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1. Study for a Construction
Paris or Sorgues, spring or summer 1912

2. Guitar on a Table
Paris, autumn 1912 

3. Guitar
Paris, October–December 1912 

4. Guitar and Sheet Music
Paris, autumn–winter 1912

5. Bottle and Wineglass
Paris, December 1912

6. Guitar
Paris, December 1912

7. Composition with a Violin
Paris, December 1912

8. Head of a Man with a Hat
Paris, December 1912

9. Glass, Guitar, and Bottle
Paris, early 1913

10. Head of a Man
Paris, early 1913

11. Bar Table with Guitar
Céret, spring 1913

12. Guitar
Céret, spring 1913 

13. Head of a Man
Céret, spring 1913

14. Student with a Pipe
Paris, autumn 1913–early 1914

15. Guitar
Paris, January–February 1914 
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The photograph of Pablo Picasso in his studio that 

introduces this publication is a revelatory image. Its 

intimate character; its hints of aesthetic decision 

making and process; and the interrelated material 

and structural qualities of the works documented in it 

manifest key features of the watershed moment that is 

the focus of Picasso: The Making of Cubism 1912–1914. 

This publication is the first to highlight The Museum of 

Modern Art’s rich holdings of works created by Picasso 

between 1912 and 1914, among which his cardboard 

and sheet metal Guitar constructions—both gifts of 

the artist—may be the most famous. Here they are 

considered along with significant paintings and works 

on paper from that pivotal period, during which ideas 

about what art can be made of, and how it can be 

made, changed fundamentally. The project’s core focus 

is on materials and process, augmented by a wealth of 

documentation made accessible through the innovative 

features and infinite real estate of a digital format. Its 

Foreword

F.5Foreword  |  Introduction  |  Note to the Reader

Picasso with an installation of works in his studio at 242, boulevard Raspail. Paris, mid-December 
1912 or February 1913. Gelatin silver print, 4 1/8 × 3 ¼" (10.5 × 8.2 cm). Photographer unknown. 
Archives Olga Ruiz-Picasso, courtesy Fundación Almine y Bernard Ruiz-Picasso para el Arte, Madrid
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overarching goal is to publish new scholarship and to 

provide the spark for future research and interpretation.

This project was catalyzed by the exhibition Picasso: 

Guitars 1912–1914, presented at MoMA in 2011 and 

documented in a print catalogue of the same name. 

This second, digital publication, produced following 

the exhibition’s close, enables us to share with a larger 

public the insights gained from seeing the works of 

art assembled in the exhibition galleries and in the 

conservation lab. The realization of this project is due 

to an extraordinarily talented team. It was conceived 

by Anne Umland, The Blanchette Hooker Rockefeller 

Curator of Painting and Sculpture, whose commitment 

to “after the fact” publications was first demonstrated 

by Dada in the Collection of The Museum of Modern Art 

(2008). Blair Hartzell, an independent art historian and 

former Curatorial Assistant, Department of Painting and 

Sculpture, served as co-editor, bringing her expertise 

and exceptional writing and research skills to bear on 

all aspects of this project. The curators were joined as 

co-editors by Scott Gerson, Associate Conservator, whose 

insights have enriched this publication in countless ways. 

Scholars Elizabeth Cowling, Jeremy Melius, and Jeffrey 

Weiss each contributed fresh and thought-provoking 

essays. They were assisted with great skill and sensitivity 

by Rebecca Roberts, Associate Editor, Department of 

Publications. 

The support of the Picasso family has been essential 

to the realization of this project, which continues the 

Museum’s long commitment to the art of Pablo Picasso. 

In particular, we thank Bernard Ruiz-Picasso for sharing 

with us newly discovered archival materials, especially  

the previously unpublished photograph of Picasso in  

his studio. 

F.6Foreword  |  Introduction  |  Note to the Reader
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Picasso: The Making of Cubism 1912–1914 is 

published under the auspices of the Museum’s Research 

and Scholarly Publications Program. It expands MoMA’s 

Studies in Modern Art series into the digital realm. We are 

deeply grateful for the support of The Andrew W. Mellon 

Foundation, the Edward John Noble Foundation, Mr. 

and Mrs. Perry R. Bass, and the National Endowment for 

the Humanities’ Challenge Grant Program, whose initial 

grants made possible the establishment and continuation 

of the Museum’s Research and Scholarly Publications 

Program. MoMA’s Department of Publications, led by 

Christopher Hudson, Publisher, was instrumental in the 

development and realization of this pioneering project.

Picasso: The Making of Cubism 1912–1914 is 

unprecedented in its use of technology, highlighting 

MoMA’s commitment to new forms of publishing. It 

emphasizes collaborative scholarship that marshals both 

the technical and the archival resources of the Museum, 

presenting a wealth of material in new and dynamic  

ways. This dialogue between the established and the 

experimental is at the heart of Picasso’s Cubism,  

and at the core of MoMA’s mission.

—Glenn D. Lowry

Director, The Museum of Modern Art

F.7Foreword  |  Introduction  |  Note to the Reader
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The years 1912 to 1914 mark a watershed moment  

in the history of Cubism and of twentieth-century art. 

Over the course of this short period, Pablo Picasso, then 

in his early thirties and working in dialogue with fellow 

artist Georges Braque, pioneered radically new modes 

of art-making [1]. Assemblage, collage, constructed 

relief sculpture, and mixed-medium painting were all 

introduced as artistic strategies at this time. As Picasso 

incorporated commercially produced materials, artisans’ 

techniques, and crude craft processes into the aesthetic 

vocabulary of Cubism, its unity of material, method, and 

structure gave way to bold and irreverent heterogeneity in 

works remarkable for their limited vocabulary of shapes 

and forms. This publication is predicated on the idea that 

not only was the look of modern art radically altered by 

Cubism, but, beginning in 1912, so too was its physical 

constitution. From this point on through the beginning 

of World War I, Cubism’s visual and material revolutions 

were inexorably linked. 

Introduction

1

F.8Foreword  |  Introduction  |  Note to the Reader

1. Picasso in his studio at 242, boulevard Raspail. Paris, 1913. Gelatin 
silver print, 6 9/16 × 3 5/16" (16.7 × 10 cm). Photographer unknown. Archives 
Picasso. Musée National Picasso, Paris
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Picasso: The Making of Cubism 1912–1914 

reexamines and reconsiders works from this break-

through period through the lens of artistic process, with 

particular emphasis on what can be learned from material 

and technical examinations, from primary sources,  

and from archival research.1 Its title highlights the way 

that Picasso’s works from these pivotal years advertise, 

to an unprecedented degree, the means of their 

making: Cutting, folding, pinning, and pasting. Shading, 

scumbling, and fine line drawing. Painted passages of 

simulated wood and marble. Relief surfaces created to 

capture the play of real light and real shadows, conceived 

in tandem with simulated representations of the same.2 

The play of oppositions is constant, and it is critical to 

these works’ larger meanings; so, too, is their radically 

heterogeneous mix of artisanal, experimental, and 

traditional fine art materials and techniques.3

This publication builds on the unique opportunity for 

systematic inquiry and first-hand observation occasioned 

by the exhibition Picasso: Guitars 1912–1914, presented 

at The Museum of Modern Art in 2011.4 The exhibition 

brought together some sixty-five closely related collages, 

constructions, drawings, paintings, and photographs 

created by the artist as he moved between studios in 

Paris and the South of France in the years immediately 

prior to World War I. Its goal was to provoke new thinking 

about one of the great episodes in modern art’s history 

and in Picasso’s legendary career by reconstellating 

his landmark cardboard and sheet metal Guitar 

constructions (made in 1912 and 1914, respectively) 

with the other inventive works produced during the same 

period. In late 1912, or early 1913, Picasso took, or 

had taken, several photographs of his cardboard Guitar 

construction juxtaposed on the studio wall with different 

F.9Foreword  |  Introduction  |  Note to the Reader
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groups of papiers collés and drawings [2–5]. For the 

exhibition’s organizers, these photographs underscored 

the importance of judging Picasso’s works from this 

moment in relation to one another, as the artist himself 

did, both within the real, lived space of his studio and as 

photographed.5 By bringing together works produced in 

physical and temporal proximity, the show provided an 

occasion to observe a great deal about Picasso’s complex, 

cross-medium practices in the studio between 1912  

and 1914. 

Given that a catalogue must usually be available 

when an exhibition opens, the potential for losing the 

information gleaned while the works are assembled in 

the galleries has presented a longstanding curatorial 

dilemma. Various attempts have been made at MoMA to 

capture the new insights gained during the course of an 

exhibition. For example, a symposium was held during the 

1989 exhibition Picasso and Braque: Pioneering Cubism, 

organized by William Rubin, the proceedings of which 

were published three years later.6 The 2008 book Dada 

in the Collection of The Museum of Modern Art followed the 

exhibition Dada, co-organized by Leah Dickerman and 

Laurent Le Bon, presented at MoMA in 2006.7 Now, new 

publishing technologies afford new possibilities. 

From the start, two publications were planned 

for Picasso: Guitars 1912–1914. The first, a print 

catalogue, was produced at the time of the exhibition 

and functions as a handbook and document.8 It includes 

color plates of all the works in the show, along with a 

brief chronology and an introductory essay, primarily 

focused on the history of the cardboard and sheet metal 

Guitar constructions; the conditions of their making; 

their relation, in terms of process, materials, style, and 

dating, to the other objects in the exhibition; and the 

2

3

4

5

F.10Foreword  |  Introduction  |  Note to the Reader

2. Picasso with an installation of works in his studio at 242, boulevard Raspail. Paris, mid-December 
1912 or February 1913. Gelatin silver print, 4 1/8 × 3 ¼" (10.5 × 8.2 cm). Photographer unknown. 
Archives Olga Ruiz-Picasso, courtesy Fundación Almine y Bernard Ruiz-Picasso para el Arte, Madrid

3. Installation in Picasso’s studio at 242, boulevard Raspail. Paris, mid-December 1912 or February 1913. 
Gelatin silver print, 3 3/8 × 4 ½" (8.6 × 11.5 cm). Photographer unknown, possibly Pablo Picasso (Spanish, 
1881–1973). Private collection

4. Installation in Picasso’s studio at 242, boulevard Raspail. Paris, mid-December 1912 or February 1913. 
Gelatin silver print, 3 3/8 × 4 11/16" (8.6 × 11.9 cm). Photographer unknown, possibly Pablo Picasso (Spanish, 
1881–1973). Private collection

5. Installation in Picasso’s studio at 242, boulevard Raspail. Paris, mid-December 1912 or February 1913. 
Modern print from original glass negative, 3 9/16 × 4 ¾" (9 × 12 cm). Photographer unknown, possibly Pablo 
Picasso (Spanish, 1881–1973). Archives Picasso. Musée National Picasso, Paris
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circumstances of their entry into MoMA’s collection. The 

second, this volume, presents in-depth discussions of 

individual objects, the Guitar constructions included, 

written after scholars, curators, and conservators had 

the opportunity to study the assembled works during 

the course of the show. For some readers—among them, 

perhaps, those who are not digital natives—there may  

be irony in the fact that the seemingly immaterial  

medium of the digital publication has allowed us to 

produce a richly detailed material study of these objects. 

Yet it is the virtually unlimited spatial capacity of digital  

publications relative to their traditional print counterparts,  

along with the multiple modes of interaction and  

navigation they afford, that make them uniquely suited for  

presenting such an extraordinary array of visual and  

verbal information.

Fifteen object-focused essays compose the core 

of Picasso: The Making of Cubism 1912–1914, each 

devoted to a single work included in the 2011 exhibition. 

The featured objects are drawn primarily from MoMA’s 

own, unparalleled collection of the artist’s works, 

complemented by a small number of others, whose 

owners kindly agreed to allow us to carefully examine and 

image them unframed in our conservation lab. As a group, 

these works represent the range of materials, mediums, 

and techniques Picasso used in this period. We are 

grateful to a number of private collectors and to the Hood 

Museum, Dartmouth College, for allowing us to include 

their works in the present study, after they generously 

supported the exhibition with their loans. The contributors 

to this volume include scholars from the university and 

museum worlds: Elizabeth Cowling, Professor Emeritus 

and Honorary Fellow, History of Art, The University of 

Edinburgh; Blair Hartzell, independent art historian and 

F.11Foreword  |  Introduction  |  Note to the Reader
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former Curatorial Assistant, Department of Painting and 

Sculpture, The Museum of Modern Art; Jeremy Melius, 

Assistant Professor, Department of Art and Art History, 

Tufts University; and Jeffrey Weiss, Adjunct Professor, 

Institute of Fine Arts, New York University, and Senior 

Curator, The Solomon R. Guggenheim Museum. 

Each author spent time in the exhibition, and 

subsequently in the conservation lab, with Scott Gerson, 

Associate Conservator at MoMA, and his colleagues, 

Cindy Albertson, Anny Aviram, Michael Duffy, and Lynda 

Zycherman. The insights and analyses of conservators 

play an important role in this publication, illuminating 

Picasso’s material choices and working processes, the 

effects of time’s passage, and the deliberate variation 

of his art-making techniques. Detailed conservation 

notes are provided for each work, along with a portfolio 

of technical images, including 360-degree views of 

three-dimensional constructions, X-rays, and ultraviolet, 

infrared, and raking-light images. Provenance, exhibition 

history, and a list of published references complete the 

dossier for each object, augmenting the physical history 

of the work with details of its ownership, display, and 

reception.9 This information is richly documented through 

rare primary-source materials, including images of the 

works in the homes of early collectors, in historical gallery 

installations, and in early publications. In their essays, the 

authors make use of this wealth of images and historical 

documentation in different ways, pursuing how the works 

are situated within the arc of Picasso’s career, what they 

suggest about Cubism, what they mean for modern art, 

and what they tell us about twentieth-century artistic 

practice in the broadest sense. The chief constant, 

methodologically, is that the artwork is positioned at the 

fore and is closely scrutinized, allowing the particularities 

F.12Foreword  |  Introduction  |  Note to the Reader
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of individual objects to illuminate this important period  

in Picasso’s work.

By making in-depth research available and inviting 

a multiplicity of voices to contribute, we hope to begin 

as others may continue; that is, we wish to encourage 

readers to find their own emphases within this material 

and the materials of Picasso’s art. Our desire has 

been to take advantage of the many possibilities of 

digital publishing and to propose a new model for the 

presentation of dedicated object research. It is this 

publication’s format that makes it possible to present 

such an extensive range of visual, interpretive, and 

archival information, allowing intimate and enhanced 

access to these remarkable works of art for readers far 

beyond the Museum’s walls.

