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No. 74 1933

because its whole function is as a mahicious commentary on the thi
that we take for granted. Picasso’s modcl reaches out to tou
sculpture which has been made m just this sort of way; it is replet
with references to the ‘art’ of stufied garments and the sor
anthropomorphic furniture which Giacometti made and whic
occasion, Picasso drew. But here again is a sort of art that Picas
not wish, in reality, to fashion himself, There are two example
of assemblage sculpture at this period. One is the Constructi
Glove and the other is in the wa y that, perhaps only
photographer Brassai’s benefit (but one regretfully doubts
draped toys, rags, a doll and a cobbler’s Tast over an iron fig
1931. .

A type of sculpture that does not appcar in the Vollard S
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Picasso made by open construction. This was an innovation, and one
of those innovations in modern art that we recognize by its fuller
developments in later artists. By constructed sculpture we mean that
which s made from a ncutral material, usually metal. which is welded
together, or bolted, which depends on the putting together of discrete
clements which had no prior significance. It is open. it is not
dependentona corelitisnot dependent on human proportions, and it
occupics space on s own ters. This type of sculpture may be
figurative in some wav. though that 15 a danger. and it may be
representative; butitis notillustrative. It leaps away from the Cubist
mnovation of making sull-hic a sculptural subject by making the use
of sculptural means into an abstract fact, an awkward addition to the
world, with its own beauty. In constructive sculprure. the abstract
tormal qualitics are the leadmg ones, whereas ;n'\unblagc the
abstract quahtces are the Jeast mmportant (so that 1t 1s essential to the
funcooning of an meb] 1ee prece that one 1ignores the nu iy ofltsv

(mnp()sumn) The best constructive \(ulptuu 15 very trank about 1 1!:5

construction, and 1s superbly without extra-artistic connotations,
Picasso began to move into a situation where he was makmg
sculpture of this sort around the end of the 19205, The wi 9
constructions anticipate  constructed  sculpture  because of their
openness, but the metal 1s not fele as having been worked — and the
point of the wire seems to be not so much that the material is neut

as that it 1s immaterial; and so one wants to draw it in order:
substantiatc it. ;

At the time of the wire sculptures, Picasso had begun to
something of an old Spanish friend, the sculptor Julio Go
slightly his clder. Like many Spanish sculptors, Gonzilez was fro
family of smiths. Picasso became interested in metalwork asar
visiting his studio, and Gonzdlez showed him some technique
question of collaboration and influence is hard to determine.
sometimes said that Gonzdlez was in some way responsible |
wire sculptures, but this can hardly be so. It does not take an
knowledge of welding techniques to put wires together. At thi
Picasso was primarily making usc of the facilities in Gonzdlez
His new interest in sculpture might also have been stimul
Jacques Lipchitz rather than by Gonzilez. Picasso visited Lipe
his studio, where he admired what he was doing. Lipchitz
making transparent sculpture since 1925, as in his Harlequit
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