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charles Demuth

Elegant, witty, frivolous, dandified, shy, kind, gentle, amusing — Charles

Demuth, by all accounts, was all of these things. In the years before and

during World War I when his fellow Americans felt that their country was

progressing with gigantic bounds ahead of all others, at least in material

wealth, Demuth with many another artist sought escape from what he con

sidered was the stifling vulgarity and self-satisfaction to be found on all sides

of him. As a fellow student of Demuth's, Rita Wellman, has described it:

"When we were very young, we were very old. We were all bored with life:

knew everything there was to know, and only condescended to give our time

and talents to painting because it seemed to our jaded spirits the one respect

able calling left." Henry James, that earlier expatriate, whom Demuth came

to admire — and to illustrate profoundly — had felt the same barren wind on

these shores and had fled to an older but, to him, a spiritually warmer cli

mate. James had settled in England, a land he found curiously congenial to

write in, as opposed to France, when by contrast Paris was drawing young

English painters and writers to her to escape the dead weight of Victorian

philistinism.

lire pattern was more or less the same in both Britain and America. The
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The Demuth garden,
Lancaster, Pa.

rush of industrial expansion undermined or vulgarized any traditional taste

for the arts. Ruskin might thunder and Morris fulminate but there was no

stopping the course of events. In the younger United States, with a less

established tradition, particularly in the visual arts, the sensitive spirit felt

even more smothered than in England by the atmosphere of complacency

generated by material success. So John Marin, following in Whistler's foot

steps, escaped early to Europe. And after the turn of the century he was

followed by such men as Alfred Maurer, Max Weber, Arthur Dove, Charles

Demuth and others, some of whom finally returned to struggle for the

acceptance of what is now called modern art. Some of them knew it —

Demuth was one — some didn't, but what they actually desired was "Art for

Art's sake." Some would have scorned the phrase, and still do, as a reflec

tion of a decadent, ftn-de-siecle attitude. Nevertheless, in their determination

to paint as they pleased, whatever the social or economic consequences, the

modernist crusaders were related to the esthetes, however different their

motivation.

Demuth was an esthete. Perhaps because he was always in comfortable

financial circumstances and probably because he led a quite sheltered exist

ence during his childhood in Lancaster — his health was delicate and he was

also lame — he never felt called upon to battle for any "cause." Further

more, his pictures seem to have sold moderately well from the beginning

and this in itself saved him from any possible embitterment — if he had

been of a nature to feel bitterness. I do not mean to suggest he was a

creature of sweetness and light. No one was more worldly than he. He had

the typical esthete's love of good clothes, good food and drink and gay

company. But like all great esthetes there was some iron beneath his dandi

fied exterior and when he had enjoyed the fleshpots sufficiently, in New York

or Paris, his favorite haunts, he would return to his home in Lancaster and

apply himself to his painting. Watercolor was his favorite medium; it fitted

his exquisite tastes, and with it he expressed with extraordinary precision

and delicacy of perception the things that interested him most. Flowers

endlessly fascinated him. They were in the family, as it were. His mother

kept a luxuriant Victorian garden which is still the glory of the Demuth
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house in Lancaster; his grandmother Caroline and his aunt Louisa were

sensitive amateur flower painters (pp. 8 and 9). Vaudeville and theatrical

reviews he loved, and in numerous watercolors he does for the New York night

club and music hall stage of his clay what Lautrec did for the Paris circus of

the 90's. From the back door of his home in Lancaster he had an intimate

view of the Evangelical Lutheran Church of the Holy Trinity with one of

the finest Wren-inspired colonial towers in America and with this imprint

on his childhood eye he later came to paint with elegant affection not only

this spire but the trim roofs and towers of other colonial buildings in New

England and Bermuda. And against this background of classical neatness

and refinement he wittily pointed up the encroachments of industrial chim

neys and metal watertanks. Finally, he illustrated, though not for publica

tion, a number of stories and plays. The best of these illustrations are,

without exaggeration, as fine as anything of the kind ever done in this

country.

Here, then, is an artist who has left us as rich and varied a mine of subject

matter as any modern American I can think of. Yet all of it is of a piece and

in all of it one can trace equally the growth of his personal style and the

influences that helped to form it.

He was born in Lancaster, Pennsylvania, in 1883. His family, German in

origin, settled in Lancaster in the 18th century. There they established what

proved to be a profitable tobacco business which is still in existence today

and is still owned by a member of the Demuth family. It is now the oldest

business of its kind in this country. Several of Demuth's relatives, in addi

tion to the grandmother and aunt mentioned above, were amateur artists

in a modest way and his father, Ferdinand, was a good amateur photographer

(below) . Perhaps because of this background of art interest, and perhaps for

reasons of health, Demuth's parents were sympathetic to his early attempts

at drawing and painting and made no attempt to make him follow the family

business.

T

i

Church of the Holy Trinity, Lancaster, Pa.
Photograph by Ferdinand A. Demuth (d. 1911),
father of the artist. Taken by moonlight,
one hour exposure.



THE EARLY YEARS TO 1915

His art education began at the School of Industrial Art in Philadelphia,

prior to 1905. In the latter year, at the age of twenty-two, he entered the

Pennsylvania Academy of the Fine Arts and, like Marin before him, studied

under that inspiring teacher Thomas Anschutz. He interrupted his study

in Philadelphia in 1907 to spend about a year in Paris. After completion

of his courses at the Pennsylvania Academy in 1910 we know little about

him until 1912 when he again returned to Paris for further study at the

Academie Colarossi and Julien's, remaining there off and on until 1914.

He must have destroyed almost all of his student work and what little

remains from the years between 1908 and 1912 indicates mainly his interest

in figure drawing. Two watercolors, one of a studio interior (p. 20) and

one of a music hall scene may possibly date from his Paris visit of 1907. They

have a breadth and force of brushwork and color that probably reflect direct

contact with the fauve revolution which was then at its height in Paris,

under Matisse's leadership. The few other crayon or pencil drawings from

these years are notable for the Steinlen-like strength and life of their line

and the early facility they show in catching dramatic gesture and facial

expression (p. 19). By 1912 his figure drawing becomes noticeably more

elegant and fluent (p. 22), heightened by tinted washes in a Rodinesque

manner.1 At the same time he did some landscapes in watercolor and in

oils. Hie few of the latter I have seen are labored and dull (he never seems

to have been entirely comfortable in this medium although he returns to it,

together with tempera, in later life). The watercolor landscapes, those he

submitted to the Pennsylvania Academy exhibitions in 1912 (p. 21) and

1913 and some he did in 1914 and 1915 (p. 23) show clearly the inspiration

of Marin, in particular, and in general the expressionist freedom of brush-

work and space-defining color inherited from the jauves, particularly Matisse,

and eventually Cezanne.

