s soft
curves. Yet Kirchner cleverly and sympathet-
ically uses the older woman’s mirrored
reflection to firm, fill out, and soften her
form—now spatially closer to Dodo—into
more of what she used to be.

Kirchner produced a flood of drawings
and visual ideas. Especially in his early years
he constantly changed types of line and
ways of capturing form as well as ways of
composing subjects. Thus, having seen the
compositional and iconographic possibilities

of the deliberately truncated mirrored reflec-
tion of a reclining nude model, Kirchner
quickly explored it in just five drawings and
one painting.? It was only decades later that
Matisse elaborated numerous variations on
the idea in a series of pen drawings in the
mid-1930s.

ANDREW ROBISON

Provenance
Estate of the artist via
Galeria Henze, Lugano.

Ludwig Kirchner (Cam-
bridge, MA, 1968). Thanks
to Dr. Wolfgang Henze for
calling attention to the
other four drawings, all
Notes 1909: Von der Heydt

1. Ernst Ludwig Kirchner, Museum, Wuppertal; Karl-
“Anfinge und Ziel,” in heinz Gabler Collection;
Ernst Ludwig Kirchner aus Hauswedell and Nolte auc-
Privatbesitz [exh. cat., tion, Hamburg, 26 June
Kunsthalle] (Bielefeld, 1986, lot 575; and Galerie
1969), 3-4. Nierendorf, Berlin, Kunst-
2. The painting is also bldtter der Galerie Nieren-
from 1909; see no. 56 in dorf, no. 31, 1971, item 9.
the catalogue raisonné by

Donald E. Gordon, Ernst
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EDOUARD VUILLARD
French, 1868-1940
The Square, 1910

brush and ink

646 x 500 mm

(25716 X 19 16)
Collection of Mr. and
Mrs. Paul Mellon, 1985
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For the painter and printmaker Edouard
Vuillard, drawing was a lifelong activity

and an indispensable part of his creative
process, yet it remains to this day the least
known aspect of his oeuvre. He drew con-
stantly, not only in preparation for his paint-
ings and prints, but also casually, as a
pleasurable pastime. Most of his drawings
were quick pencil sketches, but he was
equally adept at a number of other media,
including the fluid combination of brush
and ink found here in The Square. More
than six thousand of Vuillard’s drawings
have survived, mainly in the hands of his
descendants, but relatively few of those have
yet been published.! As a result, more than
sixty years after his death, Vuillard’s corpus
of drawings is still largely unknown and
unexplored.

That Vuillard was a gifted and highly
original draftsman is amply demonstrated
by this inviting glimpse of an unidentified
Parisian park. The influence of Japanese cal-
ligraphy and ink painting is immediately
apparent, though Vuillard wielded the brush
in a manner that was entirely his own. Espe-
cially appealing is the effect he achieved,
using only the light brown paper and the
black ink, of the same kind of decorative
play of color and pattern that was such an
important part of works from his Nabi
period. Just as he delighted there in the con-
trasting shapes and designs presented by
wallpapers, textiles, and household objects,
here he enjoyed the wealth of patterns
found outdoors in both natural and man-
made forms. With a remarkable economy
of means he not only suggested the shapes
and textures of the individual elements of
the composition but also filled the scene
with space, light, and atmosphere. As swift
and spontaneous as the drawing may at first
appear, it was probably made in the studio
only after extensive study and reflection and
with the help of sketches made from life, as
was Vuillard’s usual practice.?

For an artist who was known primarily
as an “intimist” —referring both to the rela-
tively small scale of many of Vuillard’s
works and to the scenes of ordinary house-
hold activities for which he is still best

known— The Square comes as something of

a revelation. The size alone is quite aston-

ishing, and indeed this is one of the artist’s

largest known drawings. The choice of an

open-air subject may seem just as surpris-

ing at first, but Vuillard frequently sketched

and painted gardens, cityscapes, and land-

scapes.® Shortly after this drawing was

made, he painted a monumental view of a

different Parisian park, Place Vintimille, in a

five-part screen measuring more than seven

feet high by almost ten feet wide, now also

in the National Gallery of Art’s collection.*
Together, these two works show that the
“intimist” label that is so often applied to

Vuillard’s oeuvre describes only a part of it

and that he was as much a master of the

world outside his apartment as he was of

the world within it.

MARGARET MORGAN GRASSELLI

Provenance

Private collection, Paris;
Huguette Beres, Paris, by
197%; Mr. and Mrs. Paul
Mellon, 1975.

Notes

1. One small exhibition
has been devoted to Vuil-
lard’s drawings: E. Vuillard
Drawings, 1885-1930, The
American Federation of
Arts, New York, 1978.
Otherwise, broad selec-
tions of Vuillard’s draw-
ings have been reproduced
in Jacques Salomon,
Auprés de Vuillard (Paris,
1953); and Vuillard [exh.
cat., Musée des Beaux-
Arts] (Lyon, 1990).

2. Salomon 1953, 54-57.
One can easily imagine
that the National Gallery
drawing was preceded by
sketches like the ones of
Place Vintimille and Place
Augustine reproduced in
Salomon 1953, 31, 66, 102.

3. See, for example, the
outdoor scenes reproduced
in Guy Cogeval, Vuillard,
le temps détourné (Paris,
1993), 72—79; and Jacques
Salomon, Vuillard (Paris,
1961), 8081, 109-111,
130-131, and 135.

4. The gift of Enid A.
Haupt in 1998, this screen
is reproduced in Art for the
Nation, Collecting for a New
Century [exh. cat., National
Gallery of Art] (Washing-
ton, 2000), 96-97.
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CONSTANTIN
BRANCUSI
Romanian, 1876 -1957

Woman’s Head,
C. 1910

charcoal over graphite
417 X 275 mm

(16746 X 16 'Vre)

Ailsa Mellon Bruce
Fund, 1971

52

The defining principle of the work of the
great Romanian sculptor, Brancusi, was its
reduction to the simplest and most basic
geometric forms. By thus clarifying the
essential structure of his subject, the artist
believed he could best capture and express
its inner meaning. To that end he developed
a highly limited vocabulary of forms with
which he created a uniquely purified version
of reality, becoming in the process one of
the most original and influential sculptors
of the twentieth century.

As is frequently the case with sculptors,
who generally prefer to think in three
dimensions, Brancusi did not often make
drawings, producing fewer than three hun-
dred over the course of his long career. He
was, nevertheless, a gifted draftsman, as this
splendid portrait study of an unidentified
woman bears witness. Made around the
same time as such early abstract sculptures
as Sleeping Muse I of 1909 -1910 (The Art
Institute of Chicago) and Maiastra of 1910
(National Gallery of Art)," it shows him—
in a way those sculptures do not—in the
very act of extracting the underlying geome-
try of his model’s appearance. With boldly
repeated strokes of the charcoal he has
emphasized the near-perfect oval of the
head and the columnar cylinder of the neck.
At the same time, though, he has retained
the facial features, stylized though they may
be, and has even taken special interest in
the woman’s hairstyle and the shape of her
nose. [n just a few years he would eliminate
altogether such distinctive details from his
smoothly volumetric sculptures, but here he
is still compromising between individuality
and universality. In the same way, this
young woman is not as completely impas-
sive and transcendently calm as Brancusi’s
later figures would be, for her gaze is
unusually direct and intense. In the end,
however, her expression is somewhat blank,
and she reveals nothing about her thoughts
or emotions.

Brancusi’'s purpose in making this draw-
ing is not known. It does not appear to be
connected to any of his extant sculptures,
and nothing at all has been determined
about the model.? That the study held a
special place in his oeuvre is suggested
by the fact that it was one of the few draw-
ings that Brancusi himself photographed as
part of the record he kept of his works. The
photograph remained in his studio until
his death.

MARGARET MORGAN GRASSELLI

Provenance

World House Galleries;
Mr. and Mrs. Lester
Francis Avnet.

2. A similar study of a
young woman, possibly
the same model but this
time drawn in graphite
instead of charcoal, was
exhibited in Brancusi +
Notes Mondrian, Sidney Janis

1. For these and other Gallery, New York, 1982,
sculptures from around no. 18.

1910, see Pontus Hulten,
Natalia Dumitresco, and
Alexandre Istati, Brancusi
(Paris, 1986), 77-8s,
282-284.
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JOHN MARIN
American, 1870-1953

Woolworth Building,
No. 31, 1912

watercolor over graphite
470 X 398 mm

(18 %2 X 15"%6)

Gift of Eugene and
Agnes E. Meyer, 1967

John Marin, Woolworth Building,
No. 32, 1913, watercolor,
National Gallery of Art,
Washington, Gift of Eugene
and Agnes E. Meyer, 1967
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Woolworth Building, No. 31, is the fourth in
a series of five watercolors by Marin depict-
ing what would remain the world’s tallest
skyscraper, at sixty stories high, until the
completion of the Chrysler Building in 1930.
The watercolors were first exhibited in New
York in early 1913 at Alfred Stieglitz’s 291
gallery. Grouped together, they demon-
strated a progression from relatively
straightforward realism to nearly total
abstraction (figure).

Stieglitz presented Marin’s watercolors
just prior to the opening of the Armory Show,
the milestone exhibition of avant-garde art
held in New York in February 1913. Antici-
pating that European artists would get the
lion’'s share of attention there, he set out to
demonstrate that an American artist like
Marin, who had so innovatively rendered
one of the great icons of contemporary
American life, the New York skyscraper, had
to be counted among the leading lights of
the international modernist movement.

The Woolworth Building images gener-
ated enormous publicity and firmly estab-
lished Marin’s reputation in the United
States. Twelve articles appeared in news-
papers and art publications, including three
with elaborate layouts that featured repro-
ductions of the works, sometimes in color.!
Some critics poked fun: “[the] buildings look
as though some inebriated giant had gone
swinging down Broadway putting buildings
out of plumb....No one but absolute

teetotalers should go to see this show.”
Charles Caffin's comments in the New York
American were more typical: “these New
York pictures...reinforce one another as the
rhythms of movement leap from picture to
picture, coursing through the series in a
resistless exultation.” And J. N. Lauvrik of
the Boston Transcript proclaimed that “they
convey a greater sense of architectural
mass, of structure and of the general bulk
and volume of New York than the work

of any other man who has yet assayed this
difficult task.”?

