na - ¥Ry (OLMFHRFTIRS K) Z20<>T
V% it

EQO \

2871 - ¥ (Pablo Picasso, 1881-1973) 33 F L7z % £l
VERMRE MR 2L HERMER TH o205, FaCALRPHILE
FRRT, 19204 FEITT 2V LT ) R LANFGE L 2B o
MR OHERIZE SN TV LALBNEZEZSE IO
BIXI9374E D (K =H) N ELPEMMICH2), EhY
DAFEOHTH EE LRI TH 5,

MORSEMAE L, Eh VP127THITHITEL 72 (O U T T
IRk5%) (88-0F-009Z.WI:72/figl) ZFLCTWwWAAd, ZHET
FECT B LVEn B IS 5%, $720 BIENE A Y
WIED—TERIND I LW DHH->ThH, TOmMAITIILIKIC
bloTwb, EZRBED Y PAEEBIGICED TV S
ORROLYGIELIELIE T ] W RASRTEZ—hT,
AR, [REPRER] Dev) srexmmaiybrs el o
NCx7, (O LRI TIRS &)

Femme endormie dans un fauteuil

INETIE REOBEE 2R _7z B B TiigE s, KB - BB Woman Sleeping in a Chair
SEERHIT 2, BT, COMRABEDLI A A=Y as o o P 7777 % 92X T
BLUTHRI L2 EHETHILIcL), Aepkozof 272 PP2701% OPP27141

BB BRI BNT, Re2HATVHEINTELEREINTLIEZANET 5,

e

(O UPIHEF TR L) & BIESEMT AR O BERRTAE 1S & 72 5 19884F 12 B i U b K D EA S 7z,
fEfid, B &92em, WE73em® % ¥ 7 7 AR TR L, WTAS 111C [Picasso 27) & D HEZER B L UME
DD Do —IROBWE L W THOAWETEB L OFRWEZ RV T, &FRIICHERS MR EE
WIERICH VIR EIEIC X B,

(1] W] L) FEHEHORWEIE LT, 22T TRROLIRZ 28T %, Roland Penrose, Picasso: His Life and Work,
1958, p235 (B—F I« Ry u—X3, @A/ A\ERERR [¥hy  Z2oLJELIER] Brflth, 19784, 278F)

[2] Régine Rémon, (En ce temps-l3, Picasso avait regardé des images humaines qui flottaient dans 1'azur de nos
mémoires*+ ) PABLO PICASSO, Prestel, 2000, p.21. (FEiR4E#)
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19274R12, ¥ AV RIBENTIRALZFEE LI2MBOY 7 ) 2= a v &2 D% L d 5 B2 LhH
HEHONTBY, AMERZOTT2HEHOREICH 725 (igl—5)e AMEIZIE. B2 LIZHFTHEZRL.
1% B CIR 2 O FAS, Bk TIRED SN THAN TV D, WP IOEEHAT ARORiBER &
BT HIEICED, BlELOOBMERIINANEEL, S50, BOMRALRTFITHE MRS E - T,
BAEREHAE SN TVD, 2O L) REMIC L ML, AL AED 7 4V A5 E»rID 2

T RS EART ) XADBE > T D,

IHEICIZ 9 HDO T NUAEE SN T WA, FOEHICH 72> TENLIZHA SN, BUE IIHIEFEM A O/

BA—F 7+ VIS s TesBI(#1),

fig.2

AVA IS/

(O C#IH T D %) Femme dans un fauteuil
19274, ¥, A ¥ 7 A, 71.7%59cm

The Minneapolis Institute of Arts, Gift of Mr. &
Mrs. John Cowles, Sr (Inv.no.63.2)

Z:VI: 78, PP.27:015; OPP.27:106

fig4

N7a - ¥ay

(O CHNIHT- D 4) Femme dans un fauteuil
19274, W%, 7 7 A, 81%X65cm

A B &SR0 £

ZVI:71; PP.27:018; OPP.27:118

fig.3

nR7a - ¥hy

(O UHIIHT D %) Femme dans un fauteuil
19274E 1 H. ¥, &~ 7 A, 1305%X97.2cm
The Sollinger Collection