These early landscapes of Demuth's are, I feel, little more than dexterous

Watercolor (1 gth century ) by Louisa Demuth,
the artist's aunt.
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Watercolor (iglh century) by Caroline Demuth,
the artist's grandmother.

exercises. As observations o£ nature they lack any deep conviction. In 1915,

however, he applies all his acquired technical mastery to material o£ great

interest to him — flower pieces, acrobatic and vaudeville turns, cafe and bar

scenes. In this first flood o£ mature work, at the age of thirty-two, Demuth

definitely "arrives" as an artist. The intervening years between 1907 and

1915 were spent assimilating much that was to be learned from the avant

garde in Paris, both as to expressionist freedom of color and cubist analysis

of form. The Armory Show of 1913 had stirred the artist and public alike

to a frenzy of partisanship, and it undoubtedly helped prepare the way for

a partial acceptance of Demuth's watercolors, along with other experimental

work. The Daniel Gallery opened in New York about this time to sponsor

a group of the new artists, Demuth among them. Stieglitz' famous first

showings of modern art in New York at 291 Fifth Avenue had led the way,

and Demuth was later to join the Stieglitz "stable" and enjoy the enthu

siastic approbation of that master of promotion. And finally Henry McBride,

the then recently installed art critic on the New York Sun, lent his increas

ingly important voice to the encouragement of modern art — with Demuth

one of his prime favorites. Under these hopeful auspices, whether he needed

such encouragement or no, Demuth began after 1915 to produce a steady

stream of increasingly brilliant work. The next five years, until 1920 when

he was discovered to be suffering from diabetes, he was at the height of

his powers.

THE FLOWER PIECES

Let us look first of all at the flower pieces. In a 1915 watercolor, a bouquet

of straw flowers on a table (p. 24), the first thing I think one notices is how

marvelously Demuth makes use of the white of the paper — as Cezanne had

done before him — to define space and volume. The design is first con

ceived in pencil and the line is wedded to the color washes. How infinitely

varied the color areas are in texture and density, with every apparent acci-
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dent of blotting and overlapping of tones carefully controlled! The crystal

line shimmer of the darks and the gradations of tone from dark to light

describe the forms of the flowers in a space which seems to breathe. In

some mysterious way the whole effect is one of sinister suggestion — fleurs

du mal, one feels, not the innocent blossoms one was led to expect. A

few other flower pieces which I believe must be dated 1915 (for example,

p. 26) while they can hardly be described as sinister, explode, as it were, into

space. Here, as in a number of the 1915 landscapes, Demuth dispenses with

any pencil drawing and achieves his effects by violent slashings of whites

and darks set off against a washed and blotted background. Finally, in both

types of these first flower pieces there is a noticeable filling out of the whole

design from edge to edge of the paper (p. 25). In later years, Demuth

increases the spatial recession of his flower pieces (this is true of many of

his later landscapes also) by fading out the edges of the composition. But

above all it is his astonishing perception of the form and character peculiar

to such a wide variety of flowers that impresses one most. He perceives in

their individual structure and shape the gestures and features which reveal

the personality of a cyclamen, a rose, a poppy or a daisy. About 1928, how

ever, a curious inhibited tightness, as in a botanical drawing, characterizes

many of his flower designs. One is left with a feeling that in some of these

final pieces, while the hand of the artist has not lost its cunning, his passion

for the flower is in some way spent. The advancing progress of the disease,

diabetes, from which he died, may explain this change in approach.

FIGURE PIECES: VAUDEVILLE AND BOOK ILLUSTRATIONS

If Demuth's greatest flower pieces have often a disturbingly sinister

quality, many of the figure pieces have even more explicit suggestions

of decadence, not to say evil, about them. Whether Demuth consciously

thought of his acrobats and vaudeville performers in this light I don't know.

Certainly the impression many of them leave on me is not one of light-

hearted gaiety. The features of the performers are too inane, in many

instances, and the acrobats' contortions, while they may present Demuth

with some of his most striking compositions, are often in themselves un

comfortably ridiculous. Be that as it may, in the best of these vaudeville or

acrobat pieces Demuth's draughtsmanship, his line, like Pascin's, vibrating

like a living nerve, has seldom been surpassed. As in the flower pieces, the

under-drawing is in pencil. The superimposed washes of color, with a liberal

use of the white of the paper, describe the spaces and the volumes, and

determine the mood of the whole. A noticeable feature of many of these

theater pieces is Demuth's penchant for striking contrasts of lights and darks;

the extraordinary richness and varying density of his blacks impresses one

above all. The stage spotlight and the black and white evening dress of

many of his performers served him well in this respect.

While these night-life scenes hold an endless fascination not only in them

selves but as records of a phase of American life during and immediately
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after World War I, Demuth's most important figure pieces are his illustra

tions for stories and plays.

During 1915 and 1916 he made twelve illustrations for Zola's Nana (pre

vious accounts give a total of six; twelve can now definitely be identified)

and one for Zola's L'Assommoir. in 1918 he made five illustrations for

James's The Turn of the Screw (an additional watercolor of a boy and girl,

dated 1912, is thought to have been intended as a frontispiece for this story)

and seven for the German dramatist Frank Wedekind's Erdgeist and its

secpiel, Pandora's Box; Demuth treats both plays as one, and numbers the

acts accordingly. 1 have been able to identify certainly only four of these

illustrations, two for Erdgeist and two for Pandora's Box; a fifth known

watercolor,2 differing in important essentials from these four, is said to be

for Erdgeist. In 1919 he produced three illustrations for James's The Beast

in the Jungle; in addition, two preliminary studies for one of these water-

colors can now be identified. During the years 1915 to 1919 he made one

illustration for Balzac's The Girl with the Golden Eyes, one for Walter

Pater's A Prince of Court Painters (I have not been able to trace either of

these and no reproductions exist) and one watercolor for Poe's The Masque

of the Red Death, which is now identified. Finally, he made one watercolor

in 1930 for a little known story by Robert McAlmon, entitled Distinguished

Air.3

1 lie Nana illustrations are apparently the first and also the most extensive

series Demuth executed. Technically, this series displays the full range of

Demuth's extraordinary mastery of line and color. In one or two instances

there are clear echoes of Rodin's (p. 45) and Lautrec's (p. 38) inspiration.