Given Marin’s presence in Paris from
1905 to 1910 and his exposure to exhibitions
by Cézanne, Picasso, and Matisse at 291, his
claim that works like Woolworth Building,
No. 31, were essentially American and had
little to do with the innovations of European
modernist movements must be seen as a bit
misleading.? Nevertheless, Marin’s open,
exuberant, improvisational method, and
especially his mastery of the watercolor
medium, distinguish the Woolworth series
from its cubist and futurist antecedents.
Landmark works in the history of American
modernism, they heralded the advent of
Marin’s distinctive signature style.

Four of the five Woolworth watercolors,
including this sheet, were featured at the
Armory Show and later purchased by Eugene
and Agnes Meyer, important patrons of 291.*
CHARLES BROCK

Provenance

The artist to the 291
gallery; Eugene and Agnes
E. Meyer.

2. Reviews reprinted

in Camera Work 42-43
(April-July 1913), 24,

41, 43.

3. See Ruth Fine, John
Marin [exh. cat., National
Gallery of Art] (Washing-
ton, 1990), 75-79, 128.

4. Woolworth Building, No.
30, was not exhibited and
is apparently no longer
extant.

Notes

1. See Charles Brock,

“A Diabolical Test,” in
Sarah Greenough et al.,
Modern Art and America:
Alfred Stieglitz and His
New York Galleries [exh.
cat., National Gallery of
Art] (Washington, 2001),
126-143.
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ERNST LUDWIG
KIRCHNER
German, 1880-1938

Erna Lying on the
Beach among Rocks,
1912

reed pen and ink
461 X 591 mm
(188 X 23%16)
Ailsa Mellon Bruce
Fund, 1984

56

To say that Kirchner was a prolific draftsman
hardly begins to express the fact. He started
to draw at age three and never stopped,
creating more than 20,000 drawings in all
media.! This monumental production is
that much more impressive in that he
almost never drew small vignettes or indi-
vidual studies of single objects or forms.
Instead, he envisioned and made full com-
positions—simple or complex, small or
large, but completely seen and formed in
the visual field.

In 1911, as Kirchner made his transition
from Dresden to Berlin, and especially in
1912, his line became so swift and sharp,
and his hatching such a flurry of zigzags,
that one senses his hand could hardly keep
up with his visual ideas. In his drawings he
did not erase; he just kept going: “I have to
draw until a fury, just draw. Then after a
certain time seek out the good.”? The swift-
ness of his strokes evokes the movement,
the flux of life he was seeking, even in an
idyllic moment of calm such as that depicted
in this scene. Judging from her distinctive
hairstyle, the figure in this drawing is un-
doubtedly Erna, Kirchner’s new companion
in Berlin, who eventually became his wife.
She reclines on the shore of the Baltic island
of Fehmarn, where the artist liked to go in
summer to observe the uninhibited inter-
action between nudes and nature.

In Kirchner’s notes sent to Wilhelm
Valentiner, who gave the artist his first one-
man show in America, Kirchner reveals that
one of his desires in his beach scenes was to
relate the figures to the rocks in such a way
that each appeared totally integrated with
the other.® He has certainly achieved that
here. Even more extraordinary is how, with
the brilliant placement of the composition
on this large sheet and with his shorthand
for forms (what he called “hieroglyphs”),
Kirchner plays summary distortion against
complete rightness of feeling. There is not a
mark to indicate the foreground beach, yet
one clearly feels its flatness and support for

the figure. The softness of the woman'’s
flesh in the curves of her neck and shoulder
and in the extruded flesh of her bent right
knee alleviates the abruptly rigid lines of her
left leg. Most striking is the twist of perspec-
tive in the double curve of her buttocks,
placed so deftly that they are seen simulta-

neously from above along the line of her

back, and also from the side leading in
depth to her soft but rocklike hip.

ANDREW ROBISON

Provenance

Dr. Riidiger Graf von der
Goltz, Diisseldorf; Korn-
feld und Klipstein, Bern,
20-2I June 1973, lot 362;
D. Thomas Bergen, Lon-
don; Carus Gallery, New
York.

Notes

1. The current estimate
was kindly provided by

Dr. Wolfgang Henze at
the Ernst Ludwig Kirchner
Archiv, Wichtrach/Bern,
Switzerland, 28 January
2001

2. From Kirchner’s diary
for 4 August 1919, quoted
in Roman Norbert Ketterer
and Claus Zoege von
Manteuffel, Ernst Ludwig
Kirchner: Zeichnungen und
Pastelle (Stuttgart and
Zurich, 1979), 13.

3. German Expressionist
Drawings from the Collec-
tion of D. Thomas Bergen
[exh. cat., University of
Notre Dame Art Gallery]
(South Bend, 1977), 21.
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HEINRICH
CAMPENDONK
German, 1889 -1957

Self-Portrait, c. 1912

verso: Adda
Deichmann Reclining
in a Chair, c. 1912

watercolor over graphite
on Japanese paper

532 X 428 mm

(2016 X 1678)
Anonymous Promised
Gift
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Heinrich Campendonk executed this stun-
ning double-sided watercolor soon after
being asked to join Der Blaue Reiter (The
Blue Rider) by the group’s founders, Wassily
Kandinsky and Franz Marc. He was known
to them through August Macke, whose
cousin Helmut shared his studio.’ Campen-
donk had three works in the first public
exhibition of Der Blaue Reiter, which opened
in December 1911 at the Galerie Thann-
hiuser in Munich.2 By mid-May 1912 he had
met Herwarth Walden, founder of the peri-
odical Der Sturm and the Sturm-Galerie in
Berlin, who was a major promoter of leading
German artists and writers before World
War I and soon carried Campendonk’s work,
including the present watercolor.

This Self-Portrait relates to a painting of
the same date in the Gemeentemuseum,
The Hague.* While the watercolor portrays
the artist in bust length, dressed in formal
attire, with a high collar and polka-dotted
bow tie, the oil painting shows only his
head, with his body disappearing in a series
of geometric forms. Both works depict the
figure holding a palette in one hand, though
the other hand is also represented in the
canvas. The watercolor contains several
mysterious forms that recur in other works
by Campendonk from this time: two spheres
topped by cylinders to the right of his head,;
floating serpentine lines in the lower left cor-
ner and above his shoulder; and the ladder-
like rendering at the bottom right. The oil
painting also includes floating spheres
around the artist’s arm. Finally, the painting
shows a pear, absent in the watercolor, seem-
ingly placed on a dish to the left of his head.

In the course of removing an old card-
board backing for the present exhibition, a
beautifully preserved, fully finished water-
color was found on the sheet’s verso. This
exciting discovery shows a woman reclining
in a Wiener Werkstitte—style chair with a
tassled seat cushion or blanket. A dog sits at
her feet. The woman is probably Campen-
donk’s lover, Adda Deichmann.* The setting
is ambiguous, though certain details suggest
it might be outdoors, possibly near a beach.
These include the wavelike forms in the
background together with what may be

clouds and rays of sun. The figure is bare-
foot and holds what looks like a ball, per-
haps a beach ball, high above her head. In
addition, a flower seems to grow directly out
of the ground at the lower left. The elegant,
modern chair seems out of place in this envi-
ronment, as if Campendonk pictured Adda
existing in various places simultaneously.
Both the self-portrait and the represen-
tation of Adda reflect influences that were
coming together in Campendonk’s work at
the time. The use of abstract forms and
multiple viewpoints demonstrates his new
interest in cubism. The use of pure, intense
color to express emotion suggests that
Campendonk was inspired by the paintings
of Van Gogh and by Kandinsky’s theory on
the purity of color. The remarkable luminos-
ity of these watercolors calls to mind stained
glass, a medium in which Campendonk
worked throughout his career. And the lyri-
cal thythm of the self-portrait, with its ser-
pentine lines and sharp angles resembling
musical notations, is reminiscent of Kandin-
sky’s explorations of the relationship between
music and painting, an interest shared with

other members of Der Blaue Reiter.”

GREGORY JECMEN

Provenance

Sturm-Galerie, Berlin;
Hedwig and Wilhelm
Buller, Duisburg, 1917;
Sotheby’s, Berlin, 30 May
1991, lot 9; present owner.

Notes

1. Heinrich Campendonk:
Ein Maler des Blauen Reiter
[exh. cat., Kaiser Wilhelm
Museum)] (Krefeld, 1989).

2. Krefeld 1989, 20.

3. For the drawing see
Paul Wember, Heinrich
Campendonk: Krefeld
1889-1957 Amsterdam
[exh. cat., Museum Haus
Lange] (Krefeld, 1960),
no. 13; and Andrea Fir-
menich, Heinrich Campen-
donk, 1880-1957. Leben
und Expressionistisches
Werk (Recklinghausen,
1989), no. 147A. For the

painting, see Krefeld
1960, no. 12; Firmenich
1989, no. 142 O; and
Krefeld 1989, no. 15
(reproduced on p. 59).

4. Adda’s distinctive fea-
tures, including dark,
almond-shaped eyes,
pointed nose, and pulled-
back hair, are seen in other
drawings of the same time
that identify her explicitly.
See especially the water-
color Lovers (Adda and
Heinrich) in Firmenich
1989, no. 158AD. The
couple was married in

the summer of 1913.

