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Life was hard for European artistic traditions 
in the climate of ferment and rebellion in the 
early twentieth century. One of the principal 
battlegrounds in the struggle for the new 
was the human figure, whose image had 
been central to most of the world’s aesthetic 
traditions. In France, Henri Matisse and 
the Fauves assaulted naturalistic color and 
distorted human anatomy to create barely 
recognizable bodies painted in vivid hues. 
Pablo Picasso, Georges Braque, Fernand 
Léger, and other Cubists, taking a cudgel first 
to centuries of figurative idealism, then to 
early modern realism, shattered the human 
form into aggressive shards, or rendered it 
through the lens of the alien and rebarbative 
“primitive.” The Futurists vowed to banish the 
nude in art and cleanse Italian museums of 
their classical contents, washing away the 
stinking corpse of the past that held back 
progress, so culture could begin afresh.

And all that was even before abstraction 
posed its far more dangerous threat to the 
human image beginning in the early 1910s. 
After all, the Fauves and the Cubists relented, 
and the Futurists had just been posturing; but 
the artists who committed to transcending 
representation, not merely altering it, 
meant business. Utopian conviction about 
the promise of artistic abstraction was 
widespread in the early twentieth century. 
At the heart of the promise was the 
possibility of creating new means of artistic 
expression that would express modern reality 
through self-referential entities rather than 
representations of human figures or anything 
else. Such abstraction took many forms. 
Working in Germany, Wassily Kandinsky 
doggedly pared away recognizable features 
in his paintings of human activities, leaving 
eventually a geometry of disembodied 
forces. More relentless still was the Dutch 
painter Piet Mondrian, who eventually 
distilled everything essential in the world 
into the three primary colors plus black and 
white, and only horizontal and vertical lines, 
spending over twenty-five years deriving 
variations on this theme. Other artists, such 

as Kasimir Malevich in Russia, leapt directly 
to the square, the rectangle, and the circle, 
and the new, higher reality they symbolized, 
transcending the material.

Furthermore, real-world developments in 
this period challenged the significance of 
the individual and humanity’s image of itself. 
Atomic physics confirmed that people were 
made of the same fundamental materials as 
everything else, only organized differently. 
World War I introduced killing on an industrial 
scale and upset long-held convictions about 
innate human goodness. During the war and 
the ensuing uneasy peace, technological 
progress dictated a complete reform of the 
place of human beings within their world. 
Production efficiencies and high-volume 
transport fostered growing markets, 
launching modern global capitalism. All of 
this was rationalized in the name of brave 
new societies that could be fed by new 
forms of industrial agriculture, clothed by 
sweatshops, housed in concrete slab towers, 
and transported at previously unimagined 
speeds. Yet the fragility of this modern 
interlock of nations and people was amply 
demonstrated by the worldwide economic 
collapse of the late 1920s, as grave a threat 
to the individual as any.

What NExt?

What was to be the place of the individual 
in a regime of such implacable, sometimes 
inhuman, r igor? What explains the 
persistence of the human face and figure 
in the art of this period? Exploring various 
aspects of this persistence is the purpose of 
Face and Figure in European Art, 1928–1945. 
It turns out that the body was the site of a 
great deal of consequential artistic activity 
in the interwar years, for a variety of reasons 
and across a range of artistic tendencies. 
The exhibition presents the modern face and 
figure according to three broad approaches: 
traditional, late Cubist, and Surrealist. These 
groupings are not definitive, and they are not 
discrete: one of the fascinating things about 

the art of this period is the way in which many 
artists cross style or “movement” boundaries 
(which themselves are not firm distinctions in 
the first place). For the artists represented 
in the exhibition, whatever their stylistic 
allegiances or personal inclinations, the 
figure is a constant in a whirl of variables. This 
constancy in the midst of profound change 
may be the key to the continuing relevance of 
the body as an expressive vehicle of human 
identity in the artistic imagery of the first half 
of the twentieth century.