ZWI:79; PP.27:017; P.IV:28; OPP.27:132

fig.5

nR7a - ¥hv

(% %) Dormeuse

19274, ¥, H ¥ 77 A, 46x38m
Musée Picasso, Paris

PP.27:020; MPP:98; OPP.27:130

[3] SCHFHRD A > 7 AHNH WIS #R A & RFTAA UL & SITRM & Ol &2 O ICRSRO b2 &b,
20014 IS AR PRAF I E LI X D B S e ZOBOBEREICI T, &7 7 A2 AKBRDPSHIL T, R
OB MM L2 BT HBe AR BAON, S50 V=AFA 2V X8 bR/, #Hb
FR S iz, FEE [ - BEmEE 7o - €Y TOURIRKFTIRS K] HAemRAEBE T, 20014

11H20H (BREeseslfig el S - 30l) St

N7 - Ry (OUPTRHTF TR L) 20 5T

31



FATHESE

(O LT TG L) A NIZ19274E, o v iddntk % a
A72 FEETHASH, ¥y NvU—- 5774y bOHIT, ¥7
VY TROR) —=F L —X - TLFIVIHEBRL, RO LI
FEHT 72 25D B (igh), [HREVEZ LTwE R, RIS
HRlzOYGEMPETT SV, B2bIE—HICRERHEZRL
FFLEIICECET, RIEHVTTEL] 20k, Ehviza
B R EBBEIIRY, BREOFETH /A NT - asu—T 7L
OBRPEAL L2213, SNETELOEFEEW TSR ENTE L,

EA VT BHOEMIGBIELOH T, =5V F - Rya—
Zix. SORRICE D Y RL iz MR R L EM S22k
BIZoWT Y] ERELZE, Lybirrro—Xid, 1929
Fizirh iz (OB E i) (Gg7) KBHLT ¥rvEy
DR TFRCTEE S OLMEDA N A TH S L7z LI, [
WOLPRICENTODLHBEEICOWTIHETWS, 2, Ry
T— A L. 19605E ISR SNz YV EOMGEGTIE, i
fEL LT (O U2 RTFCTIRS L) A5 S, fERBHICKRO
LR E D,

EAVIEZ O, AOBELXRET 5I1CH72->T, LVH
HIZR o Twoze BN EEMAALNSDS Bl HIX
FILTATHLI L PR TELRETH L, HRH, &
% EOBOEMEZHIN, 2 L THIRICED S, Z O,
DOWI % F W72 2 R E S L2055 B,

CHE AMECSRLAROMoOX#HTHY, 22T [EYHY]
LWV RIAN R EINT-Z LiE, DIREOERBHRICK & 28 )k
FL7ctZEz26N%,

el RIE ¥z — -GNy 2 b ORI OLMFIZOWT, [
It DEALE A VA L OFZE ] BEERE LY, [FREES. &7,

[4] ZZTid
1917-1932, vol.1l, 2007, p.323.

(6] Ibid. GBiREEH)

[6] Penrose, op.cit. 1958, pp.232-235.

fig.6
<)—=FL—=X YT IVDOEH

fig.7

N7a - Ehy

(KO E AWiR)

Buste de femme et autoportrait
[Femme au miroir]

19294, WF. & » 7 7 AL 71X60.5cm
(PN N 7

Z.VI:248; PP.29:008; P.IV:148; OPP.29:019

PRl 2zt & LTy ROFNEDAZIF S, John Richardson, A Life of Picasso: The Triumphant Year

[7]1 cf William Rubin, “Primitivism” in 20" Century Art, Affinity of the Tribal and the Modern, vol.l, 1984, New York,
p.340. (7 4 VT A - V=B ¥ R MT N EILER TE A v | 200 EMIS BT 2 7Y I 74 7 14 AL R

19954, 340H)