5. Paul Vogt, “The Blaue
Reiter,” in Expressionism:
A German Intuition, 1905-
1920 [exh. cat., Solomon R.
Guggenheim Museum]
(New York, 1980), 196.
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EGON SCHIELE
Austrian, 1890-1918

Self-Portrait, 1912

watercolor over graphite
verso: graphite sketch
of a face

349 X 254 mm

(13% X 10)

Gift (Partial and
Promised) of Hildegard
Bachert in memory of
Otto Kallir, 1997

On 13 April 1912 Egon Schiele was arrested
and imprisoned in the small Austrian town
of Neulengbach on charges of immorality
and seduction. He was tried and sentenced,
then released on 7 May, having spent
twenty-four days in jail.! The experience

so devastated him that he refused to talk
about it.

Self-Portrait was created in the months
following his release. It is a tour de force of
expressive draftsmanship. With an economy
of line and color, Schiele has conjured up a
virtuoso representation of the pain, anger,
confusion, and defiance that his incarcera-
tion produced. Only his eyes look straight
and fixedly out of the composition. Every
other element is awry: his tousled hair, fur-
rowed brow, contorted mouth, even the
collar of his shirt.

All of this has been orchestrated with
a few sure strokes. The swirling, dynamic
lines are applied with vehemence, yet with a
mastery that conveys a striking portrayal of
penetrating honesty. This depiction is inten-
sified by the dramatic application of the
watercolor medium, which mimics and over-
lays the linear contours. The bold colors and
sweeping lines also lift the figure from the
surrounding space and forcefully direct
attention to the technical skill of the artist
as well as to his psychological state.

This dual intent derives from Schiele’s
perception of art as the vehicle to explore
life to its fullest and to report his findings
unabashedly. Driven by a compulsion to
plumb all aspects of life, Schiele investi-
gated subjects that ranged from eros and
sexuality to death and decay, replicating his
“discoveries” in watercolor, drawing, and oil
with brutal directness. He applied the same
honesty to delineations of his own emo-
tions, as is mercilessly evident in this as
well as his other self-portraits.

Throughout his early career Schiele was

convinced that artists stood above the rest of

humanity. They were free to do and say what
they wished because they were society’s

oracles, whose insights would —if heeded —

result in the improvement of life. He con-
sidered any attempt to thwart artists from
expressing themselves to be the most hein-

ous of crimes.? This imperious attitude and
unbridled egotism placed Schiele in various
difficulties, and it was the chief reason for
his imprisonment in 1912. The creation of
art became the means for conveying ideas
and morals. Line and color had to be applied
in a manner calculated to elicit the appropri-
ate responses. Art was at the service of
morality and was a force for social change.
The collision between this attitude and
the reality of small-town mores in Neuleng-
bach fostered new insights and a greater
self-realization. This experience was the
impetus behind the present Self-Portrait.
On the last of various watercolors com-
pleted while in jail, Schiele wrote: “for my
art and for my loved ones, I will endure to

the end.”?
CHRISTOPHER WITH

2. On one of the water-
colors painted while he
was in jail, Schiele wrote:
“Hindering the artist is a
crime, it is murdering life
in the bud!” Quoted in
Notes Jane Kallir, Egon Schiele:
1. For a discussion of The Complete Works (New
Schiele’s imprisonment, York, 1990), 138.

see Alessandra Comini,
“Egon Schiele in Prison,”
in Albertina Studien 2,

10. 4 (1964), 135.

Provenance

Leopold Hauer, Vienna;
Otto Kallir; Hildegard
Bachert, New York, 1950.

3. Kallir 1990, 138.
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ERICH HECKEL
German, 1883-1970

Siddi in Bed, 1912

crayon
verso: Landscape, 1913,
black chalk

497 X 392 mm

(19%2 X 15¥8)

Ailsa Mellon Bruce
Fund, 1980

Landscape (verso of Siddi
in Bed)

62

This powerful image of a woman lying in
bed brilliantly demonstrates Erich Heckel’s
view that line, as a conveyor of emotion,
was the most essential aspect of drawing.
Although his technique had been criticized
by his early teachers as lacking discipline,
Heckel, like his colleagues in the Dresden
artists group Die Briicke (The Bridge), deeply
believed that it was the artist’s obligation

to depict an honest, spontaneous expression
of feeling.

The woman in this drawing is shown
with one arm raised over her head, which is
propped up on pillows, and her features
defined in bold outline. Such sharp con-
trasts of black and white can also be found
in Heckel’s prints and show the influence
of woodcuts by Felix Vallotton.! The ex-
treme angularity of form, so prominent in
Heckel's works from this period, might have
been inspired by African sculpture then on
public display at the Museum of Ethnology
in Dresden.?

The subject is probably Heckel’s long-
time companion, Siddi Riha. Born Hilda
Frieda Georgi, she took the stage name
“Siddi” when she became a dancer. Heckel
and Siddi met in 1910 and were married in
June 1915. In the years following their move
from Dresden to Berlin in 1911, Heckel
created a series of works depicting tired,
sleeping, and sick women, several of which
can be identified as images of Siddi.*> Heckel
follows a long art historical tradition in

which the artist reveals an intimate moment

in the life of a close companion. In this

drawing a striking juxtaposition exists

between the personal, tender subject

matter and the severe reduction of the

figure’s form.

The verso of this sheet, dated a year
later, shows a hilly landscape drawn briskly
in black chalk (figure). In the summer of

1913 Heckel spent time outside Hamburg
at Osterholz and at the home of his friend
Gustav Schiefler.* This work might have

been executed at one of these two places.

GREGORY JECMEN

Provenance
Serge Sabarsky Gallery,
New York.

Notes

1. Heckel produced more
than one thousand etch-
ings, woodcuts, and litho-
graphs. See Annemarie
and Wolf-Dieter Dube,
Erich Heckel: Das Gra-
phische Werk, 3 vols.
(Berlin, 1964).

2. Herbert Barry, German
Expressionism: “Die Briicke”
and “Der Blaue Reiter”
(London, 1983), 56.

3. Magdalena M. Moeller,
Erich Heckel. Meisterwerke
des Expressionismus: Aqua-
relle und Zeichnungen aus
der Sammlung des Briicke-
Museums Berlin [exh. cat.,
Kunsthalle, Kiel] (Munich,

1999), 44. Heckel titled
many of these works miide
(tired), kranke (sick), and
liegende (reclining), but the
inscription on the National
Gallery drawing, ruhende
(resting), is in a later hand.
For paintings of this
theme, see particularly
Paul Vogt, Erich Heckel
(Recklinghausen, 1965),
nos. 1911/2, 1912/10, 1912/
17, 1913/3, and 1913/5. For
several other drawings

on the theme, see Erich
Heckel: Handzeichnungen
(New York and Berlin,
1973), nos. 19, 20, 22,

23, 42.

4. Erich Heckel, 1883~1970.
Gemiilde, Aquarelle, Zeich-
nungen, und Graphik

[exh. cat., Museum Folk-
wang, Essen] (Munich,
1983), 212.
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ERNST LUDWIG
KIRCHNER
German, 18830-1938

Erna Bathing in a
Tub, 1912-1913

pen and ink over water
washes over crayons
524 %X 362 mm

(2078 X 14 %)
Promised Gift of Mr.
and Mrs. Jacob Kainen
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The subject of a woman at her bath dates
back to antiquity, as one of the most wide-
spread artistic excuses for portraying the
beauty and endless compositional possibili-
ties of the female nude. Nonetheless, Kirch-
ner makes the subject distinctively his own
in this phantasmagoric image. He was
among the century’s most adventurous in
exploring graphic techniques, and some-
times one can only guess at the likely com-
bination of intention and accident—and
artistic capitalization on accident—that led
to the results.

Traditional color drawings start with
a more or less complete linear outline of
forms to which areas of color are then added.
Kirchner certainly made such drawings,
though his colors are usually not fillers of
form but electrifying layers of pure color
along the original outlines, within which he
adds nervous strokes or zigzags that balance
light and shadow with bold harlequin effects
on the surfaces of his forms.! Sometimes
after finishing such a drawing, he might
return to it and use an emphatic application
of black wash or charcoal to solidify certain
edges or objects.? In his constant search for
speed in grasping and portraying a subject,
Kirchner sometimes forgot any preliminary
outline and simply applied blocks and
strokes of color to create forms, as if paint-
ing alla prima.?

In an extraordinary experiment this draw-
ing reverses the customary procedure—and
with a unique variation — casting this peace-
ful domestic scene into wildly fused and
flowing colors and lines.* The drawing was
originally made with no preliminary outline
but with pure color. The edges of the bather
changed hue from part to part, and her
surfaces were indicated by stumped and
hatched colors brightly contrasting with
those of the edges. After finishing the image,
Kirchner came back to add black pen lines,
putting the outline on top of the color, as if
making a chiaroscuro woodcut and printing
the key block last. Yet instead of using the
lines only to clarify the edges of forms,
Kirchner gave them a more complex func-
tion. Before using the pen, he brushed water
onto the surface of the drawing in varying

amounts, so that when he drew with his pen
the ink ran and feathered outward in natural
watery patterns that merge outline and color,
bather and bath and background, into a
kaleidoscopic rainbow. Knowing Kirchner’s
habit of creative experiment with whatever
was at hand, one can imagine that he could
have dipped his hand or rag or brush right
into Erna’s bathwater to create this fusion!®

ANDREW ROBISON

Provenance

Estate of the artist via
Roman Norbert Ketterer,
Lugano; Mr. and Mrs.
Jacob Kainen.

Notes

1. For example, see Roman
Norbert Ketterer and Claus
Zoege von Manteuffel,
Ernst Ludwig Kirchner:
Zeichnungen und Pastelle
(Stuttgart and Zurich,

1979), no. 7.

2. For example, see Ket-
terer and von Manteuffel
1979, nos. 9 and 1.

3. See Ketterer and von
Manteuffel 1979, no. 20.

4. This drawing was for
many years thought to
date from 1923, because

it was so listed by Roman
Norbert Ketterer, but it
must in fact date from a
decade earlier. The applica-
tion of color (before the

pen lines) is closest to
three color crayon and pas-
tel Nudes, two in Stuttgart,
one in Wuppertal, all dat-
able 1912-1914; see Ernst
Ludwig Kirchner: 1880-
1938 [exh. cat., National-
galerie] (Berlin, 1979), nos.
155-156; and Ketterer and
von Manteuffel 1979,

no. 48. Likewise, the pat-
terns of pen lines (absent
the bleeding) are charac-
teristic of drawings from
the period 1911-1913

(for a condensed survey,
see Berlin 1979, nos.
131-170).