Lautrec we know he admired, and Rodin's drawings he must have studied

also. His other known admirations, Rubens, Greco, Watteau, Fragonard,

Blake and Beardsley do not appear as overt influences in these or any of

the other illustrations, so far as I can see, with the possible exception of the

one for Poe's The Masque of the Red Death, which may owe something to

Beardsley. Aside from these slight borrowings, however, the style of these

drawings is Demuth's own. The combination of pencil drawing and water-

color wash we have already noted in the vaudeville and circus pieces. Here

his technique is displayed in all its variety, now delicate and subtly sugges

tive (pp. 36, 43, and 44), now savage and foreboding (pp. 41, 42, 46, and 47),

as the mood of the scene demands.

Demuth makes no attempt to be literal in his interpretation of many of

the Nana scenes and except in one watercolor (p. 38), he provides no written

clues, as he does in his James and Wedekind pictures, to particular passages in

the novel. In fact, after a very careful reading of the text, I have come to the

conclusion that many of the Nana drawings were done from memory and

that occasionally two or more of Zola's scenes may have become fused in

Demuth's recollection of them. This seems to be true of the fourth and pos

sibly the ninth, tenth and eleventh illustrations (pp. 39 and 43-46), and the

passages of text I have associated with these particular drawings must be
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read with this fact in mind. In any case, Demuth apparently never intended

these or any of his other illustrations for publication. They were done as

private interpretations of his own reading of the various texts, and he there

fore felt under no obligation to please a literal-minded publisher or reader.

It is, in fact, Demuth's lack of literalness that raises all of his illustrations to

a plane parallel with, and not subsidiary to, the stories and plays in ques

tion. His was too independent an imagination to be bound by an author's

actual description of a scene. Like Delacroix's inspirations drawn from Scott's

novels, or Berlioz' interpretations of Byron's poetry, Demuth sought to

recreate stories and plays in his own medium and to give them a new and

quite different life, conceived in visual terms.

Demuth's next three series of illustrations, those for Wedekind's plays

and for James's two short stories present an extreme contrast in subject

matter. Nothing could be further removed from James's fine-spun tales of

horror than Wedekind's hysterical, expressionistic theater. Yet Demuth

encompasses the spirit of both authors to an amazing degree. The violent,

puppet-like posturings of Wedekind's neurotic characters are captured com

pletely. The comic-strip balloons enclosing each speech give an added touch

of weirdness to the scenes. And as for the James illustrations, they have

rightly been called Demuth's masterpieces. Rarely, if ever, has the mood

and atmosphere of two stories been more perfectly translated into visual

terms. Demuth's affinity for James must have been extremely close to arrive

at such sympathetic understanding.

The stories and plays that appealed to Demuth for illustration are very

significant with reference both to himself and his time. Almost without

exception, they deal with sex as a symbol of social degeneracy. Nana is the

classic story of the courtesan who, in driving men to self-destruction, destroys

the moral and economic supports of society. Wedekind's Lulu in Erdgeist

and Pandoras BoxA is a kind of German version of Nana —the courtesan

wife who kills, or drives to suicide, one husband after another. Both repre

sent the raw vitality of the lowly-born female who uses her exuberant physical

powers to make a mockery of her sophisticated, weakling lovers. James's

horror stories are extremely subtle expositions of sexual perversion or dis

location. Poe's The Masque of the Red Death, while it has no overt sexual

implications, is certainly a melodramatic study in wanton degeneracy, with

fevered sexual undertones.5

Looked at from a personal standpoint, Demuth's preoccupation with these

illustrations of the morbid and the perverse undoubtedly reflects a deep

unbalance and disquiet in his own nature. One must remember that, like

Lautrec, though not to the same degree, he was lame, and this abnormality

must have haunted him all his life. In addition, he was never physically

robust. Sheltered as a child and as a man by an extraordinarily robust

mother, his frequent escapes to the bohemian worlds of Paris, New York and

Provincetown are a further indication of the psychological tensions under
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which he lived and which are reflected in his painting and most of all in

his illustrations.

But these illustrations, together with his acrobat and vaudeville characters,

and the foreboding quality of many of his flower pieces, reflect much more

than a personal morbidity. Were they merely private records of a complex

personality their interest would be limited indeed. Demuth's watercolors,

particularly those done during the years 1915 to 1919, must be seen as dis

tillations of that period of esthetic bohemianism that flowered during the

first two decades of this century and whose roots were in Paris, London and

Berlin. Here is their supreme interest. No other American has given us

by implication so sensitive and so subtle an account of the cynicism and

disillusionment that marked the years before and during World War I, a

malaise which finally erupted into the dizzy abandon of the so-called jazz age.

EARLY LANDSCAPES: REACTION TO CUBISM

One of the most important sides of Demuth is his reaction to the outstand

ing art movement of his time — and probably of our century — cubism.

During the years 1912 to 1914, when he was in Paris, the cubist revolution

reached an intensity of expression and discovery unequalled before or since.