—Anne Umland and Blair Hartzell

Editors

—Scott Gerson

Conservation Editor

F.13Foreword  |  Introduction  |  Note to the Reader
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Notes

 1. Few scholars have done more to advance the critical understanding of 
Picasso’s constructions and papiers collés than Yve-Alain Bois, Rosalind 
Krauss, and Christine Poggi. All students and scholars of this material 
remain indebted to their work. Notable publications on Picasso’s Cubism 
include: Bois, “Kahnweiler’s Lesson” (1987), in Painting as Model 

(Cambridge, Mass.: MIT Press, 1993), pp. 65–97; Krauss, The Picasso 

Papers (Cambridge, Mass.: MIT Press, 1999); and the recent study by 
Poggi, “Picasso’s First Constructed Sculpture: A Tale of Two Guitars,” The 

Art Bulletin 94, no. 2 (June 2012): 274–98.
Important work regarding the chronology of these objects was 

developed by Pierre Daix, Edward Fry, William Rubin, and Bois. All the 
aforementioned authors contributed important papers and/or 
roundtable discussion to the 1989 closed-door symposium for the 
exhibition Picasso and Braque: Pioneering Cubism at The Museum of 
Modern Art, New York, published in Lynn Zelevansky, ed., Picasso and 

Braque: A Symposium (New York: The Museum of Modern Art, 1992).

 2. This characterization of the technical and material issues in the 1912–
14 period is intended to differentiate it from, and thereby acknowledge, 
the immediately preceding years of Picasso and Braque’s Cubist 
painting. Moreover, this emphasis on “making” is not intended to imply 
invention, for Braque is well established as the innovator within the 
Picasso-Braque collaboration. For an exceptionally thorough and 
nuanced study of Braque’s work in the years covered by the present 
project, see Isabelle Monod-Fontaine with E. A. Carmean, Braque: The 

Papiers Collés (Washington, D.C.: The National Gallery of Art, 1982). See 
also William Rubin, Picasso and Braque: Pioneering Cubism (New York: 
The Museum of Modern Art, 1989).

 3. Yve-Alain Bois articulated the system of oppositions within this body of 
work as a semiological principle, drawn from structural linguistics, by 
which meaning is constituted through difference. See Bois, “The 
Semiology of Cubism,” in Lynn Zelevansky, ed., Picasso and Braque: A 

Symposium (New York: The Museum of Modern Art, 1992), pp. 173–74. 
For further discussion of oppositional pairings, see Rosalind Krauss, 
“The Circulation of the Sign,” The Picasso Papers (Cambridge, Mass.: MIT 
Press, 1999), pp. 27–28. As Christine Poggi has noted, this structuralist 
paradigm has illuminated aspects of Picasso’s Cubism while neglecting 
issues of material and process; this is a topic to which she directs 
readers in “Picasso’s First Constructed Sculpture: A Tale of Two Guitars,” 
The Art Bulletin 94, no. 2 (June 2012): 274–98. While the Guitar 

constructions are structurally and materially nonmimetic, as Poggi 
emphasizes, these qualities should not eclipse the fundamental concern 
with referentiality that is at the heart of Picasso’s Cubist project.

F.14Foreword  |  Introduction  |  Note to the Reader
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 4. Organized by Anne Umland with Blair Hartzell, the exhibition was 
presented from February 13 to June 6, 2011. See www.moma.org /
interactives/exhibitions/2011/picassoguitars/.

 5. With thanks to the Archives Olga Ruiz-Picasso and the Fundación Almine 
y Bernard Ruiz-Picasso para el Arte, Madrid, especially Cécile Godefroy, 
for identifying and sharing the fourth known studio photograph in this 
series, published here for the first time (fig. 2).

 6. Lynn Zelevansky, ed., Picasso and Braque: A Symposium (New York:  
The Museum of Modern Art, 1992). The exhibition Picasso and Braque: 

Pioneering Cubism was presented at The Museum of Modern Art in 
1989–90; the show subsequently traveled to the Kunstmuseum Basel, 
in 1990.

 7. Anne Umland and Adrian Sudhalter, with Scott Gerson, eds., Dada in  

the Collection of The Museum of Modern Art, Studies in Modern Art 9  
(New York: The Museum of Modern Art, 2008). Dada was presented at 
the Centre Pompidou, Paris (2005–06), and at The National Gallery  
of Art, Washington, D.C. (2006). The 2006 MoMA presentation was 
coordinated by Anne Umland.

 8. Anne Umland, Picasso: Guitars 1912–1914 (New York: The Museum of 
Modern Art, 2011). 

 9. See the essay by Jeffrey Weiss on Head of a Man with a Hat (December 
1912) in Chapter 8 of this publication. Weiss discusses anthropologist 
Alfred Gell’s observation that objects are not dated; events are dated in 
a singular way, while objects have histories that include the date they 
were created. While common to earlier art historical practices, notably 
connoisseurship and provenance research, the idea of object histories 
was marginalized by structuralist and poststructuralist theories. 
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Organization and Navigation

Each of this publication’s fifteen chapters is devoted  

to a single object created by Picasso between 1912 and 

1914. Each chapter has six components: Portfolio of 

Images, Essay, Conservation Notes, Provenance, Selected 

Exhibitions, and Selected References, accessible through 

the persistent navigation bar running along the bottom 

of each page. The chapters are arranged chronologically 

by the date of the artwork discussed and can be paged 

through in sequence, from beginning to end. Alternatively, 

chapters (along with front and back matter) can be 

accessed through the Table of Contents. Tapping or 

clicking a comparative figure brings up a full-page view  

of that image, with caption. Selected artworks (the artist’s 

Guitar constructions) may be “rotated,” or viewed in  

the round. 

Note to the Reader

F.16Foreword  |  Introduction  |  Note to the Reader
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Examination and Technical Imaging

Works of art were examined using a stereobinocular 

microscope, standard nondestructive analytical 

techniques, and X-radiography. They were imaged 

under various lighting conditions, as appropriate to the 

given medium, including normal light (recto and verso), 

raking light, transmitted light, infrared illumination, and 

ultraviolet illumination. These images provide information 

about the surface or material constitution of Picasso’s 

works. The artist’s two Guitar constructions were imaged 

so as to provide 360-degree views of the works. The 

goal is to share technical information about these relief 

constructions; it is understood that Picasso intended 

them to be viewed primarily hanging on a wall.

Portfolio of Images

An extensive portfolio of conservation images of the 

artwork, compiled and created for this publication, is 

presented at the beginning of each chapter without 

comment. At the authors’ discretion, selected images 

are integrated into the Essay, Conservation Notes, and 

other texts. In this way, the authors engage with a newly 

expanded and detailed body of information about the 

work of art. 

Essay

Each essay offers a fresh perspective on an individual  

artwork. Authors were invited to examine works 

unframed, study imaging and object research compiled 

by the staff of The Museum of Modern Art, and 

consult with the Museum’s conservators. Essays are 

complemented by text figures and by detail images of 

F.17Foreword  |  Introduction  |  Note to the Reader
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the artwork discussed. Translations are provided by 

the author, unless otherwise indicated. Bylines for the 

authors appear below the texts. 

Conservation Notes

The Conservation Notes discuss the artist’s materials and 

methods, based on technical examination and archival 

documentation of the artwork, and record physical 

changes observed through historical photographs of 

the work. They include information about significant 

conservation treatments of the work undertaken since 

it entered the collection of The Museum of Modern Art 

(omitting routine treatments such as the mending of tears 

and superficial surface cleaning). Important information 

about the facture and materials of the fifteen objects and 

other, closely related works of art was gathered during  

the exhibition Picasso: Guitars 1912–1914, held at  

The Museum of Modern Art in 2011. The Conservation 

Notes are authored by Scott Gerson (SG).

Provenance

The Provenance lists all known owners of the artwork 

and their dates of ownership. The first owner listed was 

the first to own the work after the artist, unless otherwise 

noted. Approximate dates are preceded by “c.” “By” 

precedes the earliest date a work is recorded as part 

of a collection when the exact date of acquisition is not 

known. The means of acquisition, if known, is indicated 

after the collection name. Speculative information is 

presented in square brackets. Archival photographs 

documenting a work installed in a private home are 

provided in select instances. 

The notes to the Provenance provide essential 
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biographical background about each owner, identify 

key evidence and secondary sources that support the 

ownership history as outlined, and suggest additional 

literature for further reading on a dealer or collector. The 

notes include full citations for published references and 

for archival materials consulted. Provenance notes are 

authored by Blair Hartzell (BH), based on primary and 

secondary research.

Selected Exhibitions

Exhibitions that included the artwork are listed 

chronologically. The list aims to be comprehensive 

through the 1930s, a decade that saw the first Picasso 

retrospectives in Europe and the United States. 

Thereafter, the list is selective. Historical installation 

views of the work are provided in some instances, 

highlighting the context in which it was exhibited at a 

given moment. 

Exhibition titles and dates derive from the records 

of The Museum of Modern Art and published sources. 

The exhibition catalogue or checklist number assigned 

to a work (“Cat. no.” or “Checklist no.”) or the catalogue 

page on which it is listed or reproduced (“Cat. p.”) is 

included when available. The title under which a work was 

exhibited is noted parenthetically if it differs significantly 

from the widely accepted title. Unconfirmed information 

appears in square brackets.  

When an exhibition traveled, additional venues and 

dates of exhibition are listed wherever known, though 

it has not been possible to determine that a work was 

displayed at every venue. Confirmed information about a 

work’s exhibition at selected venues is provided wherever 

possible. An effort has been made to list those instances 

F.19Foreword  |  Introduction  |  Note to the Reader
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when a work was exhibited for the first time, exhibited in 

a new country, or exhibited to a new audience. However, 

exhibitions organized by The Museum of Modern Art’s 

Department of Circulating Exhibitions or International 

Council generally are excluded, with the exception  

of a few select tours run through these departments that 

contributed to the visibility and history of the works in  

a unique way.

Selected References 

Published references to the artwork are listed chrono-

logically. All known reproductions of the work and 

references to it are included through 1942, when the 

first catalogue raisonné volume covering Picasso’s Cubist 

work from late 1912 onward was published by Christian 

Zervos. An image of the earliest known reproduction of 

the work accompanies the References (usually picturing 

the two-page spread in which the photograph was 

published), providing information about the context 

in which reproductions first circulated and critical 

documentation of the condition of the work.

While many of the works featured in this publication 

have been widely reproduced and cited, few sources to 

date have studied them in depth. The selected references 

provide new information or situate a work in a new context 

for discussion, though that discussion is not always 

extensive. Catalogues raisonnés are consistently included. 

Exhibition catalogues listed under Exhibitions may appear 

in the References as a bibliographic citation. Many 

museum catalogues and synthetic, introductory texts are 

omitted. English editions or translations are favored.

When the caption that accompanies a reproduction of 

an artwork differs significantly from the widely accepted 
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title for the work, the caption information is noted 

parenthetically. The page on which a work is discussed 

is noted, preceded by “Ref. p.” For a reproduction of a 

work, catalogue number (“Repr. cat. no.”), page number 

(“Repr. p.”), plate number (“Pl.”), or text-figure number 

(“Fig.”) is given.

Glossary

The Glossary provides general information about the 

materials and techniques discussed in this publication. 

Glossary entries describe materials in the forms in which 

they were available to the artist in France in 1912–14 

and define techniques as they were practiced most 

commonly at that time. Often, Picasso’s approach in 

employing a craft technique or incorporating a fine art 

material ran counter to its widespread, traditional use. 

The Glossary is authored by Scott Gerson (SG).

Titles

Picasso seldom assigned titles to his works. The titles 

used here have been formalized from descriptive titles 

used by generations of dealers, collectors, and scholars. 

English titles are not always literal translations from  

the French, but rather represent how the works are known 

in this language.

Places and Dates of Execution

The 1979 catalogue raisonné of Picasso’s Cubist years 

by Pierre Daix and Joan Rosselet is the primary reference 

consulted here for dates and locations. It was prepared 

in consultation with the artist and refines or corrects 
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many dating inaccuracies regarding 1912–14 that were 

introduced by Christian Zervos in his 1942 catalogue 

raisonné. In some instances, it is superseded by revised 

dating proposed in connection with the 1989 exhibition 

Picasso and Braque: Pioneering Cubism at The Museum 

of Modern Art. Dating of works is also informed by 

documentary evidence regarding the artist’s location and 

activities at a given moment, inscriptions on the works, 

and the date that the works entered into the inventory of 

Picasso’s dealer, Daniel-Henry Kahnweiler.

Scholarly disagreement over issues of dating is 

sometimes discussed in essays and notes. Small but 

significant divergences of opinion are to be expected 

when an artist’s output over a very short period of time is 

being considered. 

Mediums and Dimensions

Mediums and dimensions are based on observations 

recorded by conservators at The Museum of Modern 

Art. The dimensions of a work are given in inches and 

centimeters. Height precedes width, followed, when 

applicable, by depth.

Collections

Most of the works featured in this publication are in the 

collection of The Museum of Modern Art. Credit line and 

accession number, which indicates the year in which the 

work entered the Museum’s collection, are provided for 

all works owned by MoMA. Other collections are cited as 

requested by the owners or custodians of the works.

F.22Foreword  |  Introduction  |  Note to the Reader

Sam
ple

 - C
ha

pte
r 3

 O
nly

 

Rea
d w

ith
 A

do
be

 A
cro

ba
t R

ea
de

r o
r P

ro



Catalogues Raisonnés 

Works catalogued in the key sources listed below are 

identified by the corresponding abbreviation, followed by 

the reference number assigned in that publication:

Z
Zervos, Christian. Pablo Picasso. 33 vols. Paris: Éditions Cahiers 

d’art, 1932–78.

D R
Daix, Pierre, and Joan Rosselet. Picasso: The Cubist Years, 1907–

1916. A Catalogue Raisonné of the Paintings and Related Works. 
Trans. Dorothy S. Blair. London: Thames & Hudson, 1979.

S
Spies, Werner, with Christian Piot. Picasso: The Sculptures. Trans. 

Melissa Thorson Hause and Margie Mounier. Osterfildern and 
Stuttgart: Hatje Cantz, 2000.

Locations, Inscriptions, and Labels

“Recto” refers to the front of a work. “Verso” refers to the 

back. Inscriptions and labels, especially those applied 

prior to MoMA’s acquisition of a work, are referred to 

throughout the Conservation Notes and Provenance. 

How to Cite

Sample bibliographic citations follow The Chicago Manual 

of Style, 16th edition. You may wish to indicate which 

version of Picasso: The Making of Cubism 1912–1914 you 

consult—app or PDF—though the pagination is consistent 

across versions. 

E S S A Y
Cowling, Elizabeth. “Student with a Pipe.” In Picasso: The Making of 

Cubism 1912–1914, edited by Anne Umland and Blair Hartzell, 
14.2–14.7. New York: The Museum of Modern Art, 2014. 
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C O N S E R VA T I O N  N O T E S
Gerson, Scott. “Guitar: Conservation Notes.” In Picasso: The Making  

of Cubism 1912–1914, edited by Anne Umland and Blair Hartzell, 
3.23–3.27. New York: The Museum of Modern Art, 2014.