5. Although by now Kirch-
ner’s line had become
furiously swift, he did

not neglect individual
characteristics. Here the
woman'’s hairstyle and
wide hips clearly identify
her as Erna; compare cat.
18 in the present exhibi-
tion and Berlin 1979,

no. 136.
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EGON SCHIELE
Austrian, 1890-1918

Dancer, 1913

watercolor and gouache
over graphite

470 X 304 mm

(18% x 12)

Gift (Partial and
Promised) of Liselotte
Millard, in Honor of the
soth Anniversary of the
National Gallery of Art,

1990
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Egon Schiele is best known for his portraits
and figure compositions, although he also
executed landscapes and cityscapes. When
he died from influenza during an epidemic
in 1918, he was only twenty-eight years old,
but he had already produced approximately
three hundred oil paintings and several
thousand watercolors and drawings.!

Dancer is one of Schiele’s most elegant,
serene, and discreet likenesses. It depicts
the artist’s model and mistress Valerie
Neuzil, who was called “Wally.” She is read-
ily identifiable by her red hair, bangs, high
cheekbones, and long nose.? Wally had also
posed for Klimt, who in 1911 introduced her
to Schiele, with whom she lived until his
marriage to Edith Harms in 1915. The ener-
gized, jagged angularity of the drawing and
the delicate passages of color—in the sub-
ject’s reddish brown hair and orange head-
band and the purplish blue shading along
the edges and folds of her garment—are
closely related to Schiele’s other watercolors
of the period.

Many of the artist’s portraits and self-
portraits are nudes, frequently in agitated,
provocative, or even overtly erotic poses.
Wally was the model for numerous draw-
ings of this type; indeed the position she
adopts here, seated with her knees drawn
up against her chest, often provided Schiele
an opportunity to focus on the female geni-
talia. In this portrait, however, Wally is
decorously dressed in a simple shift that
envelops her from shoulders to feet. Her
monumental pyramidal form fills almost
the entire sheet. The blank background con-
centrates attention on her introspective
expression and on her indolent gesture of
raising—or lowering— her shoulder strap.
ELIZABETH PENDLETON STREICHER

Provenance

Hans Ankwicz-Kleehoven;
Rudolf Leopold; Serge
Sabarsky Gallery; Sotheby
Parke-Bernet, New York,
16 May 1979, lot 72; Mr.
and Mrs. Mark J. Millard.

Notes

An earlier version of this
text was published in
Washington 1991.

1. See Jane Kallir et al.,
Egon Schiele: The Com-
plete Works, Including a
Biography and Catalogue
Raisonné (New York,
1990), 495, no. D1264;
Rudolf Leopold, Egon
Schiele: Paintings, Water-
colors, Drawings (New
York, 1972), 298, plate
133; Serge Sabarsky, Egon
Schiele: Erotische Zeichnun-
gen, ed. Muni de Smecchia
(Cologne, 1981), plate 19.
According to Leopold, the
title “Dancer” originated

with Otto Benesch, a
champion of Schiele’s art,
who may have gotten it
from Schiele himself
(Leopold 1972, 298).

2. For Schiele’s relation-
ship with Wally, and his
biography during these
years, see Kallir 1990,
108-192; Alessandra
Comini, Egon Schiele’s
Portraits (Berkeley, 1974),
89-90, 92, 99-101, 105—
107, 136-140, 144 -145.
See also Otto Kallir, Egon
Schiele: Oeuvre-Katalog

der Gemdilde (Vienna,
1966), 19-35; Alessandra
Comini, Egon Schiele (New
York, 1976), 7-27; and
Christian M. Nebehay,
Egon Schiele 1890-1918:
Leben, Briefe, Gedichte
(Vienna, 1979), 147-190,
also 191-236, 437-496.
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GEORGES BRAQUE
French, 1882-1963

Aria de Bach, 1913

papier collé with charcoal
and white chalk

621 X 469 mm

(24%2 % 18%%)

Collection of Mr. and
Mrs. Paul Mellon, 1982

By the summer of 1912 Pablo Picasso and
Georges Braque reached a juncture in their
collaborative exploration of cubist form, vol-
ume, and shape.! In the process of analyz-
ing and reducing objects into flat planes
with multiple viewpoints, both artists gradu-
ally came to see a picture as being a tableau-
objet, or “picture object,” with emphasis
placed on surface realism and on the tactile
qualities of painting.

In May 1912 Picasso made the first
cubist collage, introducing a length of rope
and a piece of cloth printed with a chair-
caning pattern. In September of that year,
when both artists were living in Sorgues,
near Avignon, Braque bought a roll of wall-
paper made to resemble oak paneling and
soon began to cut strips from the roll and
arrange them on paper to form the basis of
a composition. By drawing over these affixed
shapes and fashioning the details of a still
life, Braque created the first cubist papier
collé (literally “pasted paper”).2 According to
some scholars, this invention differed from
collage in that there was a more arbitrary
relationship between the cutout pieces of
paper and the object represented. For
instance, the wood-grain paper could allude
to the surface of a musical instrument with-
out being cut in the shape of the object.?

Braque made fifty-seven papiers collés
between 1912 and 1918, and Aria de Bach of
1913 is one of the finest of this group.* The
glued pieces of paper, two being black and
the third being the now-famous simulated
wood-grain paper,® suggest the materials of
a musical instrument but do not literally
depict it. In turn they are punctuated and
joined by the delicate chalk and charcoal
outlines of a guitar and of the cover of a
musical score by one of Braque's favorite
composers, Johann Sebastian Bach. Braque
called his pasted pieces of paper “certain-
ties,” specific elements taken directly out of
the real world.®

At the end of his life Braque remarked
on the importance of the papier collé in the
evolution of cubism: “With that [the papier
collé] we arrived at dissociating cleanly color
from form and at seeing its independence

in relation to form, because that was the

main concern. Color acts simultaneously

with form, but has nothing to do with it.””

GREGORY JECMEN

Provenance

Marie Cuttoli, Paris, until
1970; Galerie Beyeler,
Basel, 1970; Mr. and Mrs.
Paul Mellon, 1971.

Notes

1. See Douglas Cooper
and Gary Tinterow, The
Essential Cubism: Braque,
Picasso, and Their Friends,
1907-1920 [exh. cat., Tate
Gallery, London] (London,
1983); and William Rubin,
Picasso and Braque: Pio-
neering Cubism [exh. cat.,
Museum of Modern Art]
(New York, 1989).

2. Picasso nicknamed
Braque “Wilbur,” in refer-
ence to Wilbur Wright,
whose inventions were
being celebrated in the
press of the day (New York
1989, 33)-

3. Douglas Cooper,
“Braque as Innovator:

The First Papier Collé,” in
Braque: The Papiers Collés
[exh. cat., National Gallery
of Art] (Washington,
1982), 18.

4. See Washington 1982,
no. 24.

5. Braque’s use of the faux
wood-grain paper is ironic,
since he had learned how
to imitate in paint various
building materials, includ-
ing wood, during his early
experience as a house
decorator (Washington
1982, 53).

6. London 1983, 84. In
addition to the wood-grain
paper and colored paper,
Braque used newspaper,
patterned wallpaper, corru-
gated cardboard, and ciga-
rette packets.

7. Quoted in Washington
1982, 35.

69



25

PABLO PICASSO
Spanish, 1881-1975

The Cup of Coffee,
1913

collage with charcoal
and white chalk

630 X 369 mm

(2416 X 14 7%)
Collection of Mr. and
Mrs. Paul Mellon, 1985
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One of the most visually intriguing aspects
of cubism, and most pregnant for later
developments in twentieth-century art, was
the evolution of collage as a serious medium
for artistic expression.! Cubist collages made
with cut papers are frequently called by the
French term papiers collés, even though
many early ones—like this—were origi-
nally held together not with paste but with
straight pins, which often rusted and were
removed. The Cup of Coffee still shows its
original pinholes and the raised edges of

its collaged parts. The bent or lifted edges
enhance the individual character of the
pieces so that they appear to float on the
image rather than being glued or pressed
into a flat plane.

The Cup of Coffee was dated spring 1912
in its first publication by Christian Zervos—
probably based on dating by Picasso him-
self, since the artist still owned the work—
and in frequent reproductions since then.?
Yet William Rubin’'s magisterial Picasso and
Braque: Pioneering Cubism has enormously
facilitated the careful dating of specific
works. Its extensive selection of materials
makes clear that the blue and brown wall-
paper used here first appeared in a collage
datable—from its newspaper fragment—
after 15 March 1913; and that date is con-
firmed by the particular hatching used here
for the tablecloth folds, which first appeared
in a collage dated spring 1913.2

This image of a guitar and cup of coffee
on a café table is an especially fine example
of Picasso's extraordinary visual intelligence,
elegance, and wit. Such collages were pivotal
in the transformation of analytic into syn-
thetic cubism but also demonstrate the sym-
metrical continuities of these styles. While
synthetic cubism is often called an enrich-
ment or even an “adulteration” of earlier
cubism, collages like this show a major sim-
plification: the radical reduction of hand-
work. The meshes of extensively drawn
small hatchings characteristic of analytic
cubism have given way to flat expanses of
monochrome and preexisting decorative pat-
terns, with the hand-drawing much more
limited and open. The multiple points of
view of analytic cubism continue here; but

instead of the parts of objects being dis-

sected to vibrate in a shallow space, they

now become flat geometric forms, just as

the drawn flat facets of earlier cubism are

transformed into cut flat layers of paper.