Faces are irresistible. Human beings are 
hard-wired to be drawn to faces for comfort, 
confirmation, information, and empathy. 
Each human figure is unique, but we perceive 
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uniqueness more easily in the face, to the 
point of its central function in our visual 
marking of identity (think of, for example, ID 
photos). Moreover, the face is our main public 
communication center, where the senses 
needed to determine our social relations 
are concentrated. This is not to scant the 
importance of the body: our bodies ensure 
our high level of mobility through the world. 
They make possible our performances, our 
sports, our productivity, and many of our 
pleasures. Touch, which one might argue is 
the sense we can least afford to do without, 
is distributed throughout the body and is as 
essential in protecting us from danger as it 
is for enjoying the greatest intimacies. Both 
bodies and faces operate on a fundamentally 
empirical level and, in imagery, also function 
symbolically, sometimes standing for the 
entire human enterprise. 

So it is unsurprising that the face and figure 
had been the most important artistic subject 
for thousands of years. Renewing traditional 
figurative modes in the art of the twentieth 
century was one way to reassert the primacy 
of the body and the face in visual expression. 
Some modern artists never thought of 
abandoning the body. Aristide Maillol made 
it his life’s work to study the nude female form 
and render it in usually traditional materials, 
as in his drawing Standing Nude (Female) and 
the small bronze sculpture Crouching Nude 

with Crab, which echo the sensibility 
of the artist’s Homage to Debussy 
on the Weil Sculpture Plaza. Others, 
such as André Derain and Jacob 
Epstein, returned to traditional 
representational modes after 
radical experimentation. Derain, an 
arch-Fauve, then acolyte of Picasso 
and Braque before World War I, 
would follow a more conventional 
path during the postwar “return 
t o  o r d e r , ”  m a k i n g  p e c u l i a r 
anachronisms such as the tiny 
painting Guitarist, whose unsettling 
blandness manages to flirt with 
cliché but defy easy interpretation. 
The sculptor Epstein, who in the 
1910s had made some of the most 
audacious combinations of the 
mechanistic and the primitivizing 
ever seen, similarly reverted, after 
the disillusionment of the Great War, 
to the face and figure in establishing 
a considerable reputation as a 
portrait sculptor. The touching 
specificity of his plaster portraits 
of Pola Givenchy and Hans Kindler 
expresses the humanist impulse 
that characterizes so much of the 
art of the interwar period. Detaching the body 
from the classical tradition was another way 
of humanizing its representations. Such 
nonclassical activities as kneeling (Georg 
Kolbe), jumping (Giacomo Manzù), and 
spreading one’s arms in joy (Kolbe again) 
highlighted the dynamism and flexibility of 
the body as a subject of modern sculpture 
for artists who sought new meanings in the 
venerable human subject.

Portraiture, with its conventional focus 
on the face, emphasizes a material 
particularity that for many artists answered 
their disenchantment with the abstract and 
universal. Like Epstein an early enthusiast of 
the geometric and the mechanical, Wyndham 
Lewis less cautiously celebrated the dynamic 
energies of the modern technological 
world until he too was blindsided by the 
actual horrors the machine age brought. 
Also like Epstein, Lewis developed into a 
celebrated portrait artist in England with 
an international clientele, including the 
sitter for Portrait of Mrs. Ernest W. Stix, the 
wife of a prominent St. Louis businessman. 
This painting reminds us of the traditional 
challenge of portraiture to “get the sitter 
right,” and evokes the memorable quip by 
the American painter John Singer Sargent 
that a portrait is “a likeness in which there 
is something wrong about the mouth.” This 

is not the painter’s fault; the mobile mouth 
and eyes are the most difficult elements of 
the face to render in a single, fixed image. 
Max Beckmann’s solution to the challenge 
of rendering expressive features in Portrait of 
Valentine Tessier was to direct his sitter’s eyes 
elsewhere and to frame the face by animating 
her hands, both appropriate strategies for 
this image of a celebrated French actress. 
Another Beckmann portrait offers a more 
complex approach to the representation 
of its sitters and places greater emphasis 
on their social and political context. Les 
artistes mit Gemüse (Artists with Vegetable) 
is a magisterial but puzzling portrait of 
four creative figures in exile from Hitler’s 
Germany, one holding a turgid carrot. The 
painting’s bifurcated title—part French, part 
German—signals, at the level of language, 
the individuals’ dislocation. Although all of 
them are identifiable (Beckmann himself 
is at lower right), this group portrait is an 
enigmatic allegory of displacement and the 
challenge that traumatic events can pose to 
the stability of identity when it is linked to 
national or ethnic origin.