P R O V E N A N C E
Hartzell, Blair. “Composition with a Violin: Provenance.” In Picasso: The 

Making of Cubism 1912–1914, edited by Anne Umland and Blair 
Hartzell, 7.11–7.18. New York: The Museum of Modern Art, 2014.

E X H I B I T I O N S 
Umland, Anne, and Blair Hartzell, eds. “Bottle and Wineglass: Selected 

Exhibitions.” In Picasso: The Making of Cubism 1912–1914,  
5.19–5.20. New York: The Museum of Modern Art, 2014.

R E F E R E N C E S
Umland, Anne, and Blair Hartzell, eds. “Head of a Man with a Hat: 

Selected References.” In Picasso: The Making of Cubism 1912–

1914, 8.19–8.21. New York: The Museum of Modern Art, 2014.
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Guitar 
Paris, October–December 1912. Paperboard, paper, thread, string,  

twine, and coated wire, 25 ¾ × 13 × 7 ½" (65.1 × 33 × 19 cm).  

The Museum of Modern Art, New York. Gift of the artist, 640.1973. S 27A 

360° Front X-ray
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Picasso constructed Guitar in the final months of 1912, 

sometime between October and December.1 For most 

of the following 102 years the work sat, disassembled 

and hidden from view, inside an Old England department 

store box.2 But it was not unknown. The publication of 

photographs of Guitar, taken as Picasso repositioned it in 

ever-varying installations in his studio between 1912 and 

1916, conditioned public knowledge of the work, and 

continued to do so even after the artist had packed away 

the object.3 Its history is characterized by discontinuous 

yet overlapping narratives: of the work in the artist’s 

studio; as it was presented through the medium of 

photography; and as it has been, or can be, installed 

within the museum. 

In his childhood, Picasso’s virtuoso cutting skills 

were a source of delight to his family and friends. They 

marveled at how he could capture, for example, the turn 

of a paw and a scruffy fur throat in a tiny paper cutout of a 

dog [1].4 The awkward contours of Guitar evoke the hand 

Guitar 
Paris, October–December 1912. Paperboard, paper, thread, string,  

twine, and coated wire, 25 ¾ × 13 × 7 ½" (65.1 × 33 × 19 cm).  

The Museum of Modern Art, New York. Gift of the artist, 640.1973. S 27A 

1
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1. Pablo Picasso (Spanish, 1881–1973). Dog. Malaga, c. 1890. Paper, 2 3/8 × 3 5/8" (6 × 9.2 cm).  
Museu Picasso, Barcelona
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of the artist in a very different way, as he manipulated 

his ordinary materials.5 Picasso built Guitar, one of 

the earliest known surviving Cubist constructions, out 

of paperboard, tacks, glue, thread, and a few lengths 

of twine, string, and coated wire [2].6 Cutting, folding, 

bending, pinning, pasting, and sewing, he solved 

whatever technical issues arose as he encountered them. 

Picasso’s unrehearsed methods bore little resemblance 

to the codified practices of the academy or the workshop.7 

His approach to forming a three-dimensional object out of 

flat planes might recall craft techniques, such as those of 

a luthier, but the resulting work has none of the fine finish 

valued by master craftsmen.8 

For some period prior to making Guitar, Picasso had 

been drawing dozens of impossible-to-build guitarists 

[3].9 As he pursued this constructive vein further, stringed 

instruments became objects of investigation in drawing, 

papier collé, mixed-medium painting, and relief sculpture. 

In autumn–winter 1912 Picasso was interested most 

keenly in how negative space figures and how it can be 

activated in different mediums. For example, in one work 

from the period [4], painted planes stop at passages of 

bare canvas, which the artist held in reserve on either 

side of his drawn charcoal lines. Similarly, the cut-out 

shapes of Violin [5] suggest a preoccupation with different 

methods of framing emptiness so that it registers as 

positive. In his slight, fragile Guitar, Picasso engineered 

openness as a defining feature. 

 Picasso made Guitar at a critical juncture in his 

dialogue with the French artist Georges Braque, whose 

paper sculptures, now lost, served as a precedent and 

reference.10 While the two artists had worked closely 

for years—in Braque’s words, “like mountain-climbers 

2

3

4

5
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3. Pablo Picasso (Spanish, 1881–1973). Guitarist (Idea for a Construction?).  
Céret or Sorgues, summer 1912. Conte crayon on paper, 12 1/8 × 7 11/16" 
(30.9 × 19.5 cm). Musée National Picasso, Paris. Dation Pablo Picasso, 1979

4. Pablo Picasso (Spanish, 1881–1973). Guitar. Begun Sorgues, summer 1912; completed Paris,  
winter 1912–13. Oil and charcoal on canvas, 28 ½ × 25 5/8" (72.5 × 60 cm). Nasjonalmusset for Kunst, 
Arkitektur, og Design, Oslo

5. Pablo Picasso (Spanish, 1881–1973). Violin. Paris, autumn–winter 1912. 
Cut-and-pasted paper inside folded-and-pasted paper with charcoal, 12 3/8 × 9 ¼" 
(31.5 × 23.5 cm). Musée National Picasso, Paris. Dation Pablo Picasso, 1979
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roped together”—their work in the last months of 1912 

grew visibly distinct, even as they shared mediums and 

techniques.11 Correspondence between the two artists 

documents that by October 9, 1912, once settled back 

in Paris after spending the summer in Céret and Sorgues, 

Picasso was developing a new work, probably the 

cardboard construction we now call Guitar.12 

 Guitar is defined by the gestures of cutting and 

shaping rather than painting, but the work is nonetheless 

oriented toward certain pictorial issues, such as planarity 

and cast shadows.13 As a relief sculpture, it hangs on the 

wall like a painting but engages with space like an object. 

While it would be stingy to limit the inspiration for the 

work to something “real,” Guitar evokes the instruments 

commonly seen hanging in the studios of Picasso, Braque 

[6], and their contemporaries—and in the studios of 

generations of artists before them—one of many objets 

waiting to be recombined into endless variations on a still 

life arrangement.

The poet, critic, and editor Guillaume Apollinaire 

described, in early 1913, that recently Picasso had 

“renounced ordinary paints to compose relief pictures 

made of cardboard, or papiers collés.”14 Apollinaire 

must have seen works like those captured in at least four 

photographs of Picasso’s Paris studio at 242, boulevard 

Raspail [7–10].15 Did he visit the studio, around December 

14–21, after these works were finished but before 

Picasso left for Céret and Barcelona?16 Or did he see the 

photographs? The pictures appear to have been taken 

in a single session in mid-December 1912 (or perhaps 

February 1913).17 

These photographs offered Picasso insight in addition 

to documentation.18 Across the images, Guitar is central 

and constant, with different drawings and papiers 

6

7

8

9

10
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6. Georges Braque in his studio at 101, rue Caulaincourt. Paris, 1911. 
Photographer unknown. Private collection

7. Picasso with an installation of works in his studio at 242, boulevard Raspail. Paris, mid-December 
1912 or February 1913. Gelatin silver print, 4 1/8 × 3 ¼" (10.5 × 8.2 cm). Photographer unknown. 
Archives Olga Ruiz-Picasso, courtesy Fundación Almine y Bernard Ruiz-Picasso para el Arte, Madrid

8. Installation in Picasso’s studio at 242, boulevard Raspail. Paris, mid-December 1912 or February 
1913. Gelatin silver print, 3 3/8 × 4 11/16" (8.6 × 11.9 cm). Photographer unknown, possibly Pablo 
Picasso (Spanish, 1881–1973). Private collection

9. Installation in Picasso’s studio at 242, boulevard Raspail. Paris, mid-December 1912 or February 1913. 
Gelatin silver print, 3 3/8 × 4 ½" (8.6 × 11.5 cm). Photographer unknown, possibly Pablo Picasso (Spanish, 
1881–1973). Private collection

10. Installation in Picasso’s studio at 242, boulevard Raspail. Paris, mid-December 1912 or February 1913. 
Modern print from original glass negative, 3 9/16 × 4 ¾" (9 × 12 cm). Photographer unknown, possibly Pablo 
Picasso (Spanish, 1881–1973). Archives Picasso. Musée National Picasso, Paris
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collés pinned around it for consideration, presumably in 

relation to one another and to Guitar.19 The works feature 

different means of signaling depth—alternatives to long-

standing codes of illusionistic representation—whether 

drawn, collaged, or constructed.20 The photographs bring 

this multiplicity of techniques together for investigation 

through the unifying, pictorializing, flattening qualities of 

mechanical reproduction. 

Picasso’s process for making assemblages and 

collages in this period was described in the first 

monograph on the artist, written by Russian critic Ivan 

Aksenov: 

He puts different household trash—pieces of 

boxes, ink bottles, visiting cards, pieces of 

cardboard, rules, violin fragments—on wooden 

panels, ties them all together with string, impales 

them on nails, and hangs it on the wall; sometimes 

he calls in a photographer.21

One such purposefully cobbled-together work, no  

longer extant as photographed, was the still life with 

Guitar [11]. This work dates to 1912/1913, for it includes 

the 1912 construction within a novel 1913 context. 

The new arrangement incorporated pieces of printed 

faux bois wallpaper (with selvage margin visible) and an 

image of a bottle, perhaps made by a stenciling process, 

which bore the unique patterning of the liquor brand Anis 

del Mono.22 Beneath Guitar, Picasso pinned a curving 

tabletop cut from a commercially made cardboard box, 

under which he affixed a folded piece of paper as a faux 

support pedestal. To the right of this composition he 

added a length of what was perhaps wood molding.23 

These elements were hung above an object whose edge 

is visible in the shadowy left corner of the photographic 

11
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11. Pablo Picasso (Spanish, 1881–1973). Still life with Guitar.  
Paris, 1912/1913. Paperboard, paper, thread, string, twine, 
and coated wire installed with cut cardboard box, paper, and 
wood molding, overall dimensions unknown (composition later 
disassembled). Photograph by Delétang for Galerie Kahnweiler, 
Paris. Archives Picasso. Musée National Picasso, Paris
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frame, possibly a wood panel or a piece of furniture. Thus 

the arrangement did not sit directly above the baseboard 

or floor but at some elevation on the wall. 

 The photographer of the 1913 still life composition 

was most likely Émile Delétang, who worked with Paris 

gallerists such as Daniel-Henry Kahnweiler (Picasso’s 

exclusive dealer per their December 1912 contract) and 

Ambroise Vollard (Picasso’s former dealer).24 Delétang’s 

photographs had various uses: they were sent to Picasso, 

who was eager to see images of his latest work; they 

were assembled into albums for visitors to Galerie 

Kahnweiler, at 28, rue Vignon, to consult and purchase 

copies of; and they were sent out for publication or for 

consideration by potential buyers.25 The restricted scope 

of the photographer’s camera lens functioned not unlike 

a traditional frame for the still life with Guitar. Following 

the conventions of fine art photography, Delétang 

(presumably with Picasso’s approval) mediated its 

relationship to its surroundings, cutting out the temporal 

and spatial specifics of the artist’s workspace. We can 

surmise, however, from comparison of the uncropped and 

the published versions of a contemporaneous photograph 

by Delétang [12, 13], what the overall environment at such 

a session in Picasso’s studio was like.26 

Even within the very circumscribed visual field of the 

1913 photograph, Guitar and its surrounding paper and 

wood elements complicated the status of the “support,” 

transforming the wall into an essential, if variable and 

replaceable, part of the artwork. Picasso’s incorporation 

of non-art objects into his work, such as the insertion 

of Gertrude Stein’s calling card into a collage or the 

addition of a silver absinthe spoon to a cast sculpture 

[14], are often cited as irreverent and disjunctive triumphs 

of Cubism.27 However, Picasso’s still life with Guitar, as 

12

13

14
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12. Installation in Picasso’s studio in Paris, with Guitar and Bottle 

of Bass (1913) at center. Photograph by Delétang for Galerie 
Kahnweiler, Paris. The Metropolitan Museum of Art, New York. 
Gift of Edward Burns, 2013

13. Picasso’s Guitar and Bottle of Bass (1913) as first published in Les Soirées de Paris, no. 18 (November 15, 
1913): 27. Photograph by Delétang for Galerie Kahnweiler, Paris. MoMA Library

14. Pablo Picasso (Spanish, 1881–1973). Glass of Absinthe. Paris, spring 1914. Painted bronze 
with absinthe spoon, 8 ½ × 6 ½ × 3 3/8" (21.6 × 16.4 × 8.5 cm), diam. at base 2 ½" (6.4 cm). The 
Museum of Modern Art, New York. Gift of Louise Reinhardt Smith, 292.1956
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arranged and as photographed, was perhaps more subtly 

and more radically destabilizing to artistic conventions. 

The installation activated space, marshaling it into service 

as a critical component of the work.28 

The brief run of the avant-garde journal Les Soirées de 

Paris [15] included many modern firsts, including the first 

publication of an image of Guitar, inserted into its new still 

life arrangement, in November 1913 [16].29 At that time 

the journal had been reorganized and refinanced and 

was under the direction of Apollinaire and Jean Cérusse 

(a pseudonym for the Russian duo of Serge Jastrebzoff 

and Baroness Hélène d’Oettingen), and the five black-

and-white reproductions in the November issue were a 

new feature.30 All were identified as “Nature morte” and 

attributed to Picasso in the accompanying captions. From 

the moment this image of the still life with Guitar was 

published, it was critically recognized in journals such 

as L’Art décoratif as a kind of work that was “momentary 

and destined only to be photographed.”31 A fictional 

conversation between visitors to the Salon d’Automne, 

published in L’Occident in December 1913, highlights 

how, if you were not invited to cross the threshold of the 

artist’s studio, you had but two venues in which to find 

reproductions of Picasso’s latest work: “Have you seen 

Picasso’s still lifes, at Kahnweiler’s, or those reproduced 

in Les Soirées de Paris?”32 

 Records maintained by the directors of Les Soirées 

de Paris provide more precise insights into the circle of 

readers who first saw reproductions of Picasso’s still 

life constructions.33 It has been repeated, and probably 

a little exaggerated, that the appearance of the “cinq 

natures mortes de Picasso” in November 1913 caused a 

kerfuffle among readers, many of whom cancelled their 

subscriptions.34 Those devoted to modern art, including 

15

16
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15. Cover of Les Soirées de Paris, no. 18 (November 15, 1913). MoMA Library

16. Still life with Guitar (1912/1913) as first published in Les Soirées de Paris, no. 18 (November 15, 1913): 13. 
MoMA Library
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Sonia Delaunay, Raoul Dufy, and Vollard, maintained their 

subscriptions from 1912 through 1914. And certainly a 

number of new subscribers from throughout the French 

capital [17, 18] and across Europe [19, 20] who joined up in 

December 1913 were attracted, rather than scandalized, 

by material like the still life with Guitar.35 A page from the 

notebook in which subscriptions were recorded [21] gives 

a sample of the international network of artists, dealers, 

and collectors who made up the journal’s core readership. 