And a striking continuity is Picasso’s visual

wit. The hilarious realistic elements swim-

ming in analytic hatchings, such as Kahn-

weiler’s dapper mustache, are transformed

into other visual puns, such as the combina-

tion of positive and negative definitions of

the same form. Here the left edge of the

guitar is negatively formed by the back-

ground yellow showing through a rectilinear

cutout of the blue, while the right edge is

positively drawn with curves of charcoal.

And Picasso cuts the black paper so the

coffee refuses to stay in the white cup but

overflows, only to be restrained by white

chalk hatching that recreates a top edge

and a rounded front for the cup.

ANDREW ROBISON

Provenance

Pierre Gaut, Paris, after
1942; Heinz Berggruen,
Paris, by 1959; Sotheby’s,
London, 23 April 1968, lot
24; purchased via Hector
Brame by Mr. and Mrs.
Paul Mellon.

Notes

1. As opposed to innumer-
able “precedents,” such as
assembled and pasted pic-
tures by folk artists, greet-
ing-card makers, and so
on; see Herta Wescher,
Collage (New York, 1972;

German ed. 1968), chap. 1.

2. See Christian Zervos,
Pablo Picasso, vol. 2:
Oeuvres de 1906 4 1912

(Paris, 1942), no. 344.

Similarly, Picasso had pre-
dated the first cubist col-
lage, Still Life with Chair
Caning, to 1911; see Alfred
H. Barr Jr., Picasso: Fifty
Years of His Art (New York,
1946), 79. Apparently only
Douglas Cooper redated
The Cup of Coffee to 1913,
but with no evidence
given; see Picasso [exh.
cat., Musée Cantini] (Mar-
seille, 1959), no. 22.

3. William Rubin, Picasso
and Braque: Pioneering
Cubism [exh. cat., Museum
of Modern Art] (New York,
1989), 276, 286.
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LOVIS CORINTH
German, 1858 -1925

Hermann Struck in
Uniform, 1914

gouache

368 x 275 mm
(1472 X 10'%6)
Ailsa Mellon Bruce
Fund, 1999
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Seated erect in a chair and looking at the
viewer over his left shoulder is Hermann
Struck, a painter, printmaker, and writer.
Struck met Corinth sometime around 1908,
and a close friendship developed between
the two. Corinth depicted Struck four other
times from 1911 to 1915, twice in oil, and
twice in etching. Hermann Struck in Uniform
is the only portrayal in gouache.

A significant aspect of their friendship
was Struck’s influence on Corinth’s develop-
ment as a printmaker.! Corinth, known pri-
marily as a painter, had begun making
prints in 1891, but his involvement was only
lukewarm. He rarely produced more than
one or two prints a year between 1891 and
1910. Struck awakened Corinth’s interest
through personal encouragement and assis-
tance as well as through his gift of an expen-
sive diamond stylus for creating drypoints.
After this, one of Corinth’s favorite media
was drypoint.

In this gouache Struck wears the uni-
form of a Prussian grenadier. As a soldier
on the Eastern Front during World War I, he
quickly rose through the ranks to become
lieutenant in 1917. He survived the conflict
unharmed, but Corinth seems to have been
anxious for his friend at the outset of hostili-
ties. Although the red on the hat accurately
replicates one part of the uniform, it can
also be interpreted as a bloody bandage. The
red blotches on Struck’s shoulder, not part
of any uniform, give a more powerful
impression of wounds. These elements,
along with the mottled red spots at the eye
and nose and the frozen immobility of the
expression, suggest an almost ghostlike
apparition of a bleeding, suffering, and per-
haps dying—or dead —friend.

The overall impact is enhanced by the
artist’s bravura control of color using a wet-
ter or drier brush. The browns, yellows, and
reds spread across the page and seep into
one another, yet their flow has been care-
fully directed. There are few contour lines,
yet the clothes, face and hands, and chair
are all identifiable and in proper proportion.
The delicate and rich areas of pooled color,
along with Corinth’s concern for his friend,
produce a truly affecting portrait.

Hermann Struck in Uniform demonstrates
a high degree of artistic inventiveness,
revealing Corinth’s lifelong effort to reinvig-
orate his art through newer means of visual
expression (see also cat. 48). In his own
words, “art has no boundaries, except, that
is, for those that one can transgress. Every-
one is allowed to be happy according to his
own fashion.”?

Corinth’s work in gouache and water-
color grew yearly, allowing him to note his
ideas and observations with a degree of free-
dom and speed unattainable in oil. In addi-
tion, it compelled him to focus less on detail
and direct his gaze toward a more general-
ized representation of form. Hermann Struck
in Uniform sums up Corinth’s mature real-
ization that “drawing means leaving things
out.”® In 1922 Struck emigrated to Palestine,
but Corinth carried on a voluminous and
lifelong correspondence with his friend.
CHRISTOPHER WITH

Provenance

Private collection,
Innsbruck; Kunsthandel
Wolfgang Werner,

2. Karl Schwartz, “Lovis
Corinth—Berlin,” in
Deutsche Kunst und Deko-
ration 21, no. 1 (October

KG, Bremen. 1917), 31
3. Quoted in Thomas
Notes Corinth, Lovis Corinth,

Eine Dokumentation
(Tubingen, 1979), 157.

1. Struck was the author
of an influential book on
intaglio printmaking, Die
Kunst des Radierens (The
Art of Etching).
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SONIA
DELAUNAY-TERK
French, born Ukrainian,

1885-1979
Solar Prism, 1914

collage with watercolor,
crayon, and ink

495 X 330 mm

(19% X 13)

Promised Gift of the
Judith Rothschild
Foundation

Born in the Ukraine, raised in St. Peters-
burg, and educated in Karlsruhe, Sonia
Delaunay-Terk moved to Paris in 1905 and
quickly established a reputation as a tal-
ented and unconventional painter. In 1908
she held her first solo exhibition, and in
1910 she married fellow artist Robert Delau-
nay, with whom she maintained a lifelong
creative partnership. Between 1910 and 1912
the Delaunays developed a form of painting
they called “simultaneism.” Based on the
theory that juxtapositions of colors could
express the spatial and temporal flux of
modern perceptual experience without
resorting to literal description, simultane-
ism was central to the development of
abstraction in the prewar period.

While Robert explored simultaneity pri-
marily in painting, Sonia’s artistic produc-
tion encompassed a vast range of media,
including collage, book illustration, book-
binding, theater design, posters, furniture,
textiles, and a line of “simultaneous” cloth-
ing. Across this diversity of media, Delau-
nay-Terk’s works are consistent in their
manipulation of vibrant and rhythmic color
contrasts as both a technique of abstraction
and an expression of the dynamism of
modern experience.

Solar Prism forms part of a series of
drawings, paintings, and collages in which
Delaunay-Terk explored the prismatic effects
of light. In this work—which combines
collage with crayon, ink, and watercolor —
jaggedly cut and torn pieces of stridently
colored paper collide and intersect to evoke
the blazing brilliance of midday sun. The
shattered forms that proliferate across
the collage are striking not only in their
visual boldness but also in their tactile
immediacy. The torn and serrated edges of
colored paper, the visible glue stains, and
the subtle passages of crayon and ink mark-
ings enhance the work’s textural density,
while the various paper materials employed,
including thick and glossy industrial paper
and a metallic copper strip, create reflective
patterns across the work’s surface.

Although the bands of brightly colored
arcs in the upper right of the image suggest
concentric rays of the sun, the collage as a

whole hovers on the edge of radical abstrac-
tion. In this vein Solar Prism differs from
cubist explorations of collage. Whereas in
The Cup of Coffee (cat. 25) Picasso juxtaposes
collage elements with painted and drawn
representations as a means of investigating
the nature of pictorial illusionism, Delau-
nay-Terk manipulates collage alone as a
method of composition, which indicates
form and depth and creates pictorial
dynamism solely through the contrast of
colors. This additive, highly physical method
of composition thus maintains a dialogue
with the abstract designs for bookbindings
and textiles that Delaunay-Terk produced in
the years 1912-1914.

Although Solar Prism eschews definitive
figuration, the presence of a C in bold black
on the left side of the collage followed by an
H indicated in pencil suggests that the col-
lage evolved on top of a study for a series of
posters advertising “Chocolat.”* This trans-
formation from a study for a commercial
poster to a nearly abstract collage suggests
that Delaunay-Terk, who claimed that her
decorative work served as an expansion
upon and extension of her painterly prac-
tice, moved between the categories of fine
and applied art as easily as she did among
different media.

SARAH KENNEL

Provenance Note

Rose Fried Gallery, New 1. Sherry Buckberrough,
York; Herbert and Nanette ~ Sonia Delaunay: A Retro-
Rothschild, 1956; Judith spective [exh. cat., Albright
Rothschild; The Judith Knox Art Gallery] (Buffalo,
Rothschild Foundation. 1980), 40.
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STANTON

MACDONALD-WRIGHT
American, 1890-1973

Generation, 1914

watercolor and ink
over graphite

493 X 316 mm

(198 X 127%6)
Eugene L. and Marie-
Louise Garbaty Fund,

1998
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The explosion of artistic ideas and debates in
Paris in the second decade of this century
included, in the popular nomenclature of
“isms,” synchromism, created by the Ameri-
can emigrés Morgan Russell and Stanton
Macdonald-Wright. Synchromism burst on
the European scene in 1913 with a quick
succession of exhibitions in Munich, Paris,
Milan, London, and Warsaw, followed by
New York in 1914. Though visually related
to the Delaunays and orphism as well as to
futurism, the synchromists distinguished
themselves sharply in origin and effect.!

In 1912 Macdonald-Wright continued to
paint recognizable forms but developed the
structures of his art into broadly brushed
passages organized primarily in circular pat-
terns, and he moved beyond local color to
employ colors in purely visual and theoreti-
cal relationships. By 1914 his circular pat-
terns became abstract, dynamic compositions
of color relationships, frequently described
as being like tones and melodies in musical
compositions, with similar harmonies and
producing similar aesthetic effects.?