[8] Picasso, The Arts Council of Great Britain, 1960, pp.40-41, cat.no.115. (FREREEH)
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MEZHEBILTwA] EERETAEL $510, 2a—a— 2 EREMEOFIERTH 7274 ) T L b—
ErhRyu0—ZX0FHEMIS, [ZADOBRD1925FEMDIZE/L L T2 T, €A VA v
H OGP HRGTHEN 2L ZAE RS> TVE, ~HOBHAENZEAZ LD L)% 5] LT 510,
2 L7ZRGIE (ORI TIRAK) I2onwTHoYats - 857 i 77 =T ML BHHICH
FIEHANTND, 77 =T NIE, YV —=F L —RIHE->ZEZOE S I EMICI, HoEBiEd T
DD LENZVE L, EDOTHINTZ NMEROBBEO 72 DIIZROEZRZ RV TLENDH L Lk X5,

B1IS, R VIRBKEEZARTT 4 =@ IfEATY T, MRICE - TFE L RWIREEICHE-> Tw
T2ANVTDOHENBEHRS RITNME RSV E V) IRPUICEIN T2 e TH D, H212, v —=
TL—XE WMok EOEOHIZIIBICINDASRIB I ERE—HEDA A =T HENRH o720 £
. RRICLTEHLRZTNEL S 2WwWTB Y27 b ThHolze TOEBDZDIZIE, BELHLYE
HVE TR (Y] 7252 E T L PBETH -7z, N5 (O UITRT TS %)
REDTREEGOCAT T Ty 7 (ANA) 3R LB 58y AIChblz 200 MIN T 25 b %
MR TdH 2 5 1,

CZTRANIDVPET IV TH D ERZHEEIN TRV LE DD, 1930EADRICERINL <) —=F L —
A ®TNE LIAEMBEORER L LT, (OU2TRTTIRZZ) [ZHENTWE 0% v [FEY] ]
ThbELTWVD,

SNCHLT, LIV - LEVEIARIEDET VAR ) —=FT L—A LW L7z LT RO L R RMER
LTwWb,

A3 %I (U &K) KBW TSN AEELE LS 2R Lo LA ZoEmTIE, RS
VDY %235 L IS8T 5 — RN R EERHOA YV K2 FH L Twb, ZLTAIER. EhVrz
DX RHMALENT [4aY] 2810 FiIFAFREE2AE LTV R LTWwa 02,

ZITI RE LML V) T ROBN AL, o [HEE2ELS] MEHESNTWwES, T2
2007 IHEENT a v - VF v — FY VORBERERIIBV T, AMEEHEVERIIH S 250 (VDL
BB T O%) ((ig23) vV —=FL—XEEENTVEI, 2o k)i (OL2rTHT TS &)
ROZEORHEAERICOWTIE, EFTMIOWTHEGED D ) B A FRS SN TEL, 29 LzREIE
NIRRT 5D TH S h

DD, EH Ve —=T L —AOBBRIFEL RSN Lol v ) FHEE b B TRV
596 L. WOTHEICR ) = =T L—AD) T4 T - FAT VL DA V57 2—T, HhoDMENIERE

[9] Pierre Cabanne, Le siécle de Picasso 2: L 'époque des métamorphoses (1912-1937), Editions Denogl, 1975, p418 (¥
— Vs ANV RFE, BPNBERR [Ch v ottid 26 X208 ENSEROBMAA 1881-1937] Pk F)E
20084F, 768F)
[10] Rubin, op.cit., 1984, p.322.
[11] Josep Palau i Fabre, Picasso 1927-1939 From the Minotaure to Guernica, Ediciones Poligrafa, 2011, p.25. (FRiR&EH)
[12] Rémon, op.cit., p.21. (FFiR&E#)
[13] Richardson, op.cit., p.330.
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FEZONTEL L HICI9314ED 5324FE T % < 19274E 1 A TH - 72 L A L (SUEICHAFR L & LTI,
FHAT) D4 20044E1248, PEHDFHTH Y, EMLROF AT F - 74 R4 X — - EAVRFRIFERSh
TR L EBICEKICA I N TV ADBRZ AR 205, 25 LzB X3, Eh YV oEEFIHLTED
TERMZE AR 5 LT HMLEED, TEICE €IV iDL T —< e LZEES, bUITH
Y —=F L= XL OMRICFREF O BES DR SNDS L) 1T% 7200,

ZDXH)BENY OIERHFEICHTA2E0ERIE. ETVORGEAAMTOEOORKNEEZZ LN
Bo KT (O UM TTIRA L) WL, ShETED L) ZHBARIT SN TELONEHL 720
ALEDFEIZHIA S, WOLEZTRAMEINTELONEZIEAL 720,