For these readers—and for today’s—Les Soirées de 

Paris captured not only Picasso’s ephemeral still life 

assemblages but also a fleeting moment in the European 

art world, before the outbreak of World War I. The journal’s 

last issue is dated July/August 1914. 

  Shortly before the still life with Guitar was launched 

into the world by Les Soirées de Paris, Picasso moved from 

boulevard Raspail to a nearby studio and living space at 

5 bis, rue Schoelcher.36 There, in early 1914, he made a 

new, closely related Guitar construction in sheet metal, 

possibly disassembling the cardboard version and tracing 

its components to make templates for shapes to be cut 

in metal.37 The complex history of the cardboard Guitar 

indicates that it was not made solely for this purpose, 

though for a period it was referred to in the Picasso 

literature as a “maquette” for the sheet metal iteration.38 

Picasso continued to adjust and augment the still life 

context for Guitar, as documented in a studio portrait from 

1914–16 [22]. This image shows the Les Soirées de Paris 

assemblage with additional paper elements to the upper 

right and lower left.39 These hard-to-decipher additions 

indicate that the construction was ever evolving for the 

artist, that Guitar and its attendant circumstances were 

not set, even after it was photographically “fixed” and 

published in a particular formulation.

17

18

19

20

21

22
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17. A 1913 subscription card from Morgan Russell (American, 1886–1953) for Les Soirées de Paris. 
Bibliothèque Historique de la Ville de Paris, Fonds Guillaume Apollinaire, Collection Pierre-Marcel Adéma
18. A 1913 subscription card from Leon Bakst (Russian, 1866–1924) for Les Soirées de Paris. Bibliothèque 
Historique de la Ville de Paris, Fonds Guillaume Apollinaire, Collection Pierre-Marcel Adéma

19. A 1913 subscription card from Umberto 
Boccioni (Italian, 1882–1916) for Les Soirées de 

Paris. Bibliothèque Historique de la Ville de Paris, 
Fonds Guillaume Apollinaire, Collection Pierre-
Marcel Adéma

20. A 1913 subscription card from Adolf Loos (Austrian, born Czech Republic. 1870–1933) for Les Soirées de 

Paris. Bibliothèque Historique de la Ville de Paris, Fonds Guillaume Apollinaire, Collection Pierre-Marcel Adéma

21. A typical page from the subscription book for Les Soirées de Paris, with 
subscription information for artists (Raoul Dufy, Sonia Delaunay, Charles 
Despiau, and André Derain), a dealer (Max Dietzel of Der Neue Kunstsalon, 
Munich), and a collector (Jacques Doucet). A dropped subscription is crossed 
out in ink and red pencil. Bibliothèque Historique de la Ville de Paris, Fonds 
Guillaume Apollinaire, Collection Pierre-Marcel Adéma

22. Picasso in his studio at 5 bis, rue Schoelcher, with his still life with Guitar at upper right. 
Paris, 1914–16. Gelatin silver print, 7 1/16 × 5 1/8" (18 × 13 cm). Photographer unknown. Archives 
Picasso. Musée National Picasso, Paris
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Guitar was never publicly exhibited during Picasso’s 

lifetime as a solo object or as part of a still life 

assemblage, and no photographs of the work hanging in 

any of his later homes or studios are known. In October 

1916, when the artist moved to 22, rue Victor Hugo 

in Montrouge, on the outskirts of Paris, Apollinaire 

and French poet Jean Cocteau helped Picasso pack.40 

Gertrude Stein recalled that “it was during this moving 

that the objects made of paper and zinc and tin were 

lost and broken.”41 Guitar certainly was disassembled, 

though it was not lost. Later Picasso confirmed for French 

Surrealist André Breton that those “early constructions 

have long since been dismembered.”42 Picasso did 

not recall saving what William Rubin described as “the 

ancillary paper forms which were added to make up the 

Still Life of 1913.”43 He did, however, indicate that he had 

saved Guitar and the cardboard tabletop.44

 In the last years of his life, Picasso promised  

The Museum of Modern Art that the cardboard Guitar  

and its accompanying tabletop would, ultimately, join  

his 1971 gift of the sheet metal Guitar.45 Sometime  

in the summer following the artist’s death, in April 1973, 

Rubin (director of the Museum’s Department of Painting 

and Sculpture) travelled to Mougins, France, to retrieve 

this promised gift. The constituent pieces arrived at 

MoMA squashed and dirty [23, 24], and the work was 

reassembled by Museum conservation staff several years 

later.46 Picasso had initially tacked pieces like the curving 

face of Guitar into position [25]; during the conservation 

treatment, this component (still bearing holes) was more 

securely attached [26].47

Guitar, in its reconstructed state, was first photo-

graphed on view in the Museum’s 1980 retrospective 

devoted to Picasso [27]. At that time the decision  

23

24

25

26

27
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23. Pieces of Guitar and its tabletop prior to reassembly. Photographed at  
The Museum of Modern Art, New York, by Edward F. Fry, May 31, 1979. 
University of Pennsylvania, Philadelphia, Rare Book & Manuscript Library, 
Edward F. Fry Papers

24. Pieces of Guitar prior to reassembly. Photographed at The Museum of Modern Art, New York, by  
Edward F. Fry, May 31, 1979. University of Pennsylvania, Philadelphia, Rare Book & Manuscript Library,  
Edward F. Fry Papers

25. Detail of Guitar, as photographed in 1913

26. Detail of Guitar, as photographed in 2010

27. Guitar installed in the exhibition Pablo Picasso: A Retrospective, The Museum of Modern Art, New York,  
May 22–September 16, 1980. MoMA Archives. Photographic Archive
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was made, presumably at the discretion of Rubin, to  

install the work without the additional cardboard  

element, and the tabletop was carefully tucked away in  

the Museum’s storage, where it was to remain for several 

decades.48 The decision to install Guitar in this way 

was not without precedent among the artist’s Cubist 

constructions. In particular, Violin [28] is an important 

touchstone. Picasso moved Violin around his studio, 

photographing it in early 1913 within a temporary 

assemblage [29].49 Some months later, Delétang 

photographed the construction within a composed 

arrangement of wallpaper and artists’ papers [30], which 

was published among the five “Nature morte” plates in 

the November 1913 issue of Les Soirées de Paris. From 

this composition, Picasso appears to have saved and 

stored only Violin, much as he saved Guitar, which he 

packed away in that Old England box. Moreover, Picasso 

selected or approved Violin—the individual construction—

for inclusion among the many loans from his private 

collection to the landmark 1966 Paris retrospective 

Hommage à Pablo Picasso.50 While the loans for this show 

were being inventoried and packed at Picasso’s Mougins 

home, art historian Roland Penrose observed the artist’s 

delight as he retrieved from the depths of storage 

his Cubist reliefs, “which he had formerly discarded 

as hopelessly damaged and is now putting together 

again.”51 Violin was among the works repaired prior to the 

exhibition, where it hung above the sheet metal Guitar in 

a vitrine in the Petit Palais installation [31]. Its inclusion 

suggests that Picasso considered his selectively saved 

relief components to have an exhibition value, that they 

were more than fragments of a missing whole. 

 In 2011, Guitar was installed at MoMA in the 

exhibition Picasso: Guitars 1912–1914, reunited with the 

28

29

30

31

3.10 Guitar |  Conservation  Provenance  Exhibitions  References

28. Pablo Picasso (Spanish, 1881–1973). Violin. Paris, 
autumn–winter 1912. Paperboard, ink, watercolor, pencil, 
and string, 23 1/16 × 8 ¼ × 2 15/16" (58.5 × 21 × 7.5 cm). 
Staatsgalerie Stuttgart. Purchase, 1986

29. Picasso in his studio at 242, boulevard Raspail. Paris, on or after 
January 25 and before March 10, 1913. Gelatin silver print, 4 3/16 × 3 3/16" 
(10.7 × 8.1 cm). Photographer unknown. Archives Olga Ruiz-Picasso, 
courtesy Fundación Almine y Bernard Ruiz-Picasso para el Arte, Madrid

30. Still life with Violin (1912 /1913), as first published in Les Soirées de Paris, no. 18 (November 15, 1913): 
45. Photograph by Delétang for Galerie Kahnweiler, Paris. MoMA Library

31. Violin installed above the sheet metal Guitar in the exhibition Hommage à Pablo Picasso, Petit Palais, Paris, 
November 19, 1966–February 12, 1967. Archives Petit Palais, Musée des Beaux-Arts de la Ville de Paris
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cardboard tabletop to form a still life [32]. Recognition of 

this exhibition possibility had not come until 2005, when 

art historian Christine Poggi prompted the rediscovery 

of the cardboard tabletop in the Museum’s holdings.52 

Alone, Guitar is quietly straightforward, despite all 

that is radical, for the history of modern art, about the 

techniques that Picasso used to construct it. Combined 

with the tabletop [33], its spatial gambits are made  

more apparent, and its distinctness from the sheet metal 

Guitar is more pronounced. 

Guitar belongs to a class of objects counted in history 

as “firsts” because it is a sculpture that is neither carved 

nor cast. This primacy, this condition of firstness, has 

had the effect of eclipsing another revolutionary quality: 

the work’s absence of resolution. What was fixed and 

enduring in the mediums of marble and bronze is in 

cardboard and paper a constellation of parts, a set of 

relationships. In truth, it is a moving target in modern art. 

One can only discuss Picasso’s construction as it was 

presented in a given moment, in a particular iteration. The 

artist’s resituating and repurposing of Guitar highlights a 

certain hallmark of his Cubism, insofar as it was bound by 

perpetual practice and not a set manifesto. On October 9, 

1912, Picasso wrote to Braque that he was “in the 

process of imagining a guitar.”53 It was a process that 

would continue for many years.

—Blair Hartzell

33

32
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32. Guitar installed in the exhibition Picasso: Guitars 1912–1914, The Museum of Modern Art, New York, 
February 13–June 6, 2011. Department of Imaging and Visual Resources, MoMA

33. Still life with Guitar. Paris, 1912 /1913. Paperboard, paper, thread,  
string, twine, and coated wire installed with cut cardboard box, overall: 
30 × 20 ½ × 7 ¾" (76.2 × 52.1 × 19.7 cm). The Museum of Modern Art,  
New York. Gift of the artist, 640.1973
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Notes

1. Much of the important work to establish the (now widely accepted)
October–December 1912 date for the execution of the cardboard Guitar

was presented by Yve-Alain Bois, Edward Fry, and William Rubin in the
1980s. See Bois, “Kahnweiler’s Lesson” (1987), in Painting as Model

(Cambridge, Mass.: MIT Press, 1993), pp. 66–97; Fry, “Picasso, Cubism,
and Reflexivity,” Art Journal 47, no. 4 (Winter 1988): 296–310; and
Rubin, Picasso and Braque: Pioneering Cubism (New York: The Museum of
Modern Art, 1989). Bois argued persuasively for the significance of
matters of chronology: “It is a question of articulating the development
of a certain formal logic (that of the ‘Picasso system’), and not of
retracing the biography of the individual Picasso” (p. 79). He also
posited that Picasso’s encounter with a Grebo mask in 1912 was pivotal
to the artist’s new conception of space.

My understanding of this work has been informed by countless 
opportunities to study it in exceptional company, which has included: 
Elizabeth Cowling, Scott Gerson, Megan Luke, Jeremy Melius, Claude 
Picasso, Christine Poggi, Anne Umland, Jeffrey Weiss, Diana Widmaier 
Picasso, and Lynda Zycherman.

2. Old England, purveyor of all things natty and British, closed its historic
retail shop at 12, boulevard des Capucines, Paris in 2012. According
to William Rubin, former director of the Department of Painting and
Sculpture at The Museum of Modern Art, Picasso had stored the
cardboard Guitar in an Old England box with a 1913 label, addressed to
the artist at 5 bis, rue Schoelcher. The label read “DEUX PANTALONS
ROUGES.” Per Rubin the box looked as if it had not been opened since
the First World War, though Picasso knew, c. 1971, exactly where
in his large villa in Mougins, France, it was stored. See Rubin in Lynn
Zelevansky, ed., Picasso and Braque: A Symposium (New York: The
Museum of Modern Art, 1992), pp. 241 and 260n9. The complete
transcript of this symposium discussion is stored in The Museum of
Modern Art Archives, Curatorial Files, Exh. #1529, Box 790, Folder
“Monday November 13 (am).” The Old England box could not be located
at the time of publication.

3. Related topics were explored in a panel chaired by Catherine Craft and
Janine Mileaf, “The Photographic Record: Images of and as Objects”
(panel discussion, College Art Association, 101st Annual Conference,
New York, February 15, 2013). On the relationship between photography
and sculpture, see Roxana Marcoci, The Original Copy: Photography of

Sculpture, 1839 to Today (New York: The Museum of Modern Art, 2010).
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4. For charming anecdotes about the cutouts Picasso made as a child,
see Jaime Sabartès, Picasso: Documents iconographiques, trans. Félia
Leal and Alfred Rosset (Geneva: Pierre Cailler, 1954), pp. 305–6.
On Picasso’s juegos de papel (games with paper) and his connection to
“the visual and ludic culture of childhood,” see Natasha Staller, A Sum of

Destructions: Picasso’s Cultures and the Creation of Cubism (New Haven,
Conn.: Yale University Press, 2001), p. 42. On the significance of cutting
and cutouts throughout Picasso’s career, see Elizabeth Cowling,
Picasso’s Late Sculpture: Woman. The Collection in Context (Málaga:
Museo Picasso Málaga, 2009).

5. For discussion of Cubist gestures, such as cutting, see Richard Shiff,
“Constructing Physicality,” Art Journal 50, no. 1 (Spring 1991): 42–47.

6. See Conservation Notes for details on the artist’s materials and
techniques. The 1912 Guitar construction is commonly referred to as
the “cardboard Guitar” and that convention is observed in this essay and
elsewhere in this publication. It is, however, possible to identify the
material more precisely as paperboard, composed of low-quality paper
pulp sandwiched between two smooth, lighter-colored surface papers.

Around this time, Picasso also made a Violin construction (DR 629b) 
and two smaller Guitar constructions (DR 555 and DR 556). These two 
Guitars, incorporating newspaper clippings from December 3, 1912, 
merit a thorough study in their own right. 

7. Christine Poggi has linked Picasso’s practice to the idea of bricolage,
borrowed from Claude Lévi-Strauss. For a detailed reassertion of the
historically specific conditions of the cardboard Guitar, independent of
the sheet metal version that followed it, and the connection to bricolage,
see Poggi, “Picasso’s First Constructed Sculpture: A Tale of Two
Guitars,” The Art Bulletin 94, no. 2 (June 2012): 274–97. See also Anne
Umland, Picasso: Guitars 1912–1914 (New York: The Museum of
Modern Art, 2011).