Generation is a superb example of Mac-
donald-Wright's finest work. The general
composition is a delicate yet dynamic bal-
ance of intersecting arcs from at least eight
different circular patterns resembling color
wheels, their rounded shape emphasized
by the broad arcs of ink at both sides. The
range of color hues is unusually broad, as is
their range of intensity; and both scales are
enhanced by variations in texture through
superimposed ink hatching. The composi-
tion of reversing curves reinforces the clever
location of colors so that repeated pools of
bright yellows and reds, with associated
oranges, insistently pull the eye back and
forth, zigzagging through the drawing across
the cooler blues and greens, purples and
blacks. This work beautifully realizes a pri-
mary synchromist aim: to create images that
inherently cause the eye and mind to move
energetically, giving the sense that they are
developing through time, as does music.?

Generation is also provocative in terms
of the development from representation to
pure abstraction. In spite of its evident
abstraction, one can intuit a hint of human

form behind the vertical composition, a

standing but relaxed figure that echoes the

elegant reversing curves or contrapposto

of Italian sculpture. Among Macdonald-

Wright's favorite works of art in his early

life were Michelangelo's Bound Slaves in

the Louvre.*

In spite of the artist’s inscribing this

work, “Tinted sketch for Synchromie in Red,”

no painting by that name has been found;

this watercolor was, however, clearly used

for the painting Conception Synchromy.> The

change of title from watercolor to painting

is intriguing, because Generation was the first
work in a planned series on the cycle of life.
Only two works in this cycle have been
found: this one, which the artist called “Gen-
eration” Life-Cycle Serie No. I, and a similar-

sized watercolor titled “Conception” Life-Cycle
Serie No. I, both signed by Macdonald-
Wright using his mother’s maiden name,
Van Vranken.® Macdonald-Wright must have
abandoned the projected series and trans-
ferred the title for his second image to his

first. He apparently used his second image

to create the painting Abstraction on Spectrum

(Organization No. 5),” thus moving away

from any traditional content, even in denomi-

nation, and embracing pure abstraction.

ANDREW ROBISON

Provenance

Private collection, Bayside,
NY (estate sale, 1988);
private collection, U.S.;
Sotheby’s, New York,

23 September 1993, lot
272; Robert Nowinski,
Seattle, until 1998; Hirschl
& Adler, New York.

Notes

1. The complex relation-
ship to Robert and Sonia
Delaunay receives good
treatment in Gail Levin,
Synchromism and American
Color Abstraction, 1910-1925
[exh. cat., Whitney
Museum of American

Art] (New York, 1978),
18-20, 27.

2. See Macdonald-Wright's
1924 “A Treatise on Color,”
reprinted in The Art of
Stanton Macdonald-Wright
[exh. cat., National Collec-
tion of Fine Arts] (Wash-
ington, DC, 1967).

3. Compare Macdonald-
Wright's remarks of 1916
(excerpted in Washington
1967, 12) and New York
1978, 20 and note 19, as
well as Morgan Russell’s
introduction to his 1913
Paris exhibition with
Macdonald-Wright (New
York 1978, 130).

4. See New York 1978,
figs. 19 and 24; and com-
pare his brother’s remarks
on Morgan Russell’s first
abstract painting (New
York 1978, 23).

5. New York 1978, fig. 11.

6. The latter reproduced in
color in Victoria Thorson,
ed., Great Drawings

of All Time: The Twentieth
Century (New York, 1979),
no. 201.

7. New York 1978, plate
10, now in the Des Moines
Art Center.
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LUDWIG MEIDNER
German, 1884-1966
Hans Freimark, 1915

graphite

530 X 400 mm
(2078 X 15%)

Epstein Family Fund,
1983
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Critics consistently rank Meidner’s portraits
among his best works, and some consider
him “one of the major portraitists of the
twentieth-century.”! For others he was
“among the best draughtsmen of his genera-
tion.”? Meidner’s portraits—rarely commis-
sioned —depict some of the leading artists,
writers, intellectuals, actors, and directors
in Germany between 1912 and about 1925.
The majority of them are heads or busts.
Because the portraits were done informally,
they do not have a self-conscious, affected,
or staged quality. Many were drawn at cafés
that Meidner frequented seeking fellowship
and the human relationships that were his
only “protection from despair.”?

Like many progressive artists of his
generation, Meidner did not depict sitters
objectively but sought to convey their inner
psychic and psychological makeup as medi-
ated through his own perception. He wrote
in 1918 “we will no longer follow deadly rea-
son, the old church dogmas, a political goal
or current fad—rather we shall create a
spiritual, transcendental realm on our can-
vases out of primeval depths of feeling; out
of elemental, immediate visions; yes, right
out of our own spiritual being.”*

Hans Freimark was an obscure historian
and writer. In addition to pursuing interests
in ancient and modern mysticism, magic,
religion, and theosophy, he was the author
of at least twelve publications. These range
from novels about Marie Antoinette and a
historical /psychological study of Robes-
pierre to a treatise on sexuality in Africa
and the psychic arts. In Meidner’s portrayal
Freimark looks intently down and to the side,
as if he was not aware of being depicted.
The intensity of his gaze, his furrowed brow,
the strong contours of his face, and his
pursed lips all convey the impression of an
individual deep in thought or attentively lis-
tening to someone’s comments. They also
suggest a person of active intelligence and
a commanding presence. People like this
attracted Meidner’s interest, as he “required
powerful stimulus in order to act.”®

Freimark’s intensity is underscored by
graphite lines that are applied with palpable
force. Meidner was well aware of the impact

of his incisive lines—rendered not with a
T-square but by hand and varying from
darker to lighter tones. These marks come
alive on the page and energize Freimark
with an internal vigor unrelated to his actual
physical appearance.

Meidner’s fascination with Freimark’s
physiognomy can literally be seen in the
way the pencil digs into the paper and in the
rapidity and fervor of the execution. This is
entirely in keeping with Meidner’s concept
of portraiture: “Do not be afraid of the face
of a human being....1It is the reflection of
divine glory although it is more often like a
slaughterhouse, bloody rags and all. Press
together wrinkled brow, root of nose and
eyes. Dig like a mole down into the mysteri-
ous deep of the pupils and into the white of
the eye and don't let your pen stop until the
soul of that one opposite you is wedded to
yours in a convent of pathos.”®
CHRISTOPHER WITH

Provenance

D. Thomas Bergen, Lon-
don; Christie’s, London,

2 December 1980, lot 245;
William H. Schab Gallery,

3. Jane Glaubinger,

“A Double-Sided Drawing
by Ludwig Meidner,” The
Bulletin of the Cleveland
Museum of Art 69

New York. (1982), 301.
4. Ludwig Meidner,
Notes “Aschaffenburg Journal”

(1918); quoted in Ann

1. Quoted in Victor H.
Arbor 1978, 32.

Miesel, Ludwig Meidner:
An Expressionist Master
[exh. cat., University of
Michigan Museum of Art]
(Ann Arbor, 1978), 65.

2. Frank Whitford, “The
Work of Ludwig Meidner,”
Studio International 183
(February 1972), 54.

5. Ann Arbor 1978, 16.

6. Glaubinger 1982,
305-3060.
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MARC CHAGALL
Russian, 1887-1985

Féla and Odilon, 1915

gouache and watercolor

over black chalk
426 X 337 mm
(16% X 13%)

Gift of Evelyn Stefans-
son Nef in Memory of

John U. Nef and in
Honor of the soth
Anniversary of the

National Gallery of Art,

1989
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Féla and Odilon is a splendid gouache from
early in Chagall’s career. More naturalistic
than most of his work from this period,
there are no flying people and no dreamy
visions. Also unusual, Chagall has employed
the exceptional technique of imprinting the
design of a piece of lace around the shoul-
ders of the mother to create the lacy shawl
that is an important part of this especially
free and playful composition.

This drawing is the same size and basi-
cally the same image as the 1914 painting
Maternity (private collection)! but a much
livelier and more colorful work. Several sug-
gestions have been offered as to the subject
of these two works. One was that they por-
tray Bella Rosenfeld, Chagall’s future wife;
but their first child, Ida, was not born until
the spring of 1916.2 Another was that the
subject is Chagall’s sister Lisa, who had
recently married; but she had not had a
child at that point either.? The third and
most likely possibility is that the painting
and gouache are portraits of Féla Poznanska
Cendrars, the first wife of the poet and
novelist Blaise Cendrars.* Supporting this
proposal, Féla was the model for the
1913 painting Pregnant Woman (Stedelijk
Museum, Amsterdam), and she became
a mother the following year.® Féla’s son
Odilon, named after Odilon Redon, was
born in April 1914, and Chagall dated the
painting 1914 and this gouache 1915. More-
over, there is a strong resemblance between
known images of Féla and the mother in
both the painting and the gouache. The
woman has straight hair that falls forward
on her low forehead toward her round face,
not only in paintings and drawings but also
in photographs.® By contrast, Bella’s fore-
head was high, and her hair, which looks
wavy in photographs and paintings, grew
away from her narrow face.”

