Pablo Picasso (Malaga 1881 - Mougins 1973)
Nude Combing her Hair (Femme nue se coiffant)
Brush and red ink and red wash on light brown paper, backed.
Signed Picasso at the lower right.
Further signed Picasso in pencil on the verso and numbered 3, backed.
406 x 265 mm. (16 x 10 3/8 in.)
In the spring and summer of 1906, the young Pablo Picasso and his mistress Fernande Olivier spent
several weeks in the remote mountain village of Gósol, in the mountains of the Spanish Pyrenees.
During his stay in this small village of some nine hundred inhabitants, Picasso produced a substantial
and varied body of work, including a number of very large canvases. Aged just twenty-four, he was more
prolific during this period in the Pyrenees than at any previous time in his budding career.
Dating from the final phase of the Rose Period of Picasso’s career, the present sheet is likely to have
been drawn during the artist’s stay in Gósol in the summer of 1906, although it has also been dated by
some scholars to the previous year. Of the works of this period, Gary Tinterow has written that, ‘In the
remote Catalan village of Gosol, in the Pyrenees, Picasso achieved an almost schematic rendering of
form by stripping his images of both narrative content and ornament. As always he concentrated on the
human figure, but in Gosol the majority of paintings and drawings were of nudes – adolescent boys,
young children, and his lover Fernande – unselfconscious in their nudity and closely related to their
elemental settings.’ The actual pose of the woman in the present sheet is, however, already found in an
earlier drawing of 1904; a pen and watercolour study of a seated nude man and a standing nude
woman in the Peter Ludwig collection in Aachen, which dates from the time of the artist’s transition from
the Blue to the Rose period.
The theme of a woman combing or arranging her hair was one that Picasso began to consider in 1905,
and which he developed in several paintings and drawings over the next year. His lover Fernande

Olivier had long auburn hair and Picasso became engrossed in watching her daily ritual of arranging her
coiffure; an allure that soon found its way into his art. As Josep Palau i Fabre has written, ‘Then there is
another theme, which had been in Picasso’s mind for over a year, and which he had already been
developing in Paris before going to Gósol: that of women’s hair, dressed or being dressed. The sensual
quality of a woman’s hair, falling loosely or held up by a hand, continued to fascinate him.’ The raised
arms of the model in this drawing is another motif common to several works of this date. As another
scholar has observed, ‘The hand raised to the hair is a convention that Picasso explored repeatedly in
1906...It is a gesture common to the toilette or coiffure motif and to classical subjects like the Venus
Anadyomene, where an idealized nude wrings her hair as she emerges from the sea.’ Fernande’s
voluptuous figure, facial features and red hair may be perceived in this striking drawing, which employs
the reddish tonality that is such a characteristic feature of Picasso’s works of the late Rose period.
Picasso’s use of a reddish ink and delicate red washes, applied with the brush, in this drawing is found
in several other figure studies of this period. The simple brown paper used for the present sheet is
perhaps an indication of the artist’s limited supplies of paper during his stay in Gósol. In July of 1906,
Picasso wrote to his friend, the Catalan sculptor Enric Casanovas, ‘I want you to buy or send me by mail
a roll of twenty sheets of papier Ingres and as quickly as you can because I have finished the small stock
of paper I bought in Barcelona...’
A fine example of Picasso’s confident draughtsmanship at the height of his Rose Period, this drawing
evinces the artist’s new interest in a more sculptural conception of the female form - inspired by the
curvaceous body of his lover and model Fernande Olivier - after the more lean, angular figures of his
earlier Blue Period; this would be a trend that would be developed more fully in the coming months. In
the words of one recent scholar, writing of this period, ‘The many drawings and paintings that [Picasso]
did of Fernande reveal that having her so close and focusing on her as a model helped him develop his
approach to the representation of the body. In Gósol the pink and reddish tones of the palette he used to
paint Fernande, principally nude, began to infiltrate every aspect of the space and objects surrounding
the figure.’ And, as Fernande Olivier herself wrote of Picasso during the couple’s brief stay in Gósol in
the summer of 1906, ‘The atmosphere of his own country seems to inspire him, and there is much
stronger emotion and sensitivity in these drawings than anything he has done in Paris.’
The first known owner of the present sheet was the eminent Swiss collector Rudolf Staechelin (18811946), in whose possession it is recorded by 1920. One of the pioneering collectors of modern art in
Europe, Staechelin purchased the bulk of his Impressionist and Modern works between 1917 and 1918
and also in the 1920s. This drawing was one of two paintings and four drawings by Picasso lent by
Staechelin to the Ausstellung französischer Malerei, an exhibition of French painting held at the
Kunsthalle in Bern in November 1920.

Provenance:
Rudolf Staechelin, Basel and Schloss Ebenrein, Sissach, by 1920
The Fondation Rodolphe Staechelin, Basel, until c.1970
Private collection
Anonymous sale, Berne, Galerie Kornfeld, 17 June 1988, lot 106
Galería Theo, Madrid, in 1992
Private collection
Anonymous sale, London, Christie’s, 19 June 2007, lot 137
Private collection, Europe, until 2011.

Literature:
Pierre Daix and Georges Boudaille, Picasso: The Blue and Rose Periods. A Catalogue Raisonné of
the Paintings, 1900-1906, Neuchâtel, 1966, p.281, no.D.XIII.3; Christian Zervos, Pablo Picasso, Vol.
XXII (Supplément aux années 1903-1906), Paris, 1970, p.150, pl.427; Denys Sutton and Paolo
Lecaldano, The complete paintings of Picasso: Blue and Rose Periods, London, 1971, p.103, no.204;
Victor I. Carlson, Picasso: Drawings and Watercolors, 1899-1907 in the Collection of The Baltimore

Museum of Art, 1976, p.50, under no.26; Alberto Moravia and Paolo Lecaldano, L’opera completa di
Picasso blu e rosa, Milan, 1979, p.103, no.204; Núria Rivero et al., Picasso 1905-1906: From the Rose
Period to the Ochres of Gósol, exhibition catalogue, Barcelona and Berne, 1992, pp.316-317, no.148;
Marc Fehlmann and Nicole Schweitzer, "Alles frägt hier nach Picasso...". Zur Rezeption von Pablo
Picasso in der Schweiz’, in Marc Fehlmann and Toni Stooss, ed., Picasso und die Schweiz, exhibition
catalogue, Bern, 2001, p.25, note 34; Jèssica Jaques Pi, Picasso en Gósol, 1906: un verano para la
modernidad, Boadilla del Monte, 2007, p.139; The Picasso Project, Picasso’s Paintings, Watercolors,
Drawings and Sculpture: A Comprehensive Illustrated Catalogue 1885-1973. The Rose Period – 19051906, Paris, Holland and Gôsol, San Francisco, 2012, p.159, no.1905/06-045 (where dated 19051906); Marilyn McCully, ed., Pablo Picasso: Jeune Garçon nu à cheval, 1906, exhibition catalogue,
London, 2014, illustrated p.43, fig.43.

Artist description:
‘I do not know if I am a great painter, but I am a great draughtsman.’ (Picasso to Max Jacob).