RIE - TS H

WA =X - LA AWEESATOBGFENIC X 5 &0 REZERAN L WA L. [12085/621]
DOFFICTEEENZN, v =X - LA ) AW (AT 81 E VM, 19414 1C%H) &, 19204E12 %
SN =AY = A=V TAT=HAME LM TH Do H— T4 =&, 19124E12HICIERICE H Y
E DR T REA TR DOMTETH ) EHEICDIZoTED VO L EHHZETH o720 LA L INSEITE— -
O—HFoR=WETaNTa - T2 VFrAYA O WREEE YDA &, X)) %2 WBEED % 13
FELZ2MSALIES (G A Y ol 245 L7208, 19324EI2w = V7 v 25 4 ¥ & ORI S 7z 1%
. O U R UIEN R AR =L otz EIAN, FELRMRKEPSMHE - 2B1E, H—2 T
A5 —=DHOE D VEROTREICHED 2 L) 127209 bbb, ZOEMILIES SMEROTRICES
. TUALERIEI, VA —X - LAY ZAWRICA -7z E 2 b5,

BBV, AMEOH AR TE 2 RMOBESE, 19594F 123 ELE M TR Sz TR
VE—OIAL I T a IlEbTa—) - F-XYE] THb, O, koo ERERICHSNzT
NWVIZIE, FIEE E LTART 4 - N0 < ~ (Betty Barman, 1923-1986) D% H7 & Hasidi I hCTwnws (F
1-Do B&IZTY 2 v L WVIER, 502 S04 T EBUREROBLRIVER L L T4 % B
BN TH D, FBEICIEFHLavryary»2b, Yy y-7Fatay 7x (catnod?). Va7 v-30 (cat
nol10), 7+ VA (catno.l69) OB H 5520

[14] Lydia Gasman, Mystery, Magic and Love in Picasso, 1925-1938: Picasso and the Surrealists Poets. Ann Arbor,
Mich.: University Microfilms, 1981, p.267.

[15] Diana Widmaier Picasso, “Marie-Thérése Walter and Pablo Picasso: New Insights into a Secret Love,” in Markus
Miiller, ed., Pablo Picasso and Marie- Thérése Walter: Between Classicism and Surrealism, 2004, pp.27-33.

[16] F 7 JEEE4512, [Picasso's Marie-Thérese| (727 7XF - ¥xJ1)—, =a—3—7,2008E10H 150~ 11H29H),
[Picasso and Marie-Thérése: L'amour fou] (#FT¥7 ¥ - F¥ 51—, =a—3a—7, 20114E4H14H~ 7TH15H)

[17] w4 =X - LAY AWBEEDILFET 4 L 7 ¥ —Tdh - 7zMaurice Jardot iD#H 5 A D T, 19884E6 H2H 1273 THAT
BRSNS OIEREOE R & LT, fEHHOBEE M- Tz,

[18] 47N -C+ 74 vy Yz IE, JEHEER [Fry7)—r—2a Yhv LERGOmREE] %38k, 19974,
102-106EH, (Michael C. FitzGerald, Making Modernism, Farrar, Straus and Giroux, 1995.)

(19] W&, 216, (22) FH.

[20] L'Ecole de Paris dans les collections belges, Musée National d' Art Moderne, Paris, 1959, cat.no.125.
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BN TO0MEIZEE T — Y A7 2 VIVA TR L7 RBIB Z i  ICH S 722 & T 2 OEMIZHD THEIE
BB NE L ZAICR o7z (-2, 1-3)s TOHAFED/S) DY X U8y T 4 TWEEICBITS [ 2v
L7UAL] R (Fl-4, 1-5), 664FE0LBEICPITTT T v ARV EMEHEOFMCHfEshz TEh
VAL B (E1-6). S HIT68ED/SL - F - R — )b - T 2y v VIZBITF D [ E T 7225 D404
o= - va sl B (EL-T) RSN E SR TE S, aR—V - Y viE, BEE LTH
KR DOERR I H EBZT BT, 19326FEI28L - 7 - RFE—VICBIAREROT A L7 ¥ —ITE L7z
AT, Ty Alaf] BEHEICTL o 2 EOEE 2 M 2R EOREATH o7z, MEAIT T %
Aae, v=rv-abrzyary»oAREOM, Y3730 (catno23), 7$7)-27 L — (catno39). ¥ =
VY2 - <wFa— (catnob2). M- 7 xytlvy (catnol0d?) 12k 55 MOHEAED 5 60
FERCBIBFAALZ 2 a VORERYZ)PBVANDLIENTEDL, TDE I, S0EMAE LD 5604E
AT T, FHEICEON TV TNV ERMA Za 7O AIZE ), RIEOHTEE HEZ BTS2 &
WTE& 5,