Chagall knew the Cendrars well when
he lived in Paris, and when asked about the
most important events in his life, Chagall
answered, “my meeting with Blaise Cen-
drars and the Russian Revolution.”® Cen-
drars also provided the titles for some of

Chagall’s paintings, and the artist inscribed

Cendrars’ name as one of four names sur-

rounding a heart in his 1911-1912 painting

Homage to Apollinaire (Stedelijk van Abbe-
Museum, Eindhoven, The Netherlands).
Unfortunately, the friendship was a stormy

one. Chagall returned to Paris with Bella

after the war and discovered that paintings
he had stored with the dealer Ambroise Vol-
lard had been sold.® He may have believed
that Cendrars was partly to blame for this

unwanted sale, since Cendrars had authen-

ticated the paintings for Vollard. Chagall

rarely spoke with his friend after this,

until reconciling when Cendrars was dying

in 1961.1°

BARBARA READ-STAUBS

Provenance
Phillip Loeb; John U. Nef,
1920s.
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Washington 1991.
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JACQUES LIPCHITZ
French, 1891-1973

Pierrot, 1916

brush and ink with
colored chalk

558 X 373 mm

(21"%16 X 14'Y16)

Gift of Mr. and Mrs.
Burton Tremaine, 1973

Jacques Lipchitz, Detachable
Figure: Pierrot, 1915, bronze,
Mrs. Andrea Bollt, New York
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Lipchitz was among the first to transform
the pictorial developments of cubism pio-
neered by Picasso and Braque into three
dimensions.! Arriving in Paris from Lithua-
nia in 1909, he joined a burgeoning com-
munity of avant-garde artists. Introduced to
Picasso in 1913, he immediately recognized
an affinity between the structural nature of
Picasso’s cubist paintings and the architec-
tural qualities of his own work. Lipchitz
went on to invent a groundbreaking form of
cubist sculpture. Pierrot was created as the
artist was entering his mature cubist phase.
Lipchitz made very few paintings, but
drawings were integral to his working
process as a sculptor. Some were prepara-
tory to clay maquettes; others—such as
Pierrot—were executed after the finished
sculpture. Lipchitz maintained that he never
made drawings as independent works.?
Rather, they were a means to formulate
ideas for projected sculptures or to continue
his investigation of a form. Yet the finished
quality of Pierrot and the thoughtful manner
in which Lipchitz employed colors and
media suggest that this drawing was more
than an exercise—and closer to the experi-
ments with collage by Braque and Picasso.
Pierrot relates to a group of sculptures

the artist referred to as “demountables” or

“detachables,” works that could be concep-
tually taken apart and fit back together. He
made the drawing soon after completing the
sculpture Detachable Figure: Pierrot in 1915
(figure): “In the drawing...the planes are
tilted at angles to the surface to create a lim-
ited sense of depth....In the free-standing
sculpture it was necessary to emphasize the
three-dimensional quality; and for this rea-
son I organized the planes at right angles.”*

Rather than aiming for the illusion of
three-dimensionality, the drawing is con-
structed of geometric shapes that stress the
two-dimensionality of the picture plane. Lip-
chitz accentuates the lack of depth by plac-
ing the circular base at an almost vertical
angle. He also avoids the use of shadows.
The artist playfully repeats and reverses
forms throughout, including the pie-slice
shapes of the belt and collar that echo the
circle below. Although he never applied
paint to his sculptures, Lipchitz uses color
to great effect in this drawing—and in a
manner similar to collage. The opaque black
of the head, torso, and limbs stands in vivid
contrast to the chalky, matte shades of gray
and burnt sienna used for overlapping
forms. Each shape is carefully outlined with
black or white chalk or edged with a line of
reserved white paper; a small bit of white
chalk punctuates the uppermost rectangle
and whimsically indicates an eye.

Pierrot and his friend Harlequin, famil-
iar figures from the commedia dell’arte,
were popular subjects among cubists, espe-
cially Picasso. Lipchitz, no doubt influenced
by the older master, represented Pierrot in
several of his later sculptures.

PHOEBE AVERY

Provenance

Buchholz Gallery, New
York; Mr. and Mrs. Burton
G. Tremaine Sr.

Essential Cubism: Braque,
Picasso and Their Friends
1907-1920 [exh. cat., Tate
Gallery] (London, 1973), 11.

2. Jacques Lipchitz with
H. H. Arnason, My Life
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1972}, 3L.

3. Lipchitz 1972, 29.

Notes
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HENRI LAURENS
French, 1885-1954

L’Instrument de
Musique, 1916

papier collé with charcoal

and white chalk on
paperboard

365 X 560 mm

(14 %8 X 22 %16)
Ailsa Mellon Bruce
Fund, 1981
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The art of Henri Laurens took a new direc-
tion when he began a lifelong friendship
with Georges Braque in 1911. Laurens, who
started his training as an ornamental sculp-
tor, soon encountered the cubism of Braque
and Picasso.! His early sculptures from this
time explore the revolutionary principles of
analytical cubism, with figures constructed
of spheres, cones, and cylinders.

Though better known for his pioneering
sculptures, Laurens did create an important
body of works on paper. From 1915 to 1918
he made ninety-eight papiers collés, treating
the themes of figures, heads, bottles, and
musical instruments, including L'Instrument
de Musique of 1916.2 Though Laurens’ papiers
collés were inspired by Braque’s invention of
the technique (see cat. 24), his approach
reflects the sensibilities of a sculptor.* He
chose his materials for their tactile qualities,
always precisely layering and arranging
them around a central, diagonal axis. The
primary support for the present work is part
of a rough-textured cardboard box from the
Parisian department store Galeries Lafayette
(complete with the establishment’s label still
on the verso). The subtle chalk marks give
the impression of modeling or three-dimen-
sionality and contribute to the cohesion of
the composition. That is to say, drawing
plays a descriptive role while also increasing
the sense of relief. Like Braque and Picasso,
Laurens often inserted words and phrases
into his pictures and used musical imagery,
particularly references to the violin and
guitar. As recalled by his dealer, Daniel-
Henry Kahnweiler, Laurens had a passion
for music, frequently attending the opera
and concerts with his wife.*

Though Kahnweiler called Laurens’ lyri-
cal and charming papiers collés “the flower-
ing of cubism,”’ the artist abandoned the
medium in 1918 and focused on carving in
wood and stone. Yet in their exploration

of ways to represent dissociated space, these

works on paper had an important impact

on the development of the artist’s later

sculpture.®
GREGORY JECMEN

Provenance

Galerie Louise Leiris,
Paris; ].P.L. Fine Arts,
London, 1979; Galerie
Beyeler, 1980.
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GEORGIA O’KEEFFE
American, 1887-1986

| — Special, 1916

charcoal

629 X 476 mm

(24 % x 18 %)

Alfred Stieglitz
Collection, Gift of the
Georgia O’Keefte
Foundation, 1992
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Georgia O’Keeffe arrived in South Carolina
in the fall of 1915, having accepted a teach-
ing position at Columbia College. Filled
with the exuberance of her unfolding per-
sonal discoveries, the twenty-seven-year-old
artist created a body of commanding char-
coal drawings between 1915 and 1916,
including I— Special, which have an author-
ity that marks a departure from everything
she had made before.

Although O’Keeffe claimed that she had
put aside all she had been taught in order to
free herself creatively, in truth she arrived in
South Carolina steeped in the artistic theo-
ries of her day. She had spent the previous
year studying with the influential Arthur
Wesley Dow in New York and was reading
extensively, including the magazine Camera
Work, Arthur Jerome Eddy’s Cubism and
Post-Impressionism, and Wassily Kandinsky’s
On the Spiritual in Art. Armed with consid-
erable artistic training and exposure to the
aesthetic avant-garde, O’Keeffe took all she
had absorbed, digested it, and embarked on
a process to make it her own.

Her method was as straightforward as
the works themselves. Purposefully limiting
herself to the most fundamental of materi-
als, O’Keeffe used only charcoal and eraser
on paper for the 1915-1916 series. In
I—Special she rendered the image in a lim-
ited range of tones. Working against an
overall middle gray, the artist lightened cer-
tain areas with an eraser and deepened the

cavernous center with a layer of dense black.

A cluster of arching shapes, like budding
fronds, curls toward the central oval, and

a tall reedlike pedestal rises from the open-
ing. The thin quivering line, a fragile stalk,
hardly seems able to support the dark stone
balanced on top.

O’Keefte referred to the exploration of
her inner states as her “music.” In contrast
to the fervent expressions of the previous
year, as exemplified by No. 2— Special (also
in the collection of the National Gallery of
Art), I— Special appears dark and brooding.
O’Keeffe had left South Carolina for New
York in March 1916, and in May of that year
her mother died. If No. 2— Special can be
said to represent the joyful vitality of 1915,

I— Special could be its corollary: a requiem
for her mother. The smooth stone, an object
she later paints with the title “My Heart,” is
presented here as an offering at an altar.?

Although there is no doubt that the spe-
cific imagery of I— Special is highly inven-
tive, it also reveals O’Keeffe’s debt to Dow,
for example, in the use of a limited range of
tones (the Japanese system of notan) and an
overall flat picture plane. Even more promi-
nent are the elements of art nouveau, seen
in the configuration of lines, the use of phal-
lic and uterine shapes, and the references to
organic forms, reflecting the doctrine of
vitalism, a concept popular in the late nine-
teenth century concerning growth and
regeneration.’ That O’Keeffe would seize
upon art nouveau's interest in the symbol-
ism of interior states is certainly apt, but
she invests the image with her own particu-
lar energy.

O’Keefte said that the images she pro-
duced in 1915 and 1916 represented per-
sonal expressions, but she was consistently
vague as to their precise interpretation.
Nevertheless, we see in these drawings an
emerging codification of O’Keeffe’s aesthetic
vocabulary. This period of intense creativity
remained an enduring touchstone for the
artist. Perhaps because these works were the
first mature expression of her artistic vision,
or because the large charcoals were what
garnered the attention of Alfred Stieglitz,
O’Keeffe guarded and indeed retained them
throughout her life.

ELIZABETH GLASSMAN

2. The black stone
appeared in O’Keeffe’s
work throughout her
career. See Sharyn Rohlf-
sen Udall, Carr, O’Keeffe,
Kahlo: Places of Their Own
(New Haven, 2000).

Provenance
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FRANCIS PICABIA
French, 1879-1953

Machine tournez vite,
1916/1918

brush and ink with
watercolor and shell
gold

496 x 327 mm
(19% X 1275)
Patrons’ Permanent
Fund, 1989
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Machine tournez vite (Machine Turn Quickly)
was designed by Picabia to mimic the look
of a mechanical drawing. The numbered
legend and parts, the use of sans serif letter-
ing and metallic paint, the dark background,
and the ruled lines and arcs superimposed
on the gears recall the graphic conventions
of blueprints. The drawing describes the
meshing of a number 2 “homme” or male
gear with a smaller number 1 “femme” or
female gear. Its title instructs that these
interlocking parts are designed to operate
quickly with their male and female teeth
moving rapidly in and out of each other in
ways that are analogous to a human sexual
encounter.