Apparently no such complications attach 
to paintings by Picasso (Head of a Woman) 
and Paul Klee (One Wonders) in which a face 
alone, without the burden of identity, is the 
sole point of interest. Whether expressing 
childlike wonder, hovering on the edge of 
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a question (as suggested by Klee’s title), or 
offering a clown’s rearrangement, typical of 
Picasso, of the usual symmetry of its principal 
features, the face, despite its central impor-
tance, may be treated both with playful 
irreverence and formal audacity. Even a 
threatening face can be neutralized when, as 
in Picasso’s Satyr’s Head, it is flattened into 
a ceramic plate that could be used equally 
for the main course or the salad. But Klee’s 
personal circumstances—he fled Germany 
for Switzerland not many months before 
painting this essay in uncertainty—should 
remind us that even a seemingly simple face 
may mask complex emotional upheaval.

Despite notable exceptions such as the 
fables of Aesop and George Orwell, human 
bodies and faces are virtually indispensible 
to storytelling. Subjects from the Bible 
(Beckmann’s Christ and Pilate; Eugene 
Berman’s The Good Samaritan), from 
classical mythology (André Racz’s Perseus 
Beheading Medusa, VIII; Stanley William 
Hayter’s Amazon; Jacques Lipchitz’s Joy of 
Orpheus I), from mythology-tinged ancient 
culture (Picasso’s Combat in the Arena and 
Women Amongst Themselves with Sculpted 
Voyeur, and in an allegorical mode (Georges 
Rouault’s Autumn; and, again, Picasso’s 
Combat in the Arena, which is an allegory 
of war related to his monumental painting 
Guernica) all depend on the human figure 
as the principal carrier of their narratives. 
These subjects from antiquity signal that 
classical stories and settings still had 
vigorous adherents among contemporary 
artists, despite the contrary anticlassical 
streak mentioned above. Like faces, stories 
seem to be irresistible, too. Stories—and the 
artworks based on them—often exemplify 
a compensatory function of art, filling an 
absence in life, countervailing the spiritual 
voids sometimes left by the march of modern 
progress. This elegiac sentiment may be 
particularly true of allegorical subjects—
Beckmann’s Artists with Vegetable is replete 
with a sense of loss, and Rouault’s Autumn 
laments a bygone ideal of harmony, of human 
rhythms in step with nature’s.

PuttiNg huMPty DuMPty togEthEr:  
LatE CuBisM

Although Cubism, invented by Picasso and 
Braque in 1908–11, rocked the art world 
with its challenge to the integrity of the 
represented object or figure, it was rapidly 
assimilated by other artists and became 
established as a “style” that could be applied 
or imposed rather than a tool for revising the 

rulebook of representation itself. In the 
speed of developments in this period, many 
possibilities stirred by Cubism remained to be 
explored; Georges Braque and the Cubist Still 
Life, 1928–1945 offers clear evidence that 
this artist still had much to say, pictorially, 
about how the tactility of objects—and the 
tactility of the space that surrounds them—
might be synthesized on a two-dimensional 
surface. Picasso, too, continued to explore the 
possibilities of Cubism over the course of his 
long career (as in his later Women of Algiers 
in the Kemper Art Museum’s collection); his 
Head of a Woman is an amusing example of 
his revision of the grammar of the face. 

Other artists took some of the implications 
of Cubism in completely different directions 
in the 1930s and 1940s. While it was true 
that Braque and especially Picasso had 
compromised the integrity of the figure 
through their faceting and fragmenting, 
Cubism also offered a way to signify the 
merging of figure and environment, reducing 
the figure’s status as an absolute entity 
but implying a (nonscientific) relativity 
that offered many possibilities to exploit. 
Louis Marcoussis’s Figures on a Beach is a 
collagelike rendering of a traditional theme 
of bathers, a venerable excuse for displaying 
the body in nature, showing the persistence 
of artistic conventions in a modern pictorial 
language in which flat, unmodeled forms 
match the flatness of the decorated space and 
fit into it like puzzle pieces. In Klee’s beautiful 
drawing Timid Ones Together, figures huddle 
and stare, locked into themselves but also into 
the visual vacuum created by their clustering. 