Braque and Picasso had led the way in the exploration of this new vision of

form and space. Their analysis of forms in terms, not of the fixed perspective

of the traditional point of view, but of many points of view seen simultane

ously, was avidly followed and developed by such devotees as Marcel

Duchamp, Albert Gleizes, Jean Metzinger and Juan Gris, to name some of

the most outstanding. A somewhat mystical account of cubist principles by

Gleizes and Metzinger was published in French in 1912. An English trans

lation was published in 1913. Gleizes himself was in New York from 1915

to 1916. Whether Demuth met him I don't know, but one may presume he

had read his book. Duchamp came to New York in 1915 and became a close

friend of Demuth's. From his own observations in Paris, from his reading,

and his personal association with one of the leading cubists, Demuth was

in an unusual position as an American to understand what the whole move

ment was about. Furthermore, something of Duchamp's nihilistic, even

cynical approach to cubism may have appealed to Demuth's anarchic bo

hemianism as reflected in the illustrations of this same time. At all events,

in 1916 we find him adapting some of the cubist formulas, in a very personal

way, to architectural landscapes. He made a visit to Bermuda at this time

and many of his first cubist landscapes are derived from scenes on that

island. In these first essays in the new manner Demuth emphasizes the

decorative possibilities of the cubist style. By 1915, the full fervor of the

cubist intellectual analysis of form had passed, in any case, and a more

sensuous, even decorative, development is in evidence even in the paintings

of the leaders like Picasso and Braque. The trim, clean lines of Bermuda's

colonial buildings clearly appealed to Demuth, familiar as he was from
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childhood with the fine 18th century church next door to his home in

Lancaster. And this interest in colonial architecture, whether it was to be

found in New England or in his native town remains a prominent feature

in his landscapes, at least until 1920. I he extremely delicate color washes of

these early architectural landscapes, particularly the Bermuda scenes, which

contribute so much to their fastidious, decorative air, may derive in part

from Demuth's known interest in Japanese prints. He actually helped organ

ize an exhibition of "Living Japanese Prints" in 1914 in Provincetown.

Demuth's particular adaptation of cubism, his use of ray-like shafts of

diagonals, forming a kind of net to support the motif of his design, has been

compared with Feininger s similar technique. Surely there is a strong parallel

between Demuth's Schooner of 1917 (p. 65) and Feininger's Side-Wheeler 6

of 1913. Whether this similarity is a purely accidental one there is no way

of knowing since we don't know whether Demuth had seen any of Feininger's

paintings at this time. A stronger influence, I think, can be detected as

stemming from the landscapes of Metzinger, Gleizes and Leger, dating from

about 1911 to 1916. Demuth's practice in 1917 of setting his straight-edge-

drawn architecture within an irregular, curvilinear frame of tree branches

(p. 63) appears to he related to a similar compositional device in a Metzinger

landscape of 1911' or a Leger landscape of 1914.8 Likewise, Demuth's char

acteristic use of intersected diagonals in contrasting light and dark shafts

(pp. 66 and 68) should be compared with Gleizes's Brooklyn Bridge of 1916°

(which Demuth may have seen in New York). Metzinger's Harbor of about

1912,10 with its overall pattern of masts and sails, its crisscrossing diagonals

and its asymmetrical framing of the composition is a striking forerunner of

Demuth's view of Gloucester (p. 66), and his Sails (p. 67), both done in 1919.

LATER LANDSCAPES: COLONIAL AND INDUSTRIAL

It is notable that Demuth uses the familiar watercolor medium in his

first cubist landscapes, from 1916 to i9J8. About 1919 he turns to tempera

and about 1920 to oil. Ihroughout the '20s and until a year or two before

his death, many of his most ambitious landscapes are in oil. Although he

continued to use watercolor for his flower pieces and for his late, somewhat

chilled, figure pieces of the '30s (p. 88), he appears to have felt that his

architectural subjects demanded a larger compass than the watercolor paper

provided and a more substantial medium. Probably, also, like most water-

colorists, he felt frustrated occasionally by the common critical judgment

that, rightly or wrongly, places watercolors in a slighter category than oils.

Some ol his oils, I feel, incline to be labored or overly meticulous in execu

tion. His voice, as it were, is not entirely comfortable in this new range of

textures and sonorities and while he always had an innate sense of design,

the effort to retain his niceties of control on a larger scale put him to a con

siderable strain. At his best, however, he did strike out a number of im

pressive compositions, the best, I think, in tempera (for example, End of

the Parade, Coatsville, Pa., p. 70 and After Sir Christopher Wren, p. 71) and
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a few oils (for example Paquebot Paris, p. 74, and the monumental My

Egypt, p. 84).

Demuth makes one significant distinction between tempera and oil. He

uses the first almost exclusively lor his favorite colonial architecture subjects

and the second for almost all of his industrial scenes. In the colonial archi

tecture temperas it will be observed that, with a few exceptions, he continues

his decorative practice of 'floating'' the composition in an indeterminate

space, an effect he achieves by fading out the edges of his forms or linear

patterns towards the frame. In many of the oils of industrial or urban

scenes, on the other hand, he apparently feels compelled to block out the

whole composition to the edge of the canvas. The effect produced is, for

Demuth, one of considerable weight and severity, undoubtedly to express

his reaction to the impersonal, mechanical contours of 20th century indus

trial architecture.

These industrial pictures of the '20s are a new departure for Demuth.

Although in his depiction of such subject matter his name has been asso

ciated with Charles Sheeler's and Preston Dickinson's, the so-called "Im-

maculates," his treatment of the industrial scene is different from theirs.

Like them, his approach to industry has in it something of the intellectual's

newly discovered respect for the precise shapes, the clear logic of the factory

building and the machine. But with Demuth this admiration is curiously

mixed with the esthete-bohemian's disdain of industry. Like some of the

cubists and the dadaists he was both attracted and repelled by the modern

machine world. This ambivalent attitude is reflected in many of Demuth's

cryptic picture titles. Many of them suggest his lighthearted refusal to be

overly impressed by the rising tide of industrial building in the prosperous

'20s. Such titles as "...And the Home of the Brave," Incense of a New

Church, Waiting, "...After All," have a certain kinship with the more

wryly ironic titles his friend Duchamp had given many of his pictures. In a

1 elated cubist connection (Biacpie initiated the practice) Demuth uses num

bers, letters and broken words in many of his compositions of this time

(p. 72). In at least one instance (p. 75) his use of numbers and days of the

week is obviously a humorous jibe at business routine.