—J5C S8ELLAT & TOMFEARLARE, LI S B F TOEHILIE

KEHROLNTWE, =a—a—7EREMETRESINTVwEI VT
Yealrva BT AT A4 7. A VIS Ko TREIH
MITNE L EDTEREN D DAT, AT R W, 72,
S54F RO ¥ A v VRS H SR AEAB IR S N 25, Fdididid s
TwARWEBL Fabh, NLwy ALy Lidhibo 20, 50
FACRIIDREE R oN D, T THFRICHRENEEOF T Vg v
T— VT Y TR [RF 4 < V] PUERILTWw 575,

PNV USRI B CAMER T L TV iR 50 & EX TasuLis
IABLENTVARV, G, FRMICBOTARO TN (#1-9, MBS

mﬁ)m%%i&aﬁiwﬁht&of‘%@ﬁﬁﬁ%ﬁéné:a g8
AP s B Dk, BEWS A2 REERESEICOVWTIE,  HECH S TwzT )
KREIC-ERBRLZ (F2),

COXHITREL BEXELZMBIT L. ZOEMIEAE. WE, LM ADOFTEMTH Y. 604 &
66ENSFEDOE AV BIIGHMENZb 0D, SUDr 5y - 8L (79-80%) =2 —3— 7 50

[21] 40 ans d’Art vivant, Hommage a Robert Giron, Palais des Beaux-Arts de Bruxelles, 1968.

[22] Collection Records, 2. The Museum of Modern Art Archives, New York. & @8I, 19474E % S674EIIHT T,
Za—I— 7 BEREMEOMRERT VI Ly B N—Z RIS N, AL Y —IClHT2T7— 747
CEENTV D, AEEICIE, BEUNOHETH -2 YA Y O/NHOM, 192540 I 1, 7 L —, 19204 H1E
DINVYAINDAT—T 2, 20D T+ V¥ FORH, ANT—, TVI AT - 754 AEmOFTEN RS 1
TWwhb,

[23] Christian Zervos, Pablo Picasso, vol. VI, Editions Cahier d'art, 1955. 72 3., W23, A I L 7 ¥ — D LRI
FHELTRBREINTULENDZHD S,

[24] John Golding, “Picasso and Surrealism” in Roland Penrose and John Golding, eds. Picasso 1881-1973, Paul Elek,
1973, p.277, cat.no.156

[25] RF 4 - 28U= VIHEO I afES (Painting (Women, Moon, Birds)) 122W T, 20154E D5 IH Y FICFER L 72 &
CHAMEER LT NVEH SN TV otk DHENDH o0 TDI2D, KINNVIE, NIVv ¥ LZHIORE
HOLDOTH B WHETES R,
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fif (804FE) TOEFIBEICIIHHENTES T, HEICEL T TABELHEBE~NOHBTIZRON TS, F7-2,
JORENZHFTL. FICT—a vy XEQEREHNOWL O0DEE DA TH L, DD, TNFEFTOE D

VHIRICB W TR SNAEEZEIROENT WL FR 5759,

T2, WHEHTHRALZWTROLTHERICBCTH, EFVOREICET 5 BN 2 BIE 52 i3R &
NTWiV, 22T M2 L) ESHRT A57-0121F, M ZoEMEREE Lz A=Y DFE)