Some of Klee’s faces also recall the primitivist 
element of Cubism, in which African sculpted 
masks offered to the European artists radical 
alternatives to their conventional system of 
facial representation.

Faces sometimes appear where they are 
not expected. The tradition of the antique 
portrait bust receives an amusing twist from 
the German painter Willi Baumeister; in Still 
Life with Head, a stylized sculpted bust 
appears within an elaborate but fantastic 
diagrammed space that includes a lightbulb 
and a portion of another schematic head, 
wreaking an uneasy collapse of ancient 
and modern. A disembodied head of sorts 
also appears in Beckmann’s Still Life with 
Mexican Figure, in which a face painted on 
a vase appears to glance warily at a painted 
snake on an adjacent pot in a claustrophobic 
atmosphere with no promise of relief, a sly 
animation both of these objects and of the 
contradictory nature of pictorial space. 
Both paintings extend the Cubist practice 
of inserting elements of the human figure 
into a compressed space, as well as making 
witty comments on competing systems of 
representation.

Beckmann offers another take on late Cubist 
spatial play, combined with dreamlike 
qualities that often characterize Surrealism, 
in the painting Film Studio. Of the artists 
included in this exhibition, he and Picasso 
most thoroughly elude categorization. 
Efforts to classify Beckmann as a German 
Expressionist or as aligned with the New 
Objectivity tendency must be tempered by his 
international outlook and his eclecticism—
he may be more usefully thought of as a 
“magic realist,” another term bandied about 
at the time to describe German painting 
rooted in empirical reality but leavened with 
elements of fantasy. He stands apart not only 
because of his extreme individualism but 
also owing to the chameleon-like character 
of his art, highly adaptive and borrowing 
from any source. Film Studio is an update 
of the theme of homo faber, productive man 
organizing his world through his tools, here 
engaged in the distinctively modern activity of 
making a movie. The modern entertainment 
industry combined homo ludens, man at 
play, with serious work and profit motive. In 
Beckmann’s painting, a makeshift building 
shelters the creative process. Actors perform 
their roles (that is, they are representations 
of other figures) before the camera operated 
by the disembodied hand at lower left. Studio 
interior and snowy exterior coexist in the same 
space. Scenes unfold across the surface, 
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although ambiguously, like celluloid frames 
in a cinematic structure entirely fitting for 
this highly contemporary subject. Spaces of 
projection, of action, and of pictorial creation 
collapse and collide. A reminder of the source 
of this painted scenography is the shadowy 
artist figure before his easel at lower right. 
What is made, in the end?—illusions. 

Modern reflexiveness and meditation on the 
illusory quality of reality are also themes 
of Oskar Schlemmer’s Before the Mirror. A 
mechanomorphic figure presents an extreme 
dissonance between a traditional, even 
clichéd, theme of a woman looking at herself 
in a mirror and a machine aesthetic, which 
also has the effect of destabilizing the subject, 
since we cannot be certain if this tubular figure 
is a man or a woman (or neither). In any case, 
the self that is engaged in self-regard does 
not seem completely human. In this way the 
painting is a symptomatic expression of the 
forces of mechanization and standardization 
that characterized this production-oriented 
period and its threat to the individual. Finally, 
Fernand Léger, one of the original Cubists, 
demonstrates in The Women Cyclists the 
continuing relevance of Cubism as late as 
the mid 1940s. Léger exaggerates the Cubist 
device of disengaging color from contour; 
having been separated, they are interwoven 
to create a shallow web of space that seems 
barely able to contain these robust women. 
Léger’s painting is a jaunty celebration of 
the modern sporting body, dislodging the 

classical ideal of recumbence and passivity 
in favor of muscular activity and the popular 
culture of modern life, whose themes had 
been such a hallmark of Cubist subject 
matter over thirty years earlier.