POSTER PORTRAITS: STILL TILES

I his cubist use of words and letters Demuth applies to a type of picture

that is his own invention. 1 hey have been called, for want of a better term,

poster portraits. All of them are in oil, on canvas or board. They were

done to honor a few of his intimate friends — among them Georgia O'Keeffe,

Arthur Dove, Marsclen Hartley and John Marin. The best, I think, is

I Saw the Figure 5 in Gold (color plate opposite p. 70), a symbolic portrait

ol Demuth s friend William Carlos Williams, inspired by the first line of

one ol the latter s poems. 1 he painting called Longhi on Broadway is said

to refer to Eugene O'Neill.

Finally, there remains to mention a group of fruit still-lifes, all in water-
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color, which Demuth executed during the '20s. Side by side with his indus

trial oils he continued his watercolor paintings of flowers. In the latter there

is no indication of Demuth's cubist interests. He apparently felt his flowers

were not congenial subjects for cubist compositional invention or fantasy.

The fiuit pieces, however, do show a gentle cubist overlay in their angular,

faceted definition of form and in the interplay of curves and diagonals

radiating towards the edges of the paper (p. 76). But in the finest of these

still-lifes - the various arrangements of pears (p. 82) - his greatest debt is

to the true founder of cubism, Cezanne.

Demuth died in 1935 at the age of fifty-two. Although his working life

was fairly short and despite ill health during the last fifteen years, he pro

duced over nine hundred paintings. The best of these, and they are many,

are a true reflection of his extraordinarily sensitive and complex person

ality. He borrowed inspiration from abroad, as we have seen, but what he

borrowed he wore lightly and with ease. As he once said: "John Marin and

I drew our inspiration from the same source, French modernism. He brought

his up in buckets and spilt much along the way. I dipped mine out with a

teaspoon, but I never spilled a drop."11

A.C.R.

NOTES TO THE TEXT

1. In 1910 he may well have seen the second exhibition of Rodin's drawings presented by

Alfred Stieglitz at his Photo-Secession Gallery, 291 Fifth Avenue, New York.

2. Robert E. Locher Collection, Lancaster, Pa.

3. Illustrated Charles Demuth by William Murrell. The Whitney Museum of American Art.
New York, 1931. P. 16.

4. It is of interest to note that these two plays of Wedekind's first appeared in English

translation in the Glebe magazine (New York) in 1914 and that a play of Demuth's, The

Azure Adder, one of his occasional attempts at writing, was published in the same magazine
the year previous.

5. Demuth spoke of doing illustrations for Proust's A la recherche du temps perdu, for

which he would have been peculiarly fitted. Unfortunately his intentions were never

realized. In later life when the critic Henry McBride asked him why he did no more figure

pieces he said: "I simply haven't the strength."

6. Illustrated Feininger -Hartley . The Museum of Modern Art, New York, 1944. P. 22.

7. Illustrated Kubismus by Albert Gleizes, Munich, 1928. PI. 28.
8. ibid., PI. 21.

9. Illustrated Cubism and Abstract Art. The Museum of Modern Art, New York, 1936. PI. 72.

10. Illustrated Cubism by Albert Gleizes and Jean Metzinger. T. Fisher Unwin, London,

1913- P- 87.

11. Quoted by George Biddle, New York Herald Tribune Book Review, Nov. 13, 1949. P. 5.
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At "Ihe Golden Swan" Sometimes Called "Hell Hole." Self-portrait with Marcel Duchamp. 1919.

Watercolor, 81/! x 10%". Collection Robert E. Locher, Lancaster, Pa.

A TRIBUTE TO THE ARTIST

by Marcel Duchamp

1 he Hell Hole (the "Golden Swan" in the Village), the Baron Wilkins (a cafe) in Harlem,

a costumed ball at Webster Hall, Cafes Brevoort and Lafayette were Demuth's favorite places

about 1915-16 and he used to take me along. . . .

He had a curious smile reflecting an incessant curiosity for every manifestation life offered.

An artist worthy of the name, without the pettiness which afflicts most artists; worshipping his

inner self without the usual eagerness to be right.

Demuth was also one of the few artists whom all other artists liked as a real friend, a rare case

indeed.

His work is a living illustration of the disappearance of a "Monroe Doctrine" applied to Art;

for today, art is no more the crop of privileged soils, and Demuth is among the first to have

planted the good seed in America.
New York, 1949
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CHRONOLOGY

1883 Born Lancaster, Pennsylvania, November 8

1887 Leg injury about this time which macle him permanently lame

1899 Entered Franklin and Marshall Academy in Lancaster

1901 Graduated from Franklin and Marshall Academy. Entered Drexel

Institute, Philadelphia

1905 Entered the Pennsylvania Academy of The Fine Arts in Philadelphia.

(Previously he had spent some time at the School of Industrial Art

in the latter city.)

1907 First visit to Paris. Visited London and Berlin

1908 Returned from Paris and took up his courses again at the Pennsyl

vania Academy

1912 Second visit to Paris. Studied at the Academie Colarossi, the Academie

Moderne, and Julien's

1914 Returned to the United States. Organized, with Helen Jungerich,

exhibition of "Living Japanese Prints" at Provincetown

1915 His first one-man exhibition at the Daniel Gallery, New York

1916 Summer in Provincetown. Fall and winter in Bermuda

1917 Returned from Bermuda. Summer in Gloucester, Mass. and

Lancaster

1918 Summer in Gloucester

ig2o Discovered to be suffering from diabetes

1921 Third visit to Paris. Sailed and returned on the steamship Paris (the

subject of one of his oils)

1922 Entered sanitarium at Morristown, N. J. to undergo treatment for

diabetes. Later was one of first to receive the newly discovered insulin

1925 Included in seven-man exhibition organized by Alfred Stieglitz at

the Anderson Galleries, New York

1930 Summer, Provincetown

1934 Summer, Provincetown

1935 Died Lancaster, October 25
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Drawing. 1906 or '07. Conte crayon, x 7%". Collection

Robert E. Locher, Lancaster, Pa.



Studio Interior. 1907? Watercolor, 12% x 9%". Collection Robert E.

Locher, Lancaster, Pa.
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New Hope , Pennsylvania. 1911 or '12. Watercolor, 8% x 11%". Collection Robert E. Locher, Lancaster, Pa.



Strolling. 1912. Watercolor, 8V2 x 5%". The Museum

of Modern Art, gift of Mrs. John D. Rockefeller, Jr.