8. For a discussion of the crafts of box making, dressmaking, and tailoring,
and Picasso’s possible familiarity with the workshops in rue Rodier,
where violins and guitars were made, see Elizabeth Cowling, “The Fine
Art of Cutting: Picasso’s Papiers Collés and Constructions in 1912–14,”
Apollo 142, no. 95 (November 1995): 10–18.

9. See Chapter 1 in this publication for a discussion of the two Study for a

Construction drawings of spring or summer 1912. On the significance of
Picasso’s drawings in this period, see Pepe Karmel, Picasso’s Laboratory:

The Role of His Drawings in the Development of Cubism, 1910–14 (PhD
diss., New York University, 1993).

 10. Braque described these works as “sculpture en papier” in a letter to his
dealer, Daniel-Henry Kahnweiler, c. August 24, 1912. See Isabelle
Monod-Fontaine, ed., Donation Louise et Michel Leiris: Collection
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Kahnweiler-Leiris (Paris: Centre Pompidou, 1984), p. 27. For more on 
Braque’s innovations, see Monod-Fontaine with E. A. Carmean, Braque: 

The Papiers Collés (Washington, D.C.: National Gallery of Art, 1982). 

 11. Georges Braque, quoted in Dora Vallier, “Braque, la peinture et nous,”
Cahiers d’art 29, no. 1 (October 1954): 14. Braque and Picasso’s
papiers collés visibly differ, much more than the almost
indistinguishable paintings they had been producing for several years.
The relationship between their constructed sculptures of c. 1912 is a
matter for speculation, since none of Braque’s work in the medium
survives. For an introduction to the Picasso/Braque dialogue, see
William Rubin, Picasso and Braque: Pioneering Cubism (New York: The
Museum of Modern Art, 1989).

 12. Picasso, letter to Georges Braque, October 9, 1912 (this and other
materials from the Archives Galerie Louise Leiris, Paris, are not available
to researchers at present). This letter was first mentioned in Christian
Zervos, “Georges Braque et le développement du cubisme,” Cahiers d’art

7, nos. 1–2 (1932): 23. The full letter was reproduced in Isabelle
Monod-Fontaine with E. A. Carmean, Braque: The Papiers Collés

(Washington, D.C.: National Gallery of Art, 1982), figs. 39–40. Edward
Fry was the first to tentatively suggest the significance of this letter in
connection with the cardboard Guitar. See Fry, “Picasso, Cubism, and
Reflexivity,” Art Journal 47, no. 4 (Winter 1988): 305n24.

 13. Werner Spies argued that constructions such as Guitar “owe their
existence to a criticism of the pictorial.” See Spies, Sculpture by Picasso,
trans. J. Maxwell Brownjohn (New York: Harry Abrams, 1971), p. 46. See
also Margit Rowell, The Planar Dimension: Europe, 1912–1932 (New
York: The Solomon R. Guggenheim Foundation, 1979).

Several early 1913 canvases are indicative of how interrelated 
Picasso’s projects in construction and painting could be. Pepe Karmel 
argued that Guitar might have served as a model for at least five 
paintings. See Karmel, Picasso and the Invention of Cubism (New Haven, 
Conn.: Yale University Press, 2003), pp. 174–75.

 14. Apollinaire’s January 18, 1913, lecture, advertised as “Die neue
Malerei,” at Galerie der Sturm, Berlin, is thought to have been the first
public mention of Picasso’s new work. The fragmentary nature of the
subsequently published text, “Die moderne Malerei,” which appeared in
the February 1913 issue of Der Sturm, suggests that it corresponded to
a slideshow. See Philipp Rehage, ed., Correspondance Apollinaire-Walden:

Der Sturm, 1913–1914 (Caen, France: Lettres modernes minard, 2007).
With special thanks to Peter Read for his many insights about
Apollinaire’s lecture and article (e-mail correspondence with the author,
June 17, 2010).
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 15. The first photograph (fig. 7) is published here for the first time, with 
special thanks to Bernard Ruiz-Picasso, Cécile Godefroy, and the staff of 
the Fundación Almine y Bernard Ruiz-Picasso para el Arte, Madrid. The 
works pinned to the wall in this image are, clockwise from lower left: Violin 

(DR 524), Head of a Man (DR 532), Guitar (S 27A), and Musical Score 

and Guitar (DR 520). Other elements that appear on the wall include, 
from left to right, a printed image of the legendary African American boxer 

Jack Johnson and his opponent, James Jeffries, during the “Fight of
the Giants” in 1910; a mask, cut off at the top of the image, possibly of 
African origin; and, tucked behind the cardboard Guitar, a copy of the 
magazine L’Illustration théâtrale. The large rolled canvas partially visible 
at far left might be Picasso’s Les Demoiselles d’Avignon (DR 47). Bar 

Table with Bottle and Wineglass (DR 547) and Bottle of Bass and Guitar

(Z II [2] 376) are both visible in the piles of works on the floor. Five 
papiers collés incorporate the distinctive wallpaper visible in this 
photograph: DR 506, DR 513, DR 517, DR 519, and DR 523. The 
identity of the photographer remains to be determined, though Picasso 
seems to be the “author” of his studio photographs, even if someone 
else presses the shutter. It could have been a visitor to the studio, such 

as the artist’s close friends Georges Braque or Guillaume Apollinaire,
or perhaps Picasso’s partner, Eva Gouel. With thanks to Anne Umland for 

identifying the “Fight of the Giants” print.

 16. Apollinaire was living temporarily with Sonia and Robert Delaunay at
3, rue des Grands-Augustins, Paris, in November and December 1912.
See Robert Delaunay, Du Cubisme à l’art abstrait (Paris: SEVPEN, 1957),
p. 172.

 17. With gratitude to Scott Gerson for his careful analysis of these
photographs, which indicates that they were taken in a single session,
and to Louise Brody and Charles Poisay for the opportunity to visit
Picasso’s former atelier (July 18, 2011). See Epilogue for further
discussion of Picasso’s temporary studio installations. For more on
Picasso’s use of photography, see Anne Baldassari, Picasso photographe:

1901–1916 (Paris: Musée National Picasso, 1994).

 18. On March 21, 1913, Picasso wrote to his dealer, Daniel-Henry
Kahnweiler: “Yesterday I received the photos, which are good and please
me as usual, since they surprise me. I see my paintings differently from
how they are.” Picasso, letter to Kahnweiler, March 21, 1913 (Archives
Galerie Louise Leiris, Paris). Published in Isabelle Monod-Fontaine, ed.,
Donation Louise et Michel Leiris: Collection Kahnweiler-Leiris (Paris: Centre
Pompidou, 1984), p. 170. As Man Ray would later explain, “Photography
is not limited to the role of copyist. It is a marvelous explorer of the
aspects that our retina never records.” See Man Ray, “Apparences
trompeuses,” Paris-Soir (March 23, 1926). Eng. trans. in Christopher
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Phillips, ed., Photography in the Modern Era: European Documents and 

Critical Writings, 1913–1940 (New York: The Metropolitan Museum of 
Art, 1989), p. 12.

 19. William Rubin described the placement of Guitar as “alluding to its role
as generator” of the idea of papier collé. See Rubin, Picasso and Braque:

Pioneering Cubism (New York: The Museum of Modern Art, 1989), p. 35.
This chronology inverts the sequence, famously articulated by Clement
Greenberg, that figured constructed sculpture as a thing “extruded from
the picture plane” of collage (his essay was illustrated by a different
Guitar [DR 555]). See Greenberg, “The Pasted Paper Revolution,”
ARTnews 57, no. 5 (September 1958): 46–49, 60–61.

 20. For a discussion of Picasso’s ways of writing depth, see Rosalind Krauss,
“The Circulation of the Sign,” in The Picasso Papers (Cambridge, Mass.:
MIT Press, 1999), p. 33. Leo Steinberg suggested in conversation
with Yve-Alain Bois that there is a good reason for this concentration on
“the rendition of the qualities of the third dimension, for it is there
that one cannot do without a violent codification of ‘reality’ (traditional
perspective being only one possible code, which Picasso discards).”
See Bois, “The Semiology of Cubism,” in Lynn Zelevansky, ed., Picasso

and Braque: A Symposium (New York: The Museum of Modern Art,
1992), p. 177.

 21. This text has been dated to June 1914, though it was first published in
1917. See Ivan Aksenov, Picasso and Environs, in Ilia Dorontchenkov,
ed., Russian and Soviet Views of Modern Western Art, 1890s to Mid-

1930s, trans. Charles Rougle (Berkeley: University of California Press,
2009), p. 126.

 22. See Anne Umland’s detailed discussion of these components in
Picasso: Guitars 1912–1914 (New York: The Museum of Modern Art,
2011), p. 18.

 23. Christine Poggi suggested that this material might be corrugated
cardboard. See Poggi, “Picasso’s First Constructed Sculpture: A Tale of
Two Guitars,” The Art Bulletin 94, no. 2 (June 2012): 283.

 24. Delétang also worked with editors, such as Guillaume Apollinaire, who
frequently complained with his colleagues about the way the
photographer pestered them for payment. Correspondence between
Apollinaire and Serge Jastrebzoff on April 19, 20, and 25 and May 5,
1914, deals extensively with Delétang. At one point Jastrebzoff
wrote a postcard from Capri “solely to say that Delétang is a coglione!”
See Laurence Campa and Peter Read, eds., Guillaume Apollinaire:

Correspondence avec les artistes, 1903–1918 (Paris: Gallimard, 2009),
pp. 560–64.

3.16 Guitar |  Conservation  Provenance  Exhibitions  References

Sam
ple

 - C
ha

pte
r 3

 O
nly

 

Rea
d w

ith
 A

do
be

 A
cro

ba
t R

ea
de

r o
r P

ro



Apollinaire’s address book includes two entries: “Deletang [sic] 
photographe 157 rue de Grenelle, Paris,” and “Emile Délétang [sic], 
157, rue de Grenelle” (Bibliothèque Nationale de France, Papiers 
Apollinaire, NAF 16285–VI, folio 9). A transcription of Apollinaire’s 
address book was published in Que Vlo-Ve? 2, no. 3 (July–September 
1982): 1–26. In her study of Ambroise Vollard’s archives, Isabelle Cahn 
has suggested this photographer was named Étienne Delétang. Vollard’s 
address book has two entries: “Delétang, 12, rue de l’Université,” and 
“Delétang, 157, rue de Grenelle” (Musée d’Orsay, Paris, Vollard 
Archives, Ms 421, 4.11, folios 40–41). See Cahn, “The Vollard Archives: 
Myth and Reality,” in Rebecca Rabinow, ed., Cézanne to Picasso: 

Ambroise Vollard, Patron of the Avant-Garde (New Haven, Conn.: Yale 
University Press, 2006), pp. 263–68. It is possible that two 
photographers, both with the surname Delétang, shared a business. 

Delétang’s name also comes up in correspondence from 1913–14 
between Picasso and Kahnweiler. After receiving several photographs in 
the mail, Picasso observed that “lately Deletang [sic] has had a good 
hand.” Picasso, letter to Daniel-Henry Kahnweiler, July 21, 1914 
(Archives Galerie Louise Leiris, Paris). Published in Isabelle Monod-
Fontaine, ed., Donation Louise et Michel Leiris: Collection Kahnweiler-Leiris 

(Paris: Centre Pompidou, 1984), p. 171. 

 25. An image of the still life with Guitar is catalogued as no. 299 in
Kahnweiler’s photo files, per Alexandra Parigoris, “Les Constructions
cubistes dans Les Soirées de Paris: Apollinaire, Picasso, et les clichés
Kahnweiler,” Revue de l’art 82 (1988): 72n2.

Individual prints could be purchased by interested parties, such as 
Italian Futurist Umberto Boccioni, who implored fellow artist Gino 
Severini, “Get all possible indications on Braque and Picasso. . . . Go to 
Kahnweiler’s and if he has photos of the recent works (done after my 
departure) buy one or two of them.” Boccioni, letter to Severini, [June–
July] 1912. Quoted in Fanette Roche-Pézard, L’Aventure futuriste, 
1909–1916 (Rome: École Française de Rome, 1983), pp. 173–74.

 26. With thanks to Rebecca Rabinow, Leonard A. Lauder Curator of Modern
Art, The Metropolitan Museum of Art, New York, for bringing this
unpublished photograph to my attention. The cropped version of this
image, which appeared in Les Soirées de Paris in November 1913
(see notes 30 and 32, below), is noticeably smaller in size than the
other reproductions that ran in that issue.

 27. A canonical interpretation of Braque and Picasso’s collages, supported
by figures such as Daniel-Henry Kahnweiler and Alfred H. Barr, Jr.,
emphasized the introduction of the “real” into art. The well-known
examples mentioned here are DR 661 and DR 753–58. On the
invention of collage, see Christine Poggi, In Defiance of Painting (New
Haven, Conn.: Yale University Press, 1992).
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 28. For a related discussion of space, see Yve-Alain Bois, “Kahnweiler’s 
Lesson” (1987), in Painting as Model (Cambridge, Mass.: MIT Press, 
1993), p. 91. For further discussion of the confusion of boundaries in 
the still life with Guitar, as photographed, see Janine Mileaf, Please 

Touch: Dada and Surrealist Objects after the Readymade (Hanover, N.H.: 
University Press of New England, 2010), pp. 32–33.

 29. Guillaume Apollinaire and Jean Cérusse, eds., Les Soirées de Paris, no. 
18 (November 15), p. 13. Thus, Apollinaire was not only the first to 
publicly discuss Picasso’s cardboard constructions, in his Der Sturm 
lecture and article (see note 14, above), but also the first to publish an 
image of the cardboard Guitar. On the history of the journal, see Dawn 
Ades, “Les Soirées de Paris,” in Dada and Surrealism Reviewed (London: 
Arts Council of Great Britain, 1978), pp. 8–19. On the broader 
importance of Apollinaire’s activities in the early twentieth century, see 
Leah Dickerman, ed., Inventing Abstraction, 1910–1925: How a Radical 

Idea Changed Modern Art (New York: The Museum of Modern Art, 2012).

 30. The other works reproduced in this issue were DR 629a, DR 630, DR 
631, and DR 457. According to Imprimerie Union, Paris, this new series 
of Les Soirées de Paris (nos. 18–26/27) had a print run of one thousand 
copies. See Malcolm Gee, Dealers, Critics and Collectors of Modern 

Painting: Aspects of the Parisian Art Market Between 1910 and 1930 (New 
York: Garland, 1981), pp. 111–12. For an in-depth study of the 
November 1913 issue, see Alexandra Parigoris, “Les Constructions 
cubistes dans Les Soirées de Paris: Apollinaire, Picasso, et les clichés 
Kahnweiler,” Revue de l’art 82 (1988): 61–74. 