DrivEs, hE saiD: surrEaLisM

Sigmund Freud’s theories of the influence of 
the unconscious on waking life through the 
expression of primal instincts found their 
most elaborate visual form in Surrealism, 
with its emphasis on dream states, the 
relinquishment of conscious will, and the 
fostering of creative activity through these 
and other irrational conditions. Constituted 
formally in 1924 by a specific group of artists, 
Surrealism metastasized broadly throughout 
Europe and the United States in the ensuing 
decades. A diverse roster of artists employed 
Surrealist techniques of automatism, 
symbolism, and evocation of the irrational 
forces of nature and the unconscious.

Léger is not normally associated with 
Surrealism, but like Beckmann he is not easily 
contained by labels. His The Divers offers an 
image of bodies and body parts plunging into 
and out of their fluid medium, an irresistible 
metaphor for the mind’s journeys into altered 
states, as well as an example of late Cubist 
spatial compression. This immense drawing, 
which imposes itself on the viewer, is not festive 
like Léger’s colorful paintings of the same 
subject. The dreamy but stately atmosphere, 
coupled with the treatment in black and white 
(like a film), suspends time and gravity as 
figures and parts of figures seem to appear 
and recede, sliding through a medium in which 
ordinary physics is suspended. Hybrids of 
Cubism and Surrealism also characterize the 
work of Henry Moore and Hayter, the latter of 
whose etchings Palimpsest and Amazon layer 
several figures that generate (or are ensnared 
in) schematic fields of energy, suspending 
bodies in spatial limbo. The sculptor Moore 
was not a member of the Surrealist group, but 
he did exhibit with these artists in England. 
His Reclining Figure is typical of his sculptures 
that distort the body, emphasizing parts and 
suppressing others, favoring experiential over 
visual truth. Non-anatomical lines scored on 
the body or traversing its concavities imply 
the dynamic forces at work in the figure’s 
torsion and balance, contradictorily giving 
a rationalized, schematic form to unseen 
energies.

The paintings by the self-proclaimed 
Surrealists Joan Miró and Max Ernst span the 
show’s chronological frame. Miró’s Painting 

combines Cubist play with language and 
Surrealist play with form. One of the letters of 
the word joie (joy) has escaped its companions 
to form the mustache of a top-hatted man. An 
abstract sign—a notation without intrinsic 
meaning—is transformed into a physical 
attribute of the figure by simple displacement 
in the kind of sleight of hand that less 
obviously marks all artistic representation. 
The painting’s unresolvable contradictions—
its contrasts between the precise but 
subminimal schemata of the man’s body 
and the loose, washed-out infinitude of the 
background; between the utilitarian black of 
line, letter, and dash and the enigmatic spurt 
of brilliant red (flame? heart? sexual heat? 
fish attracted by bait?); between language 
and image; and between the neutrality of the 
title and the evocative link between language 
and physical pleasure—at once provoke and 
defy a rational reckoning.

Ernst’s The  Eye of Silence  nominally 
represents a fantastic landscape that offers 
a setting for a sphinx figure at lower right. But 
if there is a sphinx, there has to be a riddle. 
Structures organic in appearance but clearly 
of human fabrication seem to lie in sickly 
ruin, succumbing to natural processes of 
deterioration. What has happened to create 
this postapocalyptic world? The obvious 
answer is the war being waged throughout 
Europe at this time. Expressed as an 
aphorism, Ernst’s painting might be summed 
up thus: Man proposes; man disposes, 
errantly; nature disposes with finality. Yet 
the landscape itself seems to be animated, 
punctuated by eye forms, as if nature, devoid 
of human population, has been transformed 
into the ultimate face. Does this sentient 
presence signal hope of human return, or does 
it convey the malevolence of the destructive 
forces themselves? This uncertainty about 
the future may be the enduring riddle.

World War II would bring much worse than 
could be known then. Once again doubts about 
human nature followed, as did new artistic 
initiatives. But both Cubism and Surrealism, 
and even the traditions of venerable human 
stories, continued to offer frameworks for 
diverse artists’ considerations of the human 
face and figure, ensuring the persistence, and 
continuing relevance, of the human image in 
modern artistic practice. 

John Klein
Associate Professor
Department of Art History & Archaeology
Arts & Sciences
   

Joan Miró 
Peinture (Painting), 1925
© 2013 Successió Miró / Artists Rights Society (ARS),  
New York / ADAGP, Paris.