Right: Boy and Girl. Thought to be frontispiece for

Henry James's The Turn of the Screw. 1912. Water-

color, S1/! x 5%". Collection Philip Hofer, Rockport,

Maine

' t, -VJ
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The Columbus Gallery of Fine Arts, Columbus, Ohio. FerdinandDimes. 1915. Watercolor, 11% x 163V

Howald Collection
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Flowers. 1915. Watercolor, 13 x 8". Collection Louis Bouch£, New York



Pansies. 1915. Watercolor, ioVi x yH". Collection Mrs. Stanley Resor, New York



Flower Piece. 1915. Watercolor, 18 x 11V2". Collection Miss Susan W. Street, New York



Daisies. 1918. Watercolor, 17% x 11V2". The Whitney Museum of American Art,

New York
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Vaudeville: Woman with Walking Stick. 1916. Water-

color, 11 x 8". The Mullen Collection, Merion, Pa.

Right: "Many Brave Hearts are Asleep in the Deep . . ."

1916. Watercolor, 13 x 8". The Mullen Collection, Meri

on, Pa.
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Vaudeville. 1 g 17. Watercolor, 8 x 10%". Collection Miss Elaine Freeman, New York



Two Acrobats. 1918. Watercolor, 13 x 7%". Collection Mrs. Edith

Gregor Halpert, New York

  



Acrobats. 1918. Watercolor, 10% x 8%". Collection Mrs. Edith Gregor Halpert, New York



Vaudeville Musicians. 1917. Watercolor, 13 x 8". The Museum of Modern Art,

Mrs. John D. Rockefeller, Jr. Purchase Fund



The Green Dancer. 1916. Watercolor, ji x 8". Collection Mr. and Mrs. S. S.

White III, Ardmore, Pa.



Acrobats. 1916. Watercolor. The Barnes Foundation, Merion, Pa. Not in the exhibition



The Circus. 1917. Watercolor, 8 x 10%". The Columbus Gallery of Fine Arts, Columbus, Ohio. Ferdinand

Howald Collection
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Count Muffat's First Vieiu of Nana at the Theater. Illustration no. 1 for Zola's Nana (Chapter V), 1915-16.

Watercolor, 8% x 10%". The Barnes Foundation, Merion, Pa. Not in the exhibition

"There was a profound silence, and then a deep sigh and the far-off murmur of a mul

titude became audible. Every evening when Venus entered in her god-like nakedness

the same effect was produced. 1 hen Muffat was seized with a desire to see, he put his

eye to a peep-hole. Above and beyond the glowing arc formed by the footlights the dark

body of the house seemed full of ruddy vapour, and against this neutral-tinted back

ground, where row upon row of faces struck a pale, uncertain note, Nana stood forth

white and vast, so that the boxes from the balcony to the flies were blotted from view.

He saw her from behind — noted her swelling hips, her outstretched arms, . . ."
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Nana Visiting Her Friend Satin. Illustration no. 2 for Zola's Nana (Chapter VIII), 1915. Watercolor,

8% x 10%". The Barnes Foundation, Merion, Pa. Not in the exhibition

"Nana felt very uncomfortable at Satin's, sitting doing nothing on the untidy bed

whilst basins stood about on the floor at her feet, and petticoats which had been bemired

last night hung over the backs of arm-chairs and stained them with mud. They had

long gossips together and were endlessly confidential, . . ."
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"The next day Fontan informed Nana that he was not coming home to dinner, and she

went down early to find Satin, with a view to treating her at a restaurant. I he choice

of the restaurant involved infinite debate. Satin proposed various brewery bars, which

Nana thought detestable, and at last persuaded her to dine at Laure's. I his was a

table d'hote in the Rue des Martyrs, where the dinner cost three francs."

Nana , Seated Left , and Satin at Laure's Restaurant. Illustration no. 3 for Zola's Nana (Chap

ter VIII), 1916. Watercolor, 8V2 x 10%". The Museum of Modern Art, gift of Mrs. John D.

Rockefeller, Jr.
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Nana and Her Men. Illustration no. 4 for Zola's Nana (Chapter X?), 1915-16. Watercolor, 8V2 x

10%". The Barnes Foundation, Merion, Pa. Not in the exhibition

"The room was full of Nana's intimate existence: a pair of gloves, a fallen handkerchief,

an open book, lay scattered about, and their owner seemed present in careless attire

with that well-known odour of violets, and that species of untidiness which became her

in her character of good-natured courtesan, and had such a charming effect among all

those rich surroundings."
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Nana at the Races. Illustration no. 5 for Zola's Nana (Chapter XI), 1915-16.

Watercolor, 10% x 8Mi". The Barnes Foundation, Merion, Pa. Not in the ex

hibition

"The circle increased, for now La Faloise was filling glasses, and Georges and Philippe

were picking up friends. A stealthy impulse was gradually bringing in the whole field.

Nana would fling everyone a laughing smile or an amusing phrase. The gioups of

tipplers were drawing near, and all the champagne scattered over the place was moving

in her direction. Soon there was only one noisy crowd, and that was round her landau,

where she queened it among outstretched glasses, her yellow hair floating on the lneeze,

and her snowy face bathed in the sunshine. Then, by way of finishing touch, and to

make the other women, who were mad at her triumph, simply perish of envy, she lifted

a brimming glass on high, and assumed her old pose as Venus \ictiix.
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Nana Before the Mirror. Illustration no. 6 for Zola's Nana (Chapter XII), 1916. Watercolor,

7% x 9 Collection Richard Weyand, Lancaster, Pa.

A mirror stopped her, and as of old she lapsed into oblivious contemplation of her

nakedness. But the sight of her breast, her waist, and her thighs only doubled her

terror, and she ended by feeling with both hands very slowly over the bones of her face.

" 'You're ugly when you're dead,' said she in deliberate tones.

"And she pressed her cheeks, enlarging her eyes and pushing down her jaw, in order to

see how she would look. Thus disfigured she turned towards the Count:

" 'Do look! my head'll be quite small, it will!'

"He fancied he saw her in a grave, emaciated by a century of sleep, and he joined his

hands and stammered a prayer.