 31. [Maurice Testard?], “Bibliographie: Les Soirées de Paris,” L’Art décoratif 

(November 1913 supplement): 2. With thanks to Jeffrey Weiss for 
bringing this and the L’Occident reference (note 32, below) to my 
attention. See Weiss, The Popular Culture of Modern Art: Picasso, 

Duchamp, and Avant-Gardism (New Haven, Conn.: Yale University Press, 
1994), pp. xviii and 255n4.

 32. François Fosca, “Conversation sur la peinture au Salon d’automne,” 
L’Occident (December 1913): 482–83. The relaunch of Les Soirées de 

Paris coincided with the opening of the Salon d’Automne, at the Grand 
Palais, on November 14–15, 1913. Copies of the journal were 
distributed to those attending the November 14 vernissage, the night 
before the grand opening, and it was much discussed. See Les Soirées 

de Paris (Paris: Galerie Knoedler, 1958), n.p. 
The Les Soirées de Paris image of Guitar, in which the constructed 

instrument is situated within a composed still life, was the only 
photograph of the work reproduced until 1950. At that time two of  
the 1912–13 studio photographs (figs. 8 and 9) were reproduced  
in Cahiers d’art (Christian Zervos, “Oeuvres et images inédites de la 
jeunesse de Picasso,” Cahiers d’art 25, no. 2 [1950]: 281–82).  
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The Les Soirées de Paris photograph appeared as the primary entry for 
Guitar in the catalogue raisonné volumes authored by Christian Zervos 
(1942), Werner Spies (1971), and Pierre Daix (1979). After Guitar  
was reassembled in 1980, it was photographed and (for the first time, 
as a “solo” object) included in the revised edition of Spies with Christine 
Piot, Picasso: Das plastische Werk (Stuttgart: Hatje, 1983), cat. no. 27A. 
See References.

 33. The information that follows is based on consultation of the holdings
of the Bibliothèque Historique de la Ville de Paris, Fonds Guillaume
Apollinaire, Collection Pierre-Marcel Adéma. I thank Jean-Paul
Avice, Bibliothécaire adjoint, for the opportunity to consult these
uncatalogued papers.

 34. That these cancellations were motivated by the appearance of Picasso’s
still lifes was first noted in an anonymous text (based on information
provided by André Billy, former editor of the journal) in Les Soirées de

Paris (Paris: Galerie Knoedler, 1958), n.p.
The information entered in the notebook “Abonnements des ‘Soirées 

de Paris’” was maintained in alphabetical and chronological order, with 
the date of subscription, name, address, and the type of edition (if luxe) 
included. Entries were stamped “Payé Comptant” in purple ink, as 
appropriate, and cancelled subscriptions were crossed out with a 
horizontal line, usually in red pencil (the date of each cancellation is not 
noted). Out of the approximately 169 entries for paying subscribers, 33 
were crossed out. The names of those who dropped their subscriptions 
are largely unknown to an art historian. These cancelled subscriptions 
might have been the result of the overall change in editorial direction 
and the increased prices asked, beginning in November 1913 with issue 
eighteen. In fact, Jastrebzoff and Apollinaire had discussed in advance 
the uncertainty of retaining the few original subscribers, given that the 
journal was to radically change direction after seventeen issues. See 
Jastrebzoff, letter to Apollinaire, [September 1913], in Laurence Campa 
and Peter Read, eds., Guillaume Apollinaire: Correspondence avec les 

artistes, 1903–1918 (Paris: Gallimard, 2009), pp. 554–55. 

 35. Other new subscribers in the three months immediately following the
November 1913 relaunch of the journal included: Constantin Brancusi,
Paul Cassirer, André Derain, Jacques Doucet, Alfred Flechtheim, Marie
Laurencin, Fernand Léger, Henri Matisse, C. R. W. Nevinson, G. F. Reber,
Sergei Shchukin, and Maurice de Vlaminck. Free or exchange copies of
the journal, noted in a second notebook, circulated to critics, publishers,
and artists such as Roger Allard, Carlo Carrà, Blaise Cendrars, Henri
Focillon, André Gide, Maurice Raynal, André Salmon, Alfred Stieglitz,
Émile Verhaeren, André Warnod, and Herwarth Walden.
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 36. Picasso found the apartment in August and moved in sometime that 
autumn. See Judith Cousins and Hélène Seckel, “Chronology,” in Les 

Desmoiselles d’Avignon, Studies in Modern Art 3 (New York: The Museum 
of Modern Art, 1994), pp. 162–63.

 37. For further discussion of the sheet metal Guitar, see Chapter 15 in  
this publication.

 38. It appears that this term was introduced mainly by William Rubin, 
perhaps based on wording Picasso used in their private conversations  
in 1971–72. Rubin first used the term in his Picasso in the Collection  

of The Museum of Modern Art, Including Remainder-Interest and Promised 

Gifts (New York: The Museum of Modern Art, 1972), pp. 207–8.

 39. For further discussion of this photograph, see Anne Umland, Picasso: 

Guitars 1912–1914 (New York: The Museum of Modern Art, 2011), 
pp. 17–19; and Anne Baldassari, Picasso photographe: 1901–1916 

(Paris: Musée National Picasso, 1994), p. 64. 

 40. Picasso moved c. October 14–21, 1916, per Judith Cousins and Hélène 
Seckel, “Chronology,” Les Demoiselles d’Avignon, Studies in Modern Art 3 
(New York: The Museum of Modern Art, 1994), p. 171. See also 
documents Picasso filed with the police about his move to Montrouge 
(documents seized by the Germans and subsequently by the Russians, 
and only returned to France in 2000), in Olivier Picasso, Pierre Daix, and 
Armand Israël, Dossier de la préfecture de police, 1901–1940 (Paris: 
Éditions des catalogues raisonnés, 2003).

 41. Gertrude Stein, Picasso (London: B. T. Batsford, 1938), p. 28.

 42. André Breton, “80 carats . . . mais une ombre,” Combat (November 2, 
1961): 2. Breton reflected: “I rediscover my youthful vision when I call to 
mind my first encounter with Picasso’s work, at second hand, through an 
issue of Apollinaire’s Soirées de Paris which included rather hazy 
reproductions of five of his latest still lifes (the date was 1913).”

 43. See William Rubin, Picasso in the Collection of The Museum of Modern Art, 

Including Remainder-Interest and Promised Gifts (New York: The Museum  
of Modern Art, 1972), p. 207n1. Presumably this information was  
based on his conversations with the artist in 1971–72. Perhaps this 
recollection does not entirely preclude the possibility that some or all of 
the paper pieces were inadvertently “saved” by Picasso, a well-known 
pack rat, though they have never been identified in the holdings of the 
Musée Picasso, its archives, or the heirs’ collections.

 44. William Rubin, Picasso in the Collection of The Museum of Modern Art, 

Including Remainder-Interest and Promised Gifts (New York: The Museum 
of Modern Art, 1972), p. 207n1.

 45. See Provenance for the details of this gift, along with correspondence 
and documents related to the shipment and cataloguing of Guitar.
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 46. See Conservation Notes. We must thank Edward Fry for his keen early
documentation (photographs, measurements) of Guitar. See MoMA,
Department of Painting and Sculpture, Museum Collection Files,
640.1973; and University of Pennsylvania, Philadelphia, Rare Book and
Manuscript Library, Edward F. Fry Papers, Ms. Coll 651, folder 911. After
careful study of the 1912–13 photographs, there is still no satisfying
explanation for the change from eight horizontal “frets” to the seven now
visible on the work.

 47. See Conservation Notes. No tacks were recorded as arriving in the
shipment from Paris, the contents of which were noted in the April 1978
object examination worksheet. The dimensions and condition of the six
components received were carefully recorded in this document. See
MoMA, Department of Painting and Sculpture, Museum Collection Files,
640.1973. The front plane of Guitar is made of a thin manila paper, less
sturdy than the paperboard used for much of the construction, and it
bears traces of chalk, suggesting that it might have been part of a paper
pattern used to translate Guitar into sheet metal. However, it retains
holes that match the positions of tacks seen in the photographs, so at
some point it certainly was tacked into place by the artist, even if it also
served as a pattern. See Chapter 15 in this publication for more
information on possible template pieces.

 48. After the component pieces of Guitar were reassembled, the remainder,
the “loose” tabletop, was not catalogued as a component related to
it. The item was saved, carefully wrapped in tissue paper, in the flat files
of MoMA’s conservation lab. Various curators and conservators knew
of its existence over the years, but it seems the different generations
and disciplines did not connect to address—or choose to pursue—its
display possibilities.

 49. Other works of art visible in the previously unpublished photograph
include, from left: Violin, Glass, and Bottle (DR 571); Construction with

Guitar Player (DR 578); Violin (DR 629b); Violin (Z XXVIII 192); Newspaper

and Violin (DR 526); Head of a Girl (DR 590); and Portrait of a Woman,
c. 1895, by Henri Rousseau.

 50. A version of the sculpture portion of this exhibition, which was installed
at the Petit Palais, Paris, later travelled to the Tate Gallery, London, and
The Museum of Modern Art, New York. See Exhibitions.

 51. Roland Penrose, letter to Monroe Wheeler, September 28, 1966. MoMA
Archives, Alfred H. Barr, Jr. Papers, 12.II.L. See also Anne Umland,
Picasso: Guitars 1912–1914 (New York: The Museum of Modern Art,
2011), p. 39n79. Comparison of the photographs published in the
1966 Paris exhibition catalogue (pre-treatment) and the 1967 London
and New York catalogues (post-treatment) makes clear the kind of
damage Penrose was referring to in his letter. See Jean Leymarie,
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Hommage à Pablo Picasso (Paris: Réunion des Musées Nationaux, 1966); 
Penrose, Picasso: Sculpture, Ceramics, Graphic Work (London: Arts 
Council, 1967); and Penrose, The Sculpture of Picasso (New York: The 
Museum of Modern Art, 1967).

 52. Poggi’s studies culminated in “Picasso’s First Constructed Sculpture: A
Tale of Two Guitars,” The Art Bulletin 94, no. 2 (June 2012): 274–97. See
also Anne Umland, Picasso: Guitars 1912–1914 (New York: The Museum
of Modern Art, 2011). For additional information see www.moma.org /
interactives/exhibitions/2011/picassoguitars/.

 53. Picasso, letter to Georges Braque, October 9, 1912 (Archives Galerie
Louise Leiris, Paris, reproduced in Isabelle Monod-Fontaine with E. A.
Carmean, Braque: The Papiers Collés [Washington, D.C.: National Gallery
of Art, 1982], figs. 39–40). See note 12, above, and Anne Umland,
Picasso: Guitars 1912–1914 (New York: The Museum of Modern Art,
2011), pp. 17–39.
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Guitar is constructed of eighteen distinct components, 

not counting the thread and string used to secure the 

elements together. Seven of these components—the 

guitar’s body, back panel, neck, sound hole, headstock, 

and second fret, plus a hidden support brace—are 

shapes cut from common, thin paperboard of the type 

used for box making and advertising signs [34]. Picasso 

likely began work with a few sheets of this material, 

which is composed of a core of poor-quality pulpy matter 

of a slightly higher quality smooth-surfaced paper. 

There are no pencil marks or any evidence of tracing 

or measuring, which suggests that the artist cut the 

components directly with scissors in hand. A few of them 

were bent or manipulated further into their final forms. 

For example, the guitar’s sound hole is constructed of 

a long, rectangular section of paperboard coiled into a 

tube and secured in that configuration with brown-paper 

tape and string. The paperboard rectangle forming the 

Guitar 
Paris, October–December 1912. Paperboard, paper, thread, string,  

twine, and coated wire, 25 ¾ × 13 × 7 ½" (65.1 × 33 × 19 cm).  

The Museum of Modern Art, New York. Gift of the artist, 640.1973. S 27A 

Conservation Notes

34
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instrument’s hemitubular neck may have been rolled 

around something like a pipe to create its curved contour. 

The guitar’s face was cut from a piece of thin, beige 

paper—the only element of the work to be made of this 

material. Unlike the other components, it has traces of 

white chalk visible at its extreme edges, which is believed 

to be evidence that its shape was traced in chalk from 

something else. Measurements of Guitar and the very 

similar 1914 sheet metal construction (see Chapter 15) 

reveal that Picasso almost certainly fabricated the 1914 

work using a template based on the earlier, paperboard 

version [35]. The paper face may have been part of such 

a template and integrated into the paperboard guitar to 

replace a lost or damaged original component either in 

1914, when Picasso made the sheet metal version, or 

sometime during the many subsequent years in which the 

work was in the possession of the artist. An item recently 

identified as a paper template for the back of the sheet 

metal work [36], corresponding in its dimensions to both 

works, provides further support for the existence of this 

set of templates. The paper face bears no trace of the 

multiple areas of staining visible in early photographs, 

further suggesting that it is almost certainly not the

original component, although holes in it indicate that it 

was secured to the work with tacks at some time [37]. 

The slanted tabletop, added to Guitar as an element 

of a still life in 1913 [38], was cut from a brown cardboard 

box, and it retains two of the metal staples used in 

the fabrication of the box. The cardboard, of poorer 

quality than the paperboard used elsewhere, is uniform 

throughout, with no finishing layers. The frets of the guitar 

are made from two different materials. The top two frets 

are each composed of a short length of coarse twine, 

knotted at either end to keep it in place; from the second 

38

36

37

35
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36. Pablo Picasso (Spanish, 1881–1973). Template (probably for Guitar). 
Paris, late January–early February 1914. Paper, 22 ½ × 13" (57 × 33 cm). 
Private collection

37. Detail of Guitar, as photographed in 2010

38. Pablo Picasso (Spanish, 1881–1973). Still life with Guitar.  
Paris, 1912/1913. Paperboard, paper, thread, string, twine,  
and coated wire installed with cut cardboard box, paper, and 
wood molding, overall dimensions unknown (composition later 
disassembled). Photograph by Delétang for Galerie Kahnweiler, 
Paris. Archives Picasso. Musée National Picasso, Paris
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of these hangs a folded piece of paperboard. The next 

two frets are each made of a short piece of finer brown 

string, also knotted at either end. A longer length of this 

same string, knotted at both ends, snakes down and 

across the neck to form the bottom three frets. The guitar 

hangs on the wall from a small, knotted loop of the same 

string. Three coated wires running between the top fret 

and the sound hole complete the material components of 

the work. In the early photographs, eight frets cross the 

guitar’s neck. Currently there are seven, with no physical 

evidence that another ever existed. This discrepancy 

remains unresolved. 

Guitar was disassembled, boxed, and stored for many 

years in the possession of the artist, then delivered 

to the Museum after his death, in 1973. The earliest 

Museum collection worksheet for the object, completed 

in 1978, indicates that it arrived at MoMA in six pieces: 

the body, support brace, and the back panel of the guitar 

joined together; the tabletop; the sound hole tube; the 

neck, presumably with some or all of the present pieces 

of string and twine; the paper face; and the folded 

paperboard fret [39, 40]. Only one of the coated wires was 

present, and the triangular headstock was missing. 