In his 1903 text Physique de l'amour: Essai
sur linstinct sexuel the French writer Remy de
Gourmont had described the mechanical
metaphor for sexual activity found in Machine
tournez vite: “[The sexual organs] are rigor-
ously made the one for the other, and the
accord in this case must be not only har-
monic, but mechanical and mathematical.
They are gears that must fit one in the other
with exactitude.”* Gourmont’s ideas
informed Marcel Duchamp's revolutionary
proto-dada experiments in mechanomorphic
imagery—such as The Bride of 1912, Choco-
late Grinder of 1913, as well as his initial 1913
notes for The Large Glass of 1915-1923—
which in turn greatly influenced Picabia’s
paintings from this time, like Star Dancer on
a Transatlantic Liner and Physical Culture,
both of 1913, and I See Again in Memory My
Dear Udnie of 1914.

In 1915, during his second stay in the
United States, Picabia had an epiphany con-
cerning the machine’s relation to modern
art: “Almost immediately upon coming to
America it flashed on me....The machine
has become more than a mere adjunct of
human life. It is really a part of human
life— perhaps the very soul.”? Picabia had
previously believed that a new visual syn-
thesis needed to be forged from antithetical
human and machine forms, but he now
realized that machine imagery explicitly
expressed human needs and desires. The
obscure hybrid imagery of 1913 and 1914
gave way to a series of portraits in 1915 of

friends and colleagues in which his subjects
are depicted literally—for instance, as a cam-
era (Alfred Stieglitz) or a spark plug (Agnes
Meyer).? These images, two-dimensional ana-
logues for Duchamp's famous found objects
or ready-mades, were superseded by more
inventive designs for sex machines that were
“engineered” by Picabia himself like Machine
tournez vite.

In its time the international dada move-
ment represented an iconoclastic, irrational,
and blasphemous attack on traditional notions
of aesthetics and art. But as Duchamp and
Picabia foresaw, their revolutionary machine
imagery inevitably evolved into an accepted,
recognizable style. While Duchamp and
Picabia went on to subvert standards of art
in many new ways over the course of their
long careers, their early investigations into
machine forms continued to inspire contem-
porary American movements from precision-
ism to pop art. Today Machine tournez vite,
like any great masterwork, can be appreci-
ated for its invention, richly layered mean-
ings, and finely calibrated formal beauty.
CHARLES BROCK

Provenance cis Naumann, Making Mis-

Galleria Schwarz, Milan;
Mr. and Mrs. Fred Shore,
New York; Frank Kolodny,
New Jersey; Steven Mazoh
& Co., Inc., New York.
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PAUL KLEE
Swiss, 1879 -1940

Persische
Nachtigallen, 1917

gouache and watercolor
with pen and ink over
graphite, bordered at top
with colored paper

228 x 181 mm

(9 x7%)

Gift (Partial and
Promised) from an
Anonymous Donor,

1990
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Paul Klee was a discerning reader, and liter-
ary references permeate his art. Persische
Nachtigallen (Persian Nightingales) most
likely alludes to the sensuous verses of the
fourteenth-century poet Hafiz.

Mortal never won to view thee,
Yet a thousand lovers woo thee;
Not a nightingale but knows

In the rose-bud sleeps the rose.’

Goethe introduced the Persian writer to Ger-
man-speaking audiences in his West-éstlicher
Divan, and it was probably here that Klee
first learned of Hafiz’s work.? In poetic
images that shine like jewels, the Persian
master celebrates the joys of love, wine, and
the natural world. Two of his recurring
motifs are the nightingale and the rose: the
former symbolizing earthly yearning, and
the latter divine beauty and glory.

A pink rose appears in the lower left
quadrant of Klee's watercolor, cradled by two
sharply pointed leaves whose forms mirror
the nightingales’ heads. Above and to the
left of the flower is the letter R (for Rose).
Three nightingales occupy center stage: one
inverted and drunk with desire, its beak
pointing toward the letter N (for Nachti-
gallen). Celestial bodies float across the
sheet, enlivening it with circles, half-moons,
and stars, while on the N’s right stem Klee
capriciously hoists a bright red pennant.

Klee further alludes to Persian miniature
painting in the drawing’s gemlike delicacy,
ornamentation, and lustrous color—as well
as its disregard for scale and perspective.
Even the structure of the composition,
which one seems to enter through an
arched niche or parted curtains, recalls the
format of many Persian miniatures. While
Klee was living in Germany from 1898 to
1933, he would have had ample opportunity
to see Persian art in public collections, such
as the Kaiser-Friedrich Museum in Berlin
and the Bayerisches Nationalmuseum and
Hof und Staatsbibliothek in Munich. He no
doubt also saw an important 1910 exhibition
of Islamic art in Munich that featured more
than 3,500 objects, including, as Klee’s
friend and colleague Kandinsky wrote in
a published review, “carpets, majolica,

weapons, ceramics, textiles, and finally—
the most arresting and closest to us today—
Persian miniatures.”3

This radiant watercolor reflects in minia-
ture a wondrous and microcosmic universe,
one that even grants status to lowly conso-
nants. Indeed the letters R and N are fully
integrated within the composition: scaled to
the size of the nightingales and juxtaposed
in the same indeterminate space. As is often
the case in Persian art and particularly in
Hafiz’s poetry, the earthly and the divine are
poised in a delicate and ambiguous balance.
Individual shapes shift one against the
other; each within the confines of Klee’s
wiry line and each flooded with thin washes
of color. Although perfectly balanced for the
moment, one senses that a tiny slip of a line
in one direction or another might set the
whole creation tumbling.
JUDITH BRODIE

Provenance

Hughes(?); Heinz
Berggruen, Paris; Walter
Feilchenfeldt, Zurich; pres-
ent owner, by 1973.

3. See Kenneth C. Lindsay
and Peter Vergo, eds.,
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OTTO DIX
German, 1891-1969

Homunkulus, 1918

pen and brush and ink
399 X394 mm

(1516 X 15%6)

Gift of Richard A.
Simms and Ailsa Mellon
Bruce Fund, 1995
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Even while serving in the army at the front
in the First World War, Dix drew incessantly.
From 1915 to 1918 he created more than six
hundred drawings,! of which this is one of
his most intense. A powerful whirlwind of
jagged shapes recalls prismatic forms of
cubism and expressionism, while repeated
curved black strokes of pen and brush evoke
the dynamic patterns of futurism.

Here a central mandorla surrounds an
infant child with furrowed brow. From the
shattered forms around him, phantasms
surge into view then submerge into a flurry
of strokes. On the left are clearly houses and
a church with a cross, but what are the spiky
pyramids thrusting toward a giant helmeted
face? The roofline of one house becomes the
base of another, transformed into the fore-
head of an enormous serpent with pointed
teeth that reaches from the lower corner
toward the child. At the top the patterns of
curves almost coalesce into the wings and
body of a black bird. A boat tossed by the
violent waves at lower right bears Dix’s
name. Beyond its bow leaps a giant fish
with open mouth. Between the two rears the
hook-beaked head of a bird of prey. Above
them, splintered houses? One struggles to
see but cannot make out clear objects.

This turbulent sea is, of course, the tem-
pest of the Great War. While the forces of
violence are brute and gigantic and mysteri-
ous, Dix saw them as natural and even wel-
comed them. He volunteered for hazardous
duty and carried two books, the Bible and
Nietzsche.? He relished the intensity of war,
the overwhelming forces in constant turmoil
that revealed the essence of man and showed
life stripped of all nicety and pretense.® At
the center of this maelstrom is the man-child;
and from the title Dix gave the drawing, a
reference to Goethe’s Faust,* the viewer knows
the infant may be threatened but is also
being created or born in the chaos. The man-
dorla is a reference not only to Homuncu-
lus’ glass vial but also to the placenta and to
the end of the birth canal.® This Nietzschean
conjunction of violence and death and erotic
love corresponds to the excitement of many
that the war would lead to new life, a new
society, and even a new humanity.®

Dix’s title inscribed on the verso of

this drawing— “zum Zyklus: Homunkulus

[sic]”—raises the question whether he had

planned a cycle of works. Was Homunkulus

to be one image in a series on the war? Or

was the entire cycle to be on the theme of

Homunculus? A search of published works

on Dix reveals dozens of drawings very sim-

ilar in paper, size, media, and style, and

even many inscribed with titles on the

verso. But apparently none, not even those

with closest visual relationships,” has a title

that contains the word “Zyklus” or “Homun-

kulus.” The question remains temptingly

open.
ANDREW ROBISON

Provenance

Acquired from the artist

by Philip Sills, New York;
Sotheby’s, New York;

23 February 1993, lot 62;
Carol Selle, New York.
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EGON SCHIELE
Austrian, 1890-1918

Dr. Koller, c. 1918

charcoal

472 X 298 mm

(188 X 11%)
Rosenwald Collection,
1964
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A great deal had changed for Schiele, both
professionally and personally, between the
period when he did his Self-Portrait of 1912
(cat. 20) and the time he drew this portrait.
One difference was the growing recognition
of his talents within Austria and a corre-
sponding rise in the number of exhibitions
and sales of his work. Another was his
importance within the Viennese art world.
This is reflected most significantly in his
agreement to organize the forty-ninth exhi-
bition of the Vienna Secession, which
opened in March 1918. A third change was
Schiele’s marriage to Edith Harms—the
daughter of a machinist with the Austrian
railway—in 1915.

These developments gradually softened
Schiele’s earlier headstrong impetuosity and
promoted a greater maturity and diplomacy.
Instead of struggling to sell his art, he now
accepted abundant commissions and had
to hire an assistant to keep track of the
inevitable paperwork. Among his last paint-
ings, a significant number were portraits,
recalling the time around 1910 when this
genre occupied a similarly prominent place
in his oeuvre. The majority of his sitters
were men. Some he knew, while <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>