1 he joints of his fingers used to crack, and be would repeat without cease these words

only: 'My God, my God, my God!' "
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Scene After Georges Stabs Himself With the Scissors. Illustration no. 7 for Zola's Nana (Chapter XIII),

1916. Watercolor, 8M> x io%". The Barnes Foundation, Merion, Pa. Not in the exhibition

"In her stupefaction Nana had sat down: she still wore her gloves and her hat. 1 he

house once more lapsed into heavy silence; the carriage had driven away; and she sat

motionless, not knowing what to do next, her head swimming after all she had gone

through. A quarter of an hour later, Count Muffat found her thus, but at sight of him

she relieved her feelings in an overflowing current of talk. She told him all about the

sad incident, repeated the same details twenty times over, picked up the blood-stained

scissors in order to imitate Zizi's gesture when he stabbed himself. And above all she

nursed the idea of proving her own innocence.

"The lady's maid, having brought a towel and a basin of water out of the dressing-room,

had for some moments past been rubbing the carpet in order to remove the blood-stains

before they dried."
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Scene After Georges Stabs Himself With the Scissors (second version). Illustration no. 8 for Zola's

A ana (Chapter XIII), 1915-16. Watercolor, 7% x 10 . Collection Richard Weyand, Lancaster, Pa.



Satin in a Frenzy (?). Illustration no. 9 for Zola's Nana (Chapter XIII?), 1915-16. Watercolor, 81/:- x 10% - The

Barnes Foundation, Merion, Pa. Not in the exhibition

"And Satin, angry at being thrown over every moment, would turn the house topsy

turvy with the most awful scenes.

"On certain days she would very nearly go mad, and would smash everything, wearing

herself out in tempests of love and anger, but pretty all the time."
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Nana and Count Muff at (?). Illustration no. to for Zola's Nana (Chapter XIII?), 1916. Watercolor,

8% x 10%". The Barnes Foundation, Merion, Pa. Not in the exhibition

"And despite all the struggles of his reason, this bedroom of Nana's always filled him

with madness, and he would sink shuddering under the almighty dominion of sex, just

as he would swoon before the vast unknown of Heaven."
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Count Muffat Discovers Nana With the Marquis de Chouard (?). Illustration no. 11 for Zola s

Nana (Chapter XIII?), 1915. Watercolor, 8% x 10%". The Barnes Foundation, Merion, Pa. Not

in the exhibition

"Then, over against him, there was the gold and silver bed which shone in all the fiesh

splendour of its chiselled workmanship, a throne this of sufficient extent for Nana to

display the outstretched glory of her naked limbs, an altar of Byzantine sumptuousness,

worthy of the almighty puissance of Nana's sex, which at this very hour lay nudely dis

played there in the religious immodesty befitting an idol of all men's worship."
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The Death of Nana. Illustration no. 12 for Zola's Nana (Chapter XIV), 1915. Watercolor, 8M> x 10%".

The Barnes Foundation, Merion, Pa. Not in the exhibition

". . . there were already five women in the room; Gaga was lying back in the solitary

arm-chair, which was a red velvet Voltaire. In front of the fire-place, Simonne and

Clarisse were standing talking to Lea de Horn, who was seated, whilst, by the bed to the

left of the door, Rose Mignon, perched on the edge of a chest, sat gazing fixedly at the

body where it lay hidden in the shadow of the curtains. All the others had their hats

and gloves on, and looked as if they were paying a call."



Illustration for Zola's L'Assommoir. 1916. Watercolor, 8 x ioV2". The Philadelphia Museum of

Art, Philadelphia, Pa. A. E. Gallatin Collection.
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The Animal Tamer Presents Lulu. Illustration no. 1 for Wedekind's

Erdgeist (Prologue, Act 1), 1918. Watercolor, 12ft x 8". Collection Miss

Violette de Mazia, Merion, Pa.

"She was created to incite to sin

To lure, seduce, corrupt, drop poison in, —

To murder, without being once suspected.

"Your bride is here?

"Hop, Charlie, march! Carry her to her cage."
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Lulu and Alva Schoen in the Lunch Scene. Illustration no. 2 for Wedekind's Erdgeist (Act IV), 1918. Water-

color, SV2 x 10%". The Barnes Foundation, Merion, Pa. Not in the exhibition



Lulu and Alva Schoen. Illustration no. 1 for Wedekind's Pandora's Box (Act I, or V in combined version), 1918.

Watercolor, 8% x 10%". The Barnes Foundation, Merion, Pa. Not in the exhibition



The Death of Countess Geschwitz. Illustration no. 2 for Wedekind's Pandora's Box (Act III, or VII in combined

version), 1918. Watercolor, 8V> x 10%". The Barnes Foundation, Merion, Pa. Not i?i the exhibition
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The guaidian interviews the governess about the care of his niece and nephew.

She conceived him as rich, but as fearfully extravagant — saw him all in a glow of

high fashion, of good looks, of expensive habits, of charming ways with women. He had

for his own town residence a big house Tilled with the spoils of travel and the trophies

of the chase; but it was to his country home, an old family place in Essex, that he wished

her immediately to proceed."

At a House in Harley Street. Illustration no. t for Henry James's The Turn of the Screw (Pro

logue), 1918. Watercolor, 8 x 11". The Museum of Modern Art, gift of Mrs. John D. Rockefeller, Jr.



11 »
The Governess First Sees the Ghost of Peter Quint. Illustration no. 2 for Henry James's The Turn of

the Screw (Chapter III), 1918. Watercolor, 8x10%". Collection Mrs. Frank C. Osborn, Manchester, Vt.

"I can see at this moment the way his hand, as he went, passed from one of the crenela-

tions to the next." (Chapter III)

"There were states of the air, conditions of sound and stillness unspeakable impressions

of the kind of ministering movement that brought back to me, long enough to catch it,

the medium in which, that June evening out of doors, I had had my first sight of

Quint." (Chapter XIII)
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Flora and the Governess. Illustration no. 3 for Henry James's The Turn of the Screw (Chapter VI),

1918. Watercolor, 8 x 10%". Collection Mrs. Frank C. Osborn, Manchester, Vt.

"She had picked up a small flat piece of wood, which happened to have in it a little

hole that had evidently suggested to her the idea of sticking in another fragment that

might figure as a mast and make the thing a boat."
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The Governess, Mrs. Grose, and the Children. Illustration no. 4 for Henry James's The Turn of the

Screw (Chapter XI), 1918. Watercolor, 8 x 10%". Collection Mrs. Frank C. Osborn, Manchester, Vt.