It is not entirely clear how the various components 

were originally attached to one another. Historical

photographs and physical evidence suggest that the 

headstock, the paperboard fret, and the wire guitar 

strings were held in place by gravity, as they are at 

present. Existing pinholes and tacks visible in the early 

photographs indicate that other components were 

slightly less provisionally secured, though attached by 

impermanent means. In the pictures, one tack is visible 

head on, puncturing the guitar’s face, at right, and 

penetrating the paperboard behind; a second, upright 

39

40
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39. Pieces of Guitar and its tabletop prior to reassembly. Photographed at  
The Museum of Modern Art, New York, by Edward F. Fry, May 31, 1979. 
University of Pennsylvania, Philadelphia, Rare Book & Manuscript Library, 
Edward F. Fry Papers

40. Pieces of Guitar prior to reassembly. Photographed at The Museum of Modern Art, New York, by  
Edward F. Fry, May 31, 1979. University of Pennsylvania, Philadelphia, Rare Book & Manuscript Library,  
Edward F. Fry Papers
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tack is visible securing the paper tab where the guitar’s 

face and body meet, at left [41]. The guitar’s body was 

adhered to the back panel with glue and one sewn loop of 

brown string, visible in the upper right corner. The sound 

hole was attached to the guitar’s body with the pieces of 

brown string that wrap around it, and the multiple flanges 

cut into the bottom edge were glued to the paperboard 

beneath. The support brace (obscured by the guitar’s 

face) was secured to the guitar’s body by lengths of 

heavyweight thread sewn through holes. 

The work was reassembled by MoMA conservators 

in advance of the 1980 exhibition Pablo Picasso: A 

Retrospective [42], but the components and the assembly 

process were not documented. The guitar’s body, back 

panel, and support brace were preserved in their original 

configuration. A large crack along the proper left side of 

the guitar’s body, believed to be damage incurred while 

the components were in storage with the artist, was 

rectified somewhat, although the associated distortion 

still causes the guitar to torque a little overall. The 

guitar’s neck, sound hole, and face were permanently 

and irreversibly glued into their current positions. The 

two coated wires that were missing when the work was 

delivered to the Museum were replaced with the present 

substitutes, and it is possible that the two pieces of twine 

that cross the guitar’s neck were replaced as well. The 

cardboard tabletop was not displayed with the object 

in 1980 nor included in subsequent installations, until 

2011 [43].

A facsimile of the lost headstock was fabricated from 

dark-brown cardboard in 1980 and exhibited with the 

work until 2011. The current headstock was fabricated 

before the 2011 exhibition Picasso: Guitars 1912–1914 

using a lighter-colored paperboard [44]. It is closer in 

41

42

44
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41. Detail of Guitar, as photographed in 1913

42. Guitar installed in the exhibition Pablo Picasso: A Retrospective, The Museum of Modern Art, New York,  
May 22–September 16, 1980. MoMA Archives. Photographic Archive

43. Guitar installed in the exhibition Picasso: Guitars 1912–1914, The Museum of Modern Art, New York, 
February 13–June 6, 2011. Department of Imaging and Visual Resources, MoMA

  
  43
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tonality to the original as it appears in early photographs, 

and was made using dimensions determined by 

proportional comparison of features pictured in the 

photographs and features on the object. The entire work 

was cleaned of a heavy overall layer of surface grime  

in 2011, something that does not appear to have been 

done in the 1980 procedure. There are dark, aged 

residues on the surface of the guitar’s back, adjacent to 

its neck; their origin is unclear. 

—SG
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1 9 1 2 – 1 9 7 3
The artist [45, 46] 1

1 9 7 3
The Museum of Modern Art, New York. Gift of the artist 2

—BH

Guitar 
Paris, October–December 1912. Paperboard, paper, thread, string,  

twine, and coated wire, 25 ¾ × 13 × 7 ½" (65.1 × 33 × 19 cm).  

The Museum of Modern Art, New York. Gift of the artist, 640.1973. S 27A    

Provenance

45

46
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45. Picasso with an installation of works in his studio at 242, boulevard Raspail. Paris,  
mid-December 1912 or February 1913. Gelatin silver print, 4 1/8 × 3 ¼" (10.5 × 8.2 cm). 
Photographer unknown. Archives Olga Ruiz-Picasso, courtesy Fundación Almine y Bernard  
Ruiz-Picasso para el Arte, Madrid

46. Picasso in his studio at 5 bis, rue Schoelcher, with his still life with Guitar at upper right. 
Paris, 1914–16. Gelatin silver print, 7 1/16 × 5 1/8" (18 × 13 cm). Photographer unknown. Archives 
Picasso. Musée National Picasso, Paris
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Notes

 1. Guitar is documented in Picasso’s studio at 242, boulevard Raspail, 
Paris, in a photograph likely taken in mid-December 1912, or perhaps  
in February 1913 (reproduced here). Sometime later in 1913 he  
developed a still life assemblage that incorporated Guitar, which was 
documented in a portrait during its installation in his studio at 5 bis,  
rue Schoelcher (also reproduced here). As Guitar has, to date,  
never been reported or photographed on view in any of Picasso’s later 
homes or studios, it seems plausible that in October 1916, when  
poets Guillaume Apollinaire (French, born Italy; 1880–1918) and Jean 
Cocteau (French, 1889–1963) helped the artist move to Montrouge,  
on the outskirts of Paris, Guitar was partially disassembled and packed 
away with related still life components in an Old England department 
store box (see Anne Umland, Picasso: Guitars 1912–1914 [New York: 
The Museum of Modern Art, 2011], pp. 31, 99).

In 1959, art historian John Golding wrote, based on information  
he had received from collector Douglas Cooper (English, 1911–1984), 
that “Picasso claims still to own some 1912 paper sculptures”  
(Golding, Cubism: A History and an Analysis, 1907–1914 [New York: 
George Wittenborn, 1959], p. 125). In preparation for the 1966  
Paris retrospective devoted to the artist, Hommage à Pablo Picasso, 
which was the first substantive public exhibition of his sculpture,  
Picasso chose to include Cubist reliefs “which he had formerly discarded 
as hopelessly damaged and now is putting together again” (Roland 
Penrose, letter to Monroe Wheeler, September 28, 1966, MoMA 
Archives, Alfred H. Barr, Jr. Papers, 12.II.L). The cardboard Guitar was  
not included in that exhibition. The sheet metal iteration (DR 471)  
was, however, along with the artist’s cardboard Violin (DR 629b).

Picasso’s determination to keep—or his reluctance to sell—his 
personal collection of sculptures is confirmed in the correspondence  
of his dealer Daniel-Henry Kahnweiler (German, 1884–1979), who 
wrote to Alfred H. Barr, Jr., the founding director of The Museum  
of Modern Art, when Barr inquired about the availability of these works: 
“I have tried myself many times to buy quite a few of these sculptures 
and he has never consented to sell them” (Kahnweiler, letter to  
Alfred H. Barr, Jr., October 31, 1967, MoMA Archives, AHB, 12.II.L).  
In 1971, catalogue raisonné author Werner Spies wrote: “Until a few 
years ago, Picasso’s sculptural work was one of the best-guarded secrets 
in twentieth-century art. Picasso has retained almost all of his own 
sculptures” (Spies, Sculpture by Picasso, with a Catalogue of Works, trans. 
J. Maxwell Brownjohn [New York: Harry N. Abrams, 1971], p. 9). 
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 2. Picasso promised that the cardboard Guitar would join the sheet metal 
version (DR 471) at MoMA after his death. We know that around 1971–
72 Picasso brought out the box containing Guitar and the cardboard 
tabletop (from the still life first and most famously published in Les 

Soirées de Paris in 1913) and at least briefly discussed the contents with 
William Rubin, director of the Department of Painting and Sculpture at 
MoMA, who later recalled:

“That additional bottom element still exists, along with the other 
(disassembled) parts of the original maquette, though the ancillary 
paper forms which were added to make up the Still Life of 1913  
have been lost” (Rubin, Picasso in the Collection of The Museum of 

Modern Art, Including Remainder-Interest and Promised Gifts [New  
York: The Museum of Modern Art, 1972], p. 207).

“When he went to get the cardboard maquette for the metal 
Guitar, it was in a box in the top of some closet in one of the rear 
rooms, and the box looked as if it hadn’t been opened since before 
the First World War. And there it was. He knew precisely where  
it was” (Rubin, “Visits with Picasso at Mougins. Interview by Milton 
Esterow,” ARTnews 72, no. 6 [Summer 1973]: 43).

“When he gave me the cardboard Guitar for the Museum’s 
collection, it was in an ‘Old England’ box with a 1913 label that I 
doubt had been opened since the First World War. Picasso knew 
exactly where in his large villa this box was” (Rubin, in Lynn 
Zelevansky, ed., Picasso and Braque: A Symposium [New York: The 
Museum of Modern Art, 1992], p. 241).

  In the months following Picasso’s death, on April 8, 1973, Rubin traveled 
to Mougins to retrieve the promised gift from the artist’s widow, 
Jacqueline Picasso. He prepared to return with it on September 9, 1973, 
writing in the customs affidavit:

“I hereby declare that the (slightly disassembled) relief, Guitar, 
executed by Pablo Picasso in 1912 in cardboard, string, and wire, is 
an original work of art. This first version of a somewhat different 
sheet metal sculpture already in the Museum Collection (gift of the 
artist) was given to The Museum of Modern Art by Monsieur and 
Madame Picasso and confided to me in Mougins France for delivery 
to the Museum” (Rubin, Declaration to United States Customs 
Service, John F. Kennedy Airport, New York, September 9, 1973, 
MoMA, Department of Painting and Sculpture, Museum Collection 
Files, 640.1973).

  He wrote to MoMA director Richard Oldenburg that “Mme. Picasso told 
the state-appointed auditor precisely that Picasso had said the 
cardboard version was to go to us as a gift” (Rubin, letter to Richard 
[Oldenburg], n.d., MoMA, Department of Registrar, 640.1973). Pending 
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release by French customs officials, the artwork was deposited with  
The Chase Manhattan Deposit Company, 41 rue Cambon, Paris, on 
September 10, 1973. 

The work ultimately was released and transferred to MoMA’s 
premises on or around October 21, 1975, arriving in six pieces (see 
Conservation Notes). It officially entered the Museum’s Study Collection 
on October 18, 1977 (TR4430). Guitar remained in pieces until 
February 1980, when it was assembled by MoMA conservators, and it 
was subsequently accepted into the permanent collection on December 
9, 1980 (640.1973). For additional information, see Anne Umland, 
Picasso: Guitars 1912–1914 (New York: The Museum of Modern Art, 
2011). In 2014, the cardboard tabletop (640.1973.MI) was catalogued 
as an optional component to be installed with Guitar. Documentation of 
the acquisition is on file with MoMA, Department of Registrar and 
Department of Painting and Sculpture, 640.1973.

3.31 Guitar  |  Conservation  Provenance  Exhibitions  References

Sam
ple

 - C
ha

pte
r 3

 O
nly

 

Rea
d w

ith
 A

do
be

 A
cro

ba
t R

ea
de

r o
r P

ro



Note: Guitar was not publicly exhibited before 1980. Since that year it 
has been exhibited in two forms: as a solo object with no accompanying 
still life elements; and, in 2011, in the two-part still life with Guitar. 

1 9 8 0
New York, The Museum of Modern Art. The Painting and Sculpture 

Collection: A New Perspective. February 6–March 26 (No catalogue)

New York, The Museum of Modern Art. Pablo Picasso: A Retrospective.  
May 22–September 16. Cat. p. 156 [47]

1 9 8 3
Berlin, Nationalgalerie Berlin. Picasso: Das plastische Werk. October 7– 

November 27. Cat. no. 27A. Tour venue: Kunsthalle Düsseldorf. 
December 11, 1983–January 29, 1984

1 9 8 4
Basel, Galerie Beyeler. Skulptur im 20. Jahrhundert. June 2–September 30. 

Cat. no. 166

1 9 8 8
New York, The Solomon R. Guggenheim Museum. Collage, Assemblage, 

and the Found Object in 20th-Century Art. March 29–May 22. Checklist 
no. 114

Guitar 
Paris, October–December 1912. Paperboard, paper, thread, string,  

twine, and coated wire, 25 ¾ × 13 × 7 ½" (65.1 × 33 × 19 cm).  

The Museum of Modern Art, New York. Gift of the artist, 640.1973. S 27A   

Selected Exhibitions
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1 9 8 9
New York, The Museum of Modern Art. Picasso and Braque: Pioneering 

Cubism. September 24, 1989–January 16, 1990. Cat. p. 251. Tour 
venue: Kunstmuseum Basel. February 22–June 4, 1990 [48]

1 9 9 2
Basel, Kunstmuseum Basel. Transform: BildObjektSkulptur im 20. 

Jahrhundert. June 14–September 27. Cat. no. 29 

1 9 9 3
New York, The Museum of Modern Art. Selections from the Permanent 

Collection: Painting and Sculpture. March 13–July 6, 1993. Checklist 
p. 10 [49]

1 9 9 9
New York, The Museum of Modern Art. ModernStarts: Things. November 

21, 1999–March 14, 2000. Checklist p. 16 [50]

2 0 0 0
Paris, Centre Pompidou. Picasso sculpteur. June 8–September 25. 

Cat. no. 27A

2 0 0 6
New York, The Museum of Modern Art. Artist’s Choice: Herzog & de Meuron. 

Perception Restrained. June 21–September 25. Checklist p. 16 [51]

2 0 0 8
New York, The Museum of Modern Art. Pipe, Glass, Bottle of Rum: The Art of 

Appropriation. July 30–November 10. Checklist p. 18 [52]

New York, The Museum of Modern Art. Artist’s Choice + Vik Muniz = Rebus. 
December 11, 2008–February 23, 2009. Exh. pamphlet no. 48 [53]

2 0 1 0
New York, The Museum of Modern Art. On Line: Drawing Through the 

Twentieth Century. November 16, 2010–February 7, 2011. Cat. p. 222 
[54]

2 0 1 1
New York, The Museum of Modern Art. Picasso: Guitars 1912–1914. 