ChECKList

Willi Baumeister 
Still Life with Head, 1930
Oil on canvas, 26 x 32 1/4"  
Saint Louis Art Museum
Bequest of Morton D. May, 833:1983

Max Beckmann
Portrait of Valentine Tessier, 1929–30
Oil on canvas, 57 3/4 x 35 1/2"
Saint Louis Art Museum
Bequest of Morton D. May, 844:1983

Max Beckmann
Still Life with Mexican Figure, 1931
Oil on canvas, 24 x 12"
Saint Louis Art Museum
Bequest of Morton D. May, 847:1983

Max Beckmann
Film Studio, 1933
Oil on canvas, 25 5/8 x 37 5/8"
Saint Louis Art Museum
Bequest of Morton D. May, 848:1983

Max Beckmann
Les artistes mit Gemüse (Artists  
with Vegetable), 1943
Oil on canvas, 58 15/16 x 45 3/16"
University purchase, Kende Sale 
Fund, 1946

Max Beckmann 
Selections from the portfolio Day and 
Dream, 1946 

Self Portrait, plate 1
Weather-vane, plate 2
Tango, plate 4
Crawling Woman, plate 5
I Don’t Want to Eat My Soup, plate 6
Dancing Couple, plate 7
King and Demagogue, plate 8
Dream of War, plate 10
Morning, plate 11
Circus, plate 12
Magic Mirror, plate 13
The Fall of Man, plate 14
Christ and Pilate, plate 15
Lithographs, 55/90, 15 3/4 x 11 3/4"  
or 11 3/4 x 15 3/4"

Transfer from the Art and 
Architecture Library, Washington 
University, 1970

Eugene Berman 
The Good Samaritan (Le Bon 
Samaritain), 1930
Oil on canvas, 39 1/4 x 31 7/8"
University purchase, Kende Sale 
Fund, 1946

andré Derain
Guitarist, 1928
Oil on paper, 12 3/4 x 8"
Saint Louis Art Museum
Gift of Mr. and Mrs. Joseph Pulitzer, 
Jr., 318:1951

Charles Despiau 
Odette, 1934
Bronze, 15 x 11 1/4 x 9 1/2"
Gift of J. Lionberger Davis in memory 
of Horace M. Swope, 1967

Jacob Epstein 
Old Pinager, 1923
Bronze, 18 x 11 1/2 x 12 7/8" 
Gift of Judith Grand Rubenstein,  
Ruth Grand Decker, and Paul R. 
Grand, 1984

Jacob Epstein 
Portrait of Hans Kindler, 1930
Plaster cast, 16 1/4 x 10 1/4 x 12 3/8"
Gift of Lady Kathleen Epstein, 1967

Jacob Epstein 
Portrait of Pola Givenchy, 1937
Plaster cast, 22 1/4 x 17 1/2 x 12 3/4"
Gift of Lady Kathleen Epstein, 1967

Jacob Epstein 
Reclining Female Nude, 1943
Bronze, 4 1/2 x 21 1/2 x 11 1/8" 
Gift of Mrs. Mark C. Steinberg, 1963

Max Ernst 
L’oeil du silence (The Eye of Silence), 
1943–44
Oil on canvas, 43 1/4 x 56 1/4"
University purchase, Kende Sale 
Fund, 1946

stanley William hayter 
Amazon, 1945
Engraving and etching, 11/50,  
30 x 22 1/8"  
University purchase, Kende Sale 
Fund, 1946

stanley William hayter 
Palimpsest, 1946
Etching with aquatint, 10/30, 9 x 7"
Gift of Mr. and Mrs. Leslie Grodsky, 
1977

Paul Klee 
Zäge beieinander (Timid Ones 
Together), 1932
Watercolor on paper, 11 7/8 x 19 1/4"
Gift of Professor and Mrs. Thomas 
Hall, 1960

Paul Klee 
Frägt sich (One Wonders), 1934
Oil on cloth, 12 3/8 x 11" 
Gift of Mr. and Mrs. Richard K. Weil, 
1976

georg Kolbe 
Kniende (Kneeling Figure), 1928
Bronze, 20 1/2 x 8 7/8 x 7 1/2" 
Gift of Morton D. May, 1983

georg Kolbe 
Allegro, 1929
Bronze, 27 3/4 x 19 3/8 x 9 1/8"
Gift of Morton D. May, 1967