FHETHS )0 W, KMEDA A=V OBIITEMET L7z,

<Y—=71L—X

EAVIZES TANMIEDRLERZDD DO TH Y, 18944 LIk, 1751
FCRRBEI I 2 A, OB EZE ORI A R T HELIIZEER & o
TwR (DA T TR K) OHfEEREZIMZICH7>Th,
ANKPIBIFEA A=V OREMZINSLZLIIAMTHA I,

19264E12H 20 519274E 5 H 8 H LAERE A D % 1V 234121k, AMEDTF
BAREN TS (ig) &, Fiacid, “oFREo Licgiihnc
WED, ZOREOULTRFOEFL N EBETEN. GEREmFINE
Rkl oTwd, IMBIZBWTIE, Z9 LB S 2535013
i, XoEMINZEEIE LTSN Tw5E, F2o TUCADYE
THHOLAA SIS, R LA TV S, ZOFER
W&, RETREBFLRMADVHEHEE SN, SHICHTOPLEEDS
PATRRL T AL, WA SN, COMERDOL a2 LToMKZ
REIF TV,

BB 77 =7 UDBERTH LI, ZOHIVARMOREE TEEWH ]
EHRT BICHIE L, AMEOEN 2 ZTE S B - LM HMETHD R &
N2 LOLIFEICRS EZ I, FEICHEBE LTHEELZ (IR
EEFLY) (ZWMH9) R (TN H V) (ZW80) O FiEe. Bk
FWPBERLOSNL, INLEDPVTNEEF— T ORELEDZKKT
HHDIZK L, 2HDH, FREZREICHBRL2RODOR 7y F 0555
(fig10,11)0 ZZIMANIZEF L OREMIZ, BHMIZRY) —=FL—X
ZRbE D, 2D ) BREIH IO U2 TR TIRS Z) O TROBRT O~ —
VIilHhicb, TOT L, HRIPOHIA VAL =Y 3 VA% RIEL
PR IN TV A RIEL TWL L EbN D,

F7o, BRFEA YDPERLLTW2Y 2 VLT ZALICBWT, K) &w
) TEPEETH 722 &b ARV, Z LT, 19304EMFEIC< ) — =

[26] Arnold Glimcher and Marc Glimcher, eds., Je suis le cahier: The
Sketchbooks of Picasso, The Atlantic Monthly Press, 1996.
[27] MP CarnetIl, cat.34 (MP1873) 175x26cm. /%Y - ¥ 7 > FEMEITH.

fig9

nN7a - ¥hy

(TO LA TTIRS &) O F#)
Etude pour “Femme endormie dans

un fauteuil”
AV 434, 21%EF

fig.10
N7a - ¥hy
(PH) Visage

AV 34, 20%EFK
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7L —ZDIR D B E 7B B 4 (Z:V1.364.
ZNM3777% &) AN SN/ LIHEAT, ¥
AV ESTE BOPZOFH LB EEL
ROV FHTH - 72 ITHLER V.
51, COEMOTHEOESIE. K
E0 LI, AEWOFRVIEA & FERIB» D
D, BROCL o THEREZ RO BICERS R
T2l EZOND, FARICHESNIRSE LD—
OB M AP Z 72T TH S OIK L, AIE
Tl T EREDONICHEN R IER & o=
PRFEPHEEN TS, 2O
MmERICTE A EbE, BlsHEIC, v —=

(XN ]

fig.11

N7a - ¥hy
zh MR
AV 434, 323ER

(=) =+ FL—ZADH %) Portrait de Marie-Thérése Walter

T —AEMEIELEK E o TVD,

WD 4 LB

(OULAPURTFTIRE ) & BITBRZZ12THEOR L L& FEE T L/ (ig2-5) 25317555082
OFEIE, BB DOH, MANTLEDFRRDOTIRZFETW LR TH b, ZORICHEH L TEITOMNBIZ 5

&L 19264E i 7z v L o
mh & ORI 5 (igl2,13).
NSO —=F L —
BT B s, ZADHE
WASI9254E D264E TH o 7L DFLD
FELAEETH 722 4Tk
o DM ITHESIZ19274E 1 H 8
HThHo7Z e sh2, o
0, BEHIZHEWIT T B 2
LHELTHOY) —=F L — X8
FIRORFIZH N, Zh@ 2 IZE D
VidEicaRIcEE b2
LA & 7o T & 72000,
(OLEUIHETFTIRS L) 121,
19264E @ (kM) (figl2) o3

fig.12

7a - ¥hy

(M%)