"At the hour 1 now speak of she had joined me, under pressure, 011 the terrace, where,

with the lapse of the season, the afternoon sun was now agreeable; and we sat there

together while, before us, at a distance, but within call if we wished, the children strolled

to and fro in one of their most manageable moods. They moved slowly, in unison,

below us, over the lawn, the boy, as they went, reading aloud from a storybook and

passing his arm round his sister to keep her quite in touch."

I
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Miles and the Governess. Illustration no. 5 for Henry James's The Turn of the Screw

(Chapter XXIV), 1918. Watercolor, 8 x 10%". Collection Mrs. Frank C. Osborn,. Man

chester, Vt.

" 'Did you take letters? — or other things?'

" 'Other things?' He appeared now to be thinking of something far off and that reached

him only through the pressure of his anxiety. Yet it did reach him. 'Did I steal}' "

*
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The Boat Ride from Sorrento. Illustration no. 1 for Henry James's The Beast in the Jungle

(Chapter I), 1919. Watercolor, 8 x 10". Collection Mrs. Frank C. Osborn, Manchester, Vt.

"You know you told me something that I've never forgotten and that again and again

has made me think of you since; it was that tremendously hot day when we went to

Sorrento, across the bay, for the breeze. What I allude to was what you said to me, on

the way back, as we sat, under the awning of the boat, enjoying the cool. Have you

forgotten?"
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The Revelation Comes to May Bartram in Her Drawing-room. Illustration no. 2 for Henry James's

The Beast in the Jungle (Chapter IV), 1919. Watercolor, 8 x 10". Collection Mrs. Frank C.

Osborn, Manchester, Vt.

"She had touched in her passage a bell near the chimney and had sunk back, strangely

pale. 'I'm afraid I'm too ill.'

" 'Too ill to tell me?' It sprang up sharp to him, and almost to his lips, the fear that

she would die without giving him light. He checked himself in time from so express

ing his question, but she answered as if she had heard the words.

" 'Don't you know — now?' "
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Marcher Receives His Revelation at May Bartram's Tomb. Illustration no. 3 for Henry James's

The Beast in the Jungle (Chapter VI), 1919. Watercolor, 8 x 10". Collection Mrs. Frank C.

Osborn, Manchester, Vt.

"He saw the Jungle of his life and saw the lurking Beast; then, while he looked, per

ceived it, as by a stir of the air, rise, huge and hideous, for the leap that was to settle

him. His eye darkened -it was close; and, instinctively turning, in his hallucination,

to avoid it, he flung himself, on his face, on the tomb."
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Two Sketches for Marcher Receives His Revelation at May Bartram's Tomb,

1919- Pencil, each 8 x 10V2". Collection Robert E. Locher, Lancaster, Pa.



Illustration for Poe's The Masque of the Red Death , c. 191®- Watercolor, 8V2 x to'/i . 1 he Barnes Foun

dation, Merion, Pa. Not in the exhibition

"And now was acknowledged the presence of the Red Death. He had come like a thief

in the night. And one by one dropped the revelers in the blood-bedewed halls of their

revel, and died each in the despairing posture of his fall. And the life of the ebony

clock went out with that of the last of the gay. And the flames of the tripods expired.

And Darkness and Decay and the Red Death held illimitable dominion over all."
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l iees and Barns (Bermuda), iq^- Watercolor, g1/^ x 13% '. Collection Miss Susan W. Street, New York



Early Houses, Provincetown. 1918. Watercolor, 14 x 10". The Museum of Modern

Art, gift of Philip L. Goodwin



Bermuda, no. 2 (The Schooner). 1917. Watercolor, 10 x 13%". The Metropolitan Museum of Art, New York.

Bequest of Alfred Stieglitz
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Gloucester. 1919. Tempera, 15% x 19%". Museum of Art, Rhode Island School of Design, Providence, R.I.



Sails. 1919. Tempera, 1^/2 x 19". Santa Barbara Museum of Art, Santa Barbara, Calif.



Back-Drop of East Lynne. 1919. Tempera, 19% x ljjW- University of Nebraska Art Galleries,

Lincoln, Neb. F. M. Hall Collection



Stairs, Provincetown. 1920. Watercolor, 23% x 19%". The Museum of Modern Art, gift of Mrs.

John D. Rockefeller, Jr.



Opposite: "I Saw the Figure 5 in Gold." 1928. Oil, 36 x 29%". The Metropolitan Museum

of Art, New York. Bequest of Alfred Stieglitz

End of the Parade: Coatsville, Pa. 1920. Tempera, 19M2 x 15V2". Collection Mr. and Mrs. William

Carlos Williams, Rutherford, N.J.
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After Sir Christopher Wren. 1920. Tempera, 237/8 x 20". Anonymous loan through the courtesy

of the Worcester Art Museum. Worcester, Mass.



Rue du Singe Oui Peche. 1921. Tempera, 21 x 16XA" . The Downtown Gallery, New-York
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Lancaster. 1921. Tempera, 19 x 15%". Albright Art Gallery, Buffalo, N.Y. Room of Contempo

rary Art



Paquebot Paris. 1921 or '22. Oil, 24.V2 x 191V. I he Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

Opposite: Two sketches for Paquebot Paris. August, 1921. Pencil, each 7% x 51% . Col

lection Robert E. Locher, Lancaster, Pa.
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Business. 1921. Oil, 20 x 24Vi". The Art Institute of Chicago, Chicago, 111. Alfred Stieglitz

Collection



Still Life, No. 2. 1922. Watercolor, yt® x 12%". The Columbus Gallery of Fine Arts, Columbus, Ohio. Ferdinand

Howald Collection



Flowers, Cyclamen. 1920. Watercolor, 11% x 13%". The Art Institute of Chicago, Chicago, III.



Flower Study, c. 1923. Watercolor, 17% x 11%". The Cleveland Museum of Art,

Cleveland, Ohio



Tuberoses. 