February 13–June 6. Cat. no. 80 [55, 56]

48

52

50

54

49

53

51

55

56

3.33 Guitar  |  Conservation  Provenance  Exhibitions  References

48. Guitar installed in the exhibition Picasso and Braque: Pioneering Cubism, The Museum of Modern Art,  
New York, September 24, 1989–January 16, 1990. MoMA Archives. Photographic Archive
49. Guitar installed in the collection galleries, The Museum of Modern Art, New York, March 13–July 6, 1993. 
MoMA Archives. Photographic Archive
50. Guitar installed in the exhibition ModernStarts: Things, The Museum of Modern Art, New York, November 21, 
1999–March 14, 2000. MoMA Archives. Photographic Archive
51. Guitar installed in the exhibition Artist’s Choice: Herzog & de Meuron. Perception Restrained, The Museum of 
Modern Art, New York, June 21–September 25, 2006. Department of Imaging and Visual Resources, MoMA

52. Guitar installed in the exhibition Pipe, Glass, Bottle of Rum: The Art of Appropriation, The Museum of Modern 
Art, New York, July 30–November 10, 2008. Department of Imaging and Visual Resources, MoMA
53. Guitar installed in the exhibition Artist’s Choice + Vik Muniz = Rebus, The Museum of Modern Art, New York, 
December 11, 2008–February 23, 2009. Department of Imaging and Visual Resources, MoMA

54. Guitar installed in the exhibition On Line: Drawing Through the Twentieth Century, The Museum of Modern 
Art, New York, November 16, 2010–February 7, 2011. Department of Imaging and Visual Resources, MoMA
55. Guitar installed in the exhibition Picasso: Guitars 1912–1914, The Museum of Modern Art, New York, 
February 13–June 6, 2011. Department of Imaging and Visual Resources, MoMA

56. Guitar installed in the exhibition Picasso: Guitars 1912–1914, The Museum of Modern Art, New York, 
February 13–June 6, 2011. Department of Imaging and Visual Resources, MoMA
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Note: This list is complicated by the evolving contexts in which Picasso 
installed Guitar and the frequency with which different moments in the 
object’s history are discussed simultaneously or even conflated in the 
literature. In addition, the work is occasionally confused with the very 
similar sheet metal construction of 1914 (DR 471). Here, the particular 
iteration of Guitar reproduced in each of the various publications is 
indicated by the system outlined below. Where the work is discussed 
without an accompanying reproduction, the reference is identified by the 
same system, wherever possible. In instances where it cannot be judged 
precisely which iteration is referred to, the emphasis of the reference 
may be noted.

The image most often reproduced in the last hundred years is that of 
the still life with Guitar photographed for Galerie Kahnweiler (III, below) 
and first published in Les Soirées de Paris, no. 18 (November 15, 1913). 
It was the only image of the work in circulation from 1913 until 1950. 

I = Guitar

II = Informal, temporary studio installations of Guitar surrounded by 
drawings and papiers collés photographed at 242, boulevard  
Raspail, Paris, winter 1912–13. Four such photographs are known.

III = Guitar as installed in a still life and photographed by Delétang  
for Galerie Kahnweiler, Paris, autumn 1913

IV = Still life with Guitar, including MoMA 640.1973.MI, the  
cardboard tabletop

Guitar 
Paris, October–December 1912. Paperboard, paper, thread, string,  

twine, and coated wire, 25 ¾ × 13 × 7 ½" (65.1 × 33 × 19 cm).  

The Museum of Modern Art, New York. Gift of the artist, 640.1973. S 27A   

Selected References
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1 9 1 3
Apollinaire, Guillaume. “Die moderne Malerei.” Der Sturm, nos. 148/149 

(February 20). Ref. p. 272 (probably I or II, general reference to “relief 
pictures made of cardboard”)

Apollinaire, Guillaume, and Jean Cérusse, eds. Les Soirées de Paris, no. 18 
(November 15). Repr. p. 13 (III) [57]

Fosca, François. “Conversation sur la peinture au Salon d’automne,” 
L’Occident (December). Ref. pp. 482–83 (III)

[Testard?, Maurice.] “Bibliographie: Les Soirées de Paris,” L’Art décoratif 

(November supplement). Ref. p. 2 (III)

1 9 1 4
Anon. “The Grafton Group at the Alpine Club Gallery.” The Athenaeum,  

no. 4498 (January 10). Ref. p. 70 (probably III)

Lewis, Wyndham. “Relativism and Picasso’s Latest Work.” Blast 1 (June 
20). Ref. p. 139 (probably III) 

Tugendkhol’d, Iakov. “Frantsuzskoe sobranie S. I. Shchukina.” Apollon, 
nos. 1–2 (January–February). Ref. p. 6 (probably III)

1 9 1 7
Aksenov, Ivan. Pikasso i okrestnosti. Moscow: Tsentrifuga. Ref. p. 60 

(general reference to works like III)

1 9 2 3
Cocteau, Jean. Picasso. Paris: Librarie Stock. Repr. n.p. (III)

1 9 3 0
Aragon, Louis. La Peinture au défi. Paris: José Corti. Ref. p. 22 (general 

reference to cardboard constructions)

1 9 3 2
Hugnet, Georges. “L’Esprit Dada dans la peinture: III—Cologne et 

Hanovre.” Cahiers d’art 7, nos. 1–2. Ref. p. 358 (general reference to 
“sculptures of folded and unfolded paper”)

———. “Picasso ou la peinture au XXe siècle.” Cahiers d’art 7, nos. 3–5. 
Ref. p. 121 (general reference to paper sculptures)

Picasso, Pablo, letter to Georges Braque, Paris, October 9, 1912. In 
Christian Zervos, “Georges Braque et le développement du cubisme,” 
Cahiers d’art 7, nos. 1–2. Ref. p. 23 (general reference to “papery 
procedures,” probably I) 

1 9 3 3
Breton, André. “Picasso dans son élément.” Minotaure 1 (June). Ref. p. 14 

(probably III)

57
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Stein, Gertrude. The Autobiography of Alice B. Toklas. New York: Harcourt, 
Brace. Ref. pp. 135, 174 (general reference to “constructions in paper, 
in tin”) 

1 9 3 6
Cahun, Claude. “Prenez-garde aux objets doméstiques.” Cahiers d’art 11, 

nos. 1–2. Repr. p. 46 (III)

1 9 3 8
Stein, Gertrude. Picasso. London: B. T. Batsford. Ref. p. 28 (general 

reference to “objects made of paper and zinc and tin”)

1 9 4 2
Zervos, Christian. Pablo Picasso: Oeuvres de 1912 à 1917. Vol. II (2).  

Paris: Cahiers d’art. Ref. p. LX. Cat. no. 577. Pl. 267 (III) 

1 9 4 4
Eluard, Paul. À Pablo Picasso. Paris: Trois Collines. Repr. p. 86  

(III, caption: “tôle”)

1 9 4 8
Kahnweiler, Daniel-Henry. “Negro Art and Cubism.” Horizon 18, no. 42 

(October). Ref. p. 419. Repr. n.p. (III, caption: “sheet-iron, paper, and 
wire relief”)

1 9 4 9
Kahnweiler, Daniel-Henry. The Sculptures of Picasso. London: Rodney 

Phillips. Ref. n.p. Pl. 10 (III) 

1 9 5 0
Zervos, Christian. “Oeuvres et images inédites de la jeunesse de Picasso.” 

Cahiers d’art 25, no. 2. Repr. pp. 281, 282 (II) 

1 9 5 4
Sabartès, Jaime. Picasso: Documents iconographiques. Trans. Félia Leal 

and Alfred Rosset. Geneva: Pierre Cailler. Pl. 191 (II)

1 9 5 9
Golding, John. Cubism: A History and an Analysis, 1907–1914. New York: 

George Wittenborn. Ref. pp. 125–26. Pl. 19A (III)

1 9 6 1
Breton, André. “80 carats . . . mais une ombre.” Combat, November 2.  

Ref. p. 2 (III) 

1 9 6 7
Penrose, Roland. Picasso: Sculpture, Ceramics, Graphic Work. London: Arts 

Council. Ref. pp. 10, 12, 31 (III) (Also published as The Sculpture of 

Picasso. New York: The Museum of Modern Art, 1967)
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1 9 6 8
Wesher, Herta. Collage. Trans. Robert E. Wolf. New York: Harry N. Abrams. 

Ref. p. 25. Pl. 12 (III)

1 9 7 0
Cooper, Douglas. The Cubist Epoch. London: Phaidon. Ref. pp. 234–36 

(general reference to “guitars made of cardboard and string”)

Tucker, William. “Four Sculptors, Part II: Picasso Cubist Constructions.” 
Studio International 179, no. 922 (May). Ref. pp. 201–5 (general 
discussion of Cubist constructions)

1 9 7 1
Spies, Werner. “La Guitare anthropomorphe.” Revue de l’art 12 (1971). 

Ref. pp. 91–92 (general discussion of Cubist reliefs)

———. Sculpture by Picasso, with a Catalogue of Works. Trans. J. Maxwell 
Brownjohn. New York: Harry N. Abrams. Ref. pp. 45–47. Repr. cat. no. 
48 (III) 

1 9 7 2
Rubin, William S. Picasso in the Collection of The Museum of Modern Art, 

Including Remainder-Interest and Promised Gifts. New York: The Museum 
of Modern Art. Ref. pp. 207–8. Figs. 51 (II), 52 (III)

1 9 7 3
Bowness, Alan. “Picasso’s Sculpture.” In Roland Penrose and John 

Golding, eds. Picasso 1881–1973. London: Paul Elek. Ref. p. 131 (III)

Daix, Pierre. “Des Bouleversements chronologiques dans la révolution des 
papiers collés (1912–1914).” Gazette des Beaux-Arts 82, no. 1257 
(October). Ref. pp. 219–26. Fig. 4 (II, caption: “Photo de l’atelier du Bd 
Raspail où la Guitare en tôle est entourée de papiers collés . . .”)

Rubin, William S. “Visits with Picasso at Mougins. Interview by Milton 
Esterow.” ARTnews 72, no. 6 (Summer). Ref. p. 43 (I)

1 9 7 6
Johnson, Ronald. The Early Sculpture of Picasso, 1901–1914. PhD diss., 

University of California, Berkeley. New York: Garland. Ref. pp. 116–27. 
Figs. 90 (III), 96 (II) 

1 9 7 8
González, Julio. “Picasso sculpteur, Picasso et les cathédrales” (c. 1932). 

In Josephine Withers, Julio González: Sculpture in Iron. New York: New 
York University Press. Ref. pp. 133, 139 (general reference to little 
cardboard boxes combined with string)
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1 9 7 9
Daix, Pierre, and Joan Rosselet. Picasso: The Cubist Years, 1907–1916. A 

Catalogue Raisonné of the Paintings and Related Works. Trans. Dorothy 
S. Blair. London: Thames & Hudson. Ref. pp. 279, 358. Repr. cat. no. 
633 (III) and p. 358 (II)

1 9 8 0
Fry, Edward F. Review of Picasso: The Cubist Years 1907–1916. A Catalogue 

Raisonné of the Paintings and Related Works, by Pierre Daix and Joan 
Rosselet. Art Journal 41, no. 1 (Spring). Ref. pp. 95, 99n23, 99n25 (I, III) 

Rubin, William S. Pablo Picasso: A Retrospective. New York: The Museum of 
Modern Art. Ref. pp. 150–51. Repr. pp. 151 (II), 156 (I)

1 9 8 3
Cooper, Douglas, and Gary Tinterow. The Essential Cubism, 1907–1920: 

Braque, Picasso, & Their Friends. London: Tate Gallery. Ref. p. 362 (I)

Spies, Werner, with Christine Piot. Picasso: Das plastische Werk. Stuttgart: 
Hatje. Ref. pp. 56–58. Repr. cat. nos. 27A (I), 48 (III)

1 9 8 8
Fry, Edward. “Picasso, Cubism, and Reflexivity.” Art Journal 47, no. 4 

(Winter). Ref. pp. 301, 305n24. Figs. 3 (III), 8 (II) 

Parigoris, Alexandra. “Les Constructions cubistes dans les ‘Soirées de 
Paris.’ Apollinaire, Picasso, et les clichés Kahnweiler.” Revue de l’art 
82. Ref. pp. 61–74. Fig. 2 (III) 

1 9 8 9
Rubin, William S. Picasso and Braque: Pioneering Cubism. New York: The 

Museum of Modern Art. Ref. pp. 30–36. Repr. pp. 32 (I), 34–36 (II), 
251 (I), 279 (III)

1 9 9 0
Bois, Yve-Alain. “Kahnweiler’s Lesson.” In Painting as Model. Cambridge, 

Mass.: MIT Press. Ref. pp. 69–97. Fig. 12 (I). (Note: The original 
publication of this text, in Representations, no. 18 [Spring 1987], was 
accompanied by a photograph of the sheet metal Guitar.)

Dabrowski, Magdalena. “The Russian Contribution to Modernism: 
‘Construction’ as Realization of Innovative Aesthetic Concepts of 
the Russian Avant-Garde.” PhD diss., Institute of Fine Arts, New York 
University. Ref. pp. 47–50. Figs. 22 (II), 25 (III)

Palau i Fabre, Josep. Picasso: Cubism (1907–1917). Trans. Susan 
Branyas, Richard-Lewis Rees, and Patrick Zabalbeascoa. New York: 
Rizzoli. Ref. pp. 240–41. Figs. 668 (I), 969 (III)
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Poggi, Christine. In Defiance of Painting: Cubism, Futurism, and the Invention 

of Collage. New Haven, Conn.: Yale University Press. Ref. pp. 39–57, 
70. Figs. 5 (I), 54 (III)

Waldman, Diane. Collage, Assemblage, and the Found Object. New York: 
Harry N. Abrams. Ref. p. 25. Fig. 27 (I)

Zelevansky, Lynn, ed. Picasso and Braque: A Symposium. New York: The 
Museum of Modern Art. Ref. pp. 101, 103, 125, 171–90, 241, 279. 
Repr. pp. 103 (III), 126 (II), 172 (I), 192 (II)
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Bell, Vanessa. Letter to Duncan Grant, Wednesday, [early 1914]. In 

Regina Marler, ed. Selected Letters of Vanessa Bell. New York: Pantheon 
Books. Ref. p. 160 (general reference to paper constructions)

Karmel, Pepe. “Picasso’s Laboratory: The Role of His Drawings in the 
Development of Cubism, 1910–14.” PhD diss., Institute of Fine Arts, 
New York University. Ref. p. 257. Figs. 153 (I), 181 (III)
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Baldassari, Anne. Picasso photographe: 1901–1916. Paris: Musée 

National Picasso. Ref. pp. 213–15. Figs. 158, 159, 160 (II)

Cowling, Elizabeth, and John Golding, eds. Picasso: Sculptor/Painter. 
London: Tate Gallery. Ref. pp. 21–22, 258 (I, III) 
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1912–14.” In Elizabeth Cowling and John Golding, eds. Picasso: 
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Repr. p. 253 (II)
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Gough, Maria. “Faktura: The Making of the Russian Avant-Garde.” RES: 

Anthropology and Aesthetics, no. 36 (Autumn). Ref. pp. 43–45. Fig. 2 (III)
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London: Merrell. Ref. pp. 63–71. Figs. 57–59 (III)

Staller, Natasha. A Sum of Destructions: Picasso’s Cultures & The Creation of 

Cubism. New Haven, Conn.: Yale University Press. Ref. p. 73. Fig. 78 (I) 
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