Marie Laurencin 
Portrait of a Little Girl, c. 1940-56
Oil on canvas, 18 3/16 x 15 1/8"
Gift of Sydney M. Shoenberg, Sr., 
1962

henri Laurens 
Femme drapée debout (Standing 
Draped Woman), c. 1927–29
Bronze, 28 1/4 x 12 x 6"
Gift of Mr. and Mrs. Morton D. May, 
1961

Fernand Léger 
Les grands plongeurs (The Divers), 
1941
Charcoal and ink wash with white 
heightening on paper, 75 3/8 x 41 7/8" 
University purchase, Kende Sale 
Fund, 1946

Fernand Léger 
Les belles cyclistes (The Women 
Cyclists), 1944
Oil on canvas, 29 x 36" 
Gift of Charles H. Yalem, 1963

Wyndham Lewis 
Portrait of Mrs. Ernest W. Stix, 1944
Oil on canvas, 47 x 32 1/8"
Gift of Mrs. Ernest W. Stix, 1969

Jacques Lipchitz 
The Joy of Orpheus I, 1945
Bronze, 18 1/2 x 10 x 7 1/4"
University purchase, William N. 
MacMillan Fund, 1952

aristide Maillol 
Crouching Nude with Crab,  
c. 1900–04, cast c. 1930
Bronze, 6 1/2 x 5 1/2 x 5"
Anonymous gift in honor of Mrs. 
Mark C. Steinberg, 1980

aristide Maillol 
Standing Nude (Female), from The 
Art of Love by Ovid, 1935
Lithograph with sanguine ink, ed. 
225, 15 3/16 x 11 1/2"  
University purchase, Kende Sale 
Fund, 1946

giacomo Manzù 
Little Girl Jumping, 1941
Bronze, 12 1/4 x 5 x 6" 
Gift of Richard K. Weil, 1962

Louis Marcoussis
Figures on a Beach, 1930
Oil on canvas, 26 x 32"
Saint Louis Art Museum
Gift of Joseph Pulitzer, Jr., 685:1949

Joan Miró 
Peinture (Painting), 1925
Oil on linen, 39 1/2 x 28 3/4" 
Gift of Mr. and Mrs. Richard K. Weil, 
1963

Joan Miró 
Plate 6 from Série noire et rouge 
(Black and Red Series), 1938
Etching, 27/30, 6 5/8 x 9 7/8"
University purchase with funds from 
the Honorable and Mrs. Thomas F. 
Eagleton, Emily Rauh Pulitzer, and 
Warren and Jane Shapleigh, 1999

Joan Miró 
Plate 8 from Série noire et rouge 
(Black and Red Series), 1938
Etching, 23/30, 6 5/8 x 9 7/8"
University purchase with funds from 
the Honorable and Mrs. Thomas F. 
Eagleton, Emily Rauh Pulitzer, and 
Warren and Jane Shapleigh, 1999

henry Moore 
Reclining Figure, 1933
Reinforced carved concrete,  
20 3/4 x 31 1/2 x 12 1/4" 
University purchase, Kende Sale 
Fund, 1946

Pablo Picasso 
Femmes entre elles avec voyeur 
sculpté. Clin d’oeil au Bain Turc 
(Women Amongst Themselves with 
Sculpted Voyeur. Wink at the Turkish 
Bath), 1934, printed 1939
Etching with engraving, V, ed. 260,  
13 3/8 x 17 1/2" 
Gift of Alvin S. Novack, 1962

Pablo Picasso 
Le combat dans l’arène (Combat in  
the Arena), 1937, printed 1942
Etching with engraving, V, 21/50,  
17 1/16 x 26 3/4"
University purchase, Kende Sale 
Fund, 1946

Pablo Picasso 
Tête de femme (Head of a Woman), 
1944
Oil on canvas, 13 7/8 x 8 5/8"
Gift of Mr. and Mrs. Marcus Rice, 1961