Bust de femme

1926484, Aj, W%, 7 7 7 A,
81X 64.7cm

Musée d'Art moderne et contemporain
de Strasbourg

M.P.1990-12; PP.26-004

fig.13

(e gatg)

Téte de femme

192644, AKRji, 63 48cm
Z.VI, 007; PP.26-005

[28] Herbert T. Schwarz, Picasso and Marie-Thérése Walter, 1925-1927, Editions Isabeau, Inc., 1988.

[29] Richardson, op.cit., p.327.

[30] Diana Widmaier Picasso, “Picasso and Marie-Thérése: Erotic Passion and Mystic Union,” Picasso: The Artist and
His Muses, Black Dog Publishing, 2016, p.58.
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BIELDVZLERZIMARETN TS, TNIFEROMBEICEE ST, BNZEMEZ LbE L EHZE. W
P ROFEEARTONEEOWNEZ, FHERMAELW L0 2l & HilE & OERGH 2 kAT R
TG, Thbb, KMEUPEENLZDE, ) —=T L—ARANOLEORE ST, B0 7tk
BoO—MidbdHo7zbEZLND,

F X7 =7 Ll

75Ty 127EDIRS KDY 7)) L— 3 YIBT 5, BWLEICRE LIFshizie, otz 20,
SHABECHUSRZZHOREEZHVAZEIE, S5IY, 1925FE0R Ty v FICRIT LN TES
(figld)e LV DUFHBNROMN, Y2 VLT ) RALDERZLPELZOGHE LCHATIHLE, (V7
Y+ - Fv¥—% (vagina dentata) | EIFIZNBHDEZ - Lk r RS 10TH LB, 728 213,
FIUNK =)V - YO (REDBEIG) (19294, * baRY & VEMEK). HbViE~vy 27 A - TV A b
D (NEDHILA) (19364, F¥aFl - FxIY—- ATy IV Ff) IZBWT, MiFHEIA+. %
BEAFVDOAL A=VICHERALN, TOEF—TDMPNT 25, 1925FLRED ¥ 7 v A3 7 RIS
E LiFLiEcoyy Y - Fry =038 L. W CEICKREROANMMDIEK THRET 22 Lhb o7z b
V) AV HIAECRTTEZ SR TE B,

fig.15

N7a - ¥hy

(> 2)

La Danse/ The Three Dancers
19254E, Wk, 7 o7 7 A,
215.3x142.2cm

Tate Modern, London (Inv. T00729)
Purchased with a special Grant-in-
Aid and the Florence Fox Bequest
with assistance from the Friends of
the Tate Gallery and the
Contemporary Art Society 1965
Z.V:426; PP.25:052; P.11:1580;
FM:982; OPP.25:001

© Succession Picasso/DACS 2016
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[31] William Rubin, “Reflections on Picasso and Portraiture,” Picasso and Portraiture, Representation and
Transtormation, The Museum of Modern Art, 1996, p.63.

[32] Ibid.
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[34] Peter Stepan, Picasso’s Collection of African and Oceanic Art, Prestel, 2006, p.118.

[35] 2Z2Cldy COFEZRMLAZKDEVLHE LT, TilOAZ%F 5, André Malraux, La téte d'obsidienne,
Paris, 1974, pp.17-19.

[36] Rubin, op.cit. 1984, p4l.

[37] Golding, op.cit., pp.98-99.
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[38] 7z&z2iE u v b - = v & OIHESMICIEM#IZICHAL S MBSO E £ CTw7z. Golding, op.cit., p.98.
(BB ]
fig.2-5,7,12,15 : Enrique, Mallen ed., Online Picasso Project. Sam Houston State University. 1997-2016.
fig9 : Josep Palau i Fabre, Picasso 1927-1939 From the Minotaure to Guernica, Ediciones Poligrafa, 2011, p.25.
fig.10,11 : L'’Agence Photo RMN Grand Palais
(http://www.photormn.fr/C.aspx?VP3=CMS3&VF=Home) ©Succession Picasso - Gestion droits d" auteur
fig.1314 : Christian Zervos, Pablo Picasso, vol.VI, Editions Cahier d’art, 1955.
fig.16 : William Rubin, “Primitivism” in 20" Century Art, Affinity of the Tribal and the Modern, vol.l, 1984, New
York, p.315
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EXHIBITION
T = A Vv PICASSO Retrospective 1960.
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LA CONTINENTALE MENKES
Société de personnes a Exposition: Retrospective
responsibilité limitée Picasso, Londres VTR S
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N° du Catalogue: 143
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Pablo Picasso’s Woman Sleeping in a Chair