Pablo Picasso 
Satyr’s Head, 1949
Painted and glazed terracotta,  
15 1/4 x 13 x 1 1/2"
University purchase, Elizabeth 
Northrup McMillan Fund, 1954

andré racz 
Perseus Beheading Medusa, VIII, 1945
Engraving with aquatint, 7/25,  
26 1/8 x 18 1/4"  
University purchase, Kende Sale 
Fund, 1946

georges rouault 
Clown and Dwarf, from Cirque, 1930
Lift ground aquatint, aquatint, and 
etching over photogravure, 17 x 12 3/4"
Gift of Alvin S. Novack, 1962

georges rouault 
Juggler, from Cirque, 1930
Lift ground aquatint, aquatint,  
and etching over photogravure,  
17 1/2 x 13 1/4"
Gift of Alvin S. Novack, 1962

georges rouault 
L’automne (Autumn), 1936, printed 1938
Lift ground aquatint, aquatint, and 
etching over photogravure, ed. 300, 
28 x 33 1/2 x 1 1/2"
Gift of Alvin S. Novack, 1962

oskar schlemmer
Before the Mirror, 1931
Oil on canvas, 25 7/8 x 15 7/8"
Saint Louis Art Museum
Bequest of Morton D. May, 937:1983

All artworks in the exhibition are 
from the collection of the Mildred 
Lane Kemper Art Museum unless 
otherwise noted.



Support for this exhibition was provided by 
James M. Kemper, Jr., the David Woods Kemper 
Memorial Foundation, the Hortense Lewin Art 
Fund, and members of the Mildred Lane Kemper 
Art Museum.

Face and Figure in European Art, 1928–1945 
is curated by John Klein, associate professor, 
Department of Art History & Archaeology in Arts & 
Sciences at Washington University. It is presented 
in conjunction with Georges Braque and the Cubist 
Still Life, 1928–1945, both on view at the Kemper 
Art Museum from January 25 to April 21, 2013.

front
Fernand Léger 
Les grands plongeurs (The Divers), 1941
© 2013 Artists Rights Society (ARS), New York / ADAGP, 
Paris.

rELatED EvENts

Opening Celebration
Friday, January 25, 2013
Member Preview, 6–7 pm
Public Reception, 7–9 pm

gallery talk
John Klein, associate professor, Department of Art 
History & Archaeology
Wednesday, February 6, 2013, 5 pm

Panel
Committed Culture: A Panel Discussion on 
Politics and Aesthetics during World War II
Panelists:
Colin Burnett, assistant professor of film & media 
studies, Washington University
Karen K. Butler, assistant curator, Mildred Lane 
Kemper Art Museum
Lionel Cuillé, Jane and Bruce Robert Professor of 
French, Webster University
John Klein, associate professor of art history, 
Washington University
Stamos Metzidakis, professor of French and 
comparative literature, Washington University
Henry Schvey, professor of drama and 
comparative literature, Washington University
Thursday, March 7, 2013
6 pm reception, Kemper Art Museum
6:30 pm panel discussion, Steinberg Auditorium

gallery talk
Karen K. Butler, assistant curator
Saturday, March 23, 2013, 1 pm

tours

The Mildred Lane Kemper Art Museum offers 
many opportunities for free, individualized, 
docent-led tours and education programs. To 
schedule a tour for your group, organization, 
class, or friends and family, contact Allison 
Fricke, assistant educator, at 314-935-5624 
or allison.fricke@wustl.edu, or visit online at 
kemperartmuseum.wustl.edu/tours.

oNLiNE rEsourCEs

Visit the Museum’s education section at 
kemperartmuseum.wustl.edu to access 
downloadable PDFs of this brochure and other 
guides to exhibitions currently on view.

gENEraL iNForMatioN

The Mildred Lane Kemper Art Museum is free and 
open to the public 11–6 every day except Tuesday; 
open 11–8 on Friday. Visitor parking is available 
adjacent to the building, and the Museum is easily 
accessible via Metrolink (one block south of the 
Skinker station). For more information call 314-935-
4523 or visit kemperartmuseum.wustl.edu.

Willi Baumeister 
Still Life with Head, 1930
© 2013 Artists Rights Society 
(ARS), New York / VG Bild-Kunst, 
Bonn.