KATADA Yuko

Picasso’s 1927 Woman Sleeping in a Chair (Z.V11:72/fig.1) has to date not been fully discussed in schol-
arly studies and, if mentioned at all, has been treated only marginally and with diverse analysis. While
Picasso’s deformed figures of women from the late 1920s, including this painting, have been described as
‘monsters,” ! Woman Sleeping in a Chair has also been viewed as a “peaceful portrait.”  This essay first of
all reviews existing texts regarding this painting and chronicles its provenance and exhibition history. We
also consider how this work has been viewed and analyze the background of the different readings at-
tributed to the work.

In his discussion of Bust of a Woman and Self-Portrait (fig.7), Roland Penrose relates that the highly
distorted figures of the same period were assumed to be modeled after Picasso’s wife Olga Khokhlova
and, according to Picasso’s own testimony, referred to as “monsters.” # Following that, it became com-
mon for Picasso’s images of women from the same period to be associated with Picasso’s estranged wife.
However, when it became clear that Picasso and his new lover, Marie-Thérése Walter, actually got to-
gether in 1927, rather than 1931 or 1932 as previously thought, the model of the painting came to be
identified as Marie-Thérése and analysis became fixed as the still beauty of a sleeping woman.

In organizing the chronology and exhibition history of Woman Sleeping in a Chair to explore how it
has been viewed, it appears that this work was retained in the collection of the artist until Galerie Louise
Leiris purchased it sometime after 1941. From 1959-68 at least, it belonged to Betty Balman and was
included in exhibitions in Europe. It was acquired by the Yokohama Museum of Art in 1988 but as it was
not exhibited in large-scale Picasso exhibitions in 70s and 80s, there was only limited opportunity for
study.

A sketch for Woman Sleeping in a Chair appears in Picasso’s sketchbook (fig.9) along with drawings of
Marie-Thérese (fig.10,11), ¥ inferring that one source of the image of Woman Sleeping in a Chair is likely
Marie-Thérese. However, the existence of an earlier example of a female figure with striped garment,
dating from 1926 (fig.12), before Picasso had met Marie-Thérése, indicates that this may at the same time
refer to an idealized female image. In addition, the Surrealist vagina dentata image as castration symbol
is thought to relate to a Torres Strait Islands mask (fig.16) in Picasso’s possession. Influences from the
indigenous art of New Guinea can also be seen in Picasso’s “dagger-sharp tongue” (fig.19) images. v

Different interpretations of Woman Sleeping in a Chair seem to arise depending on whether the model
for the painting is thought to be Olga or Marie-Thérese. Nevertheless, references in this painting to an
imagined female ideal or to the art of Oceania cannot be ignored. In other words, rather than being a
portrait in the traditional sense, Woman Sleeping in a Chair seems to conflate the opposing aspects of
female beauty and fearsomeness, and to integrate a number of image sources and motifs.

i Roland Penrose, Picasso. His Life and Work, 1958, p.235.

ii  Régine Rémon, (En ce temps-la, Picasso avait regardé des images humaines qui flottaient dans ’azur de nos mémoires... )
PABLO PICASSO, Prestel, 2000, p.21.

iii Penrose, op.cit.

iv. Rémon, op.cit., p.21; John Richardson, A Life of Picasso: The Triumphant Year 1917-1932, Vol.Ill, 2007, p.330.

v MP Carnet II, cat.34 (MP1873)

vi John Golding, “Picasso and Surrealism,” Picasso 1881-1973 in Roland Penrose and John Golding eds., Paul Elek, 1973,
pp-98-99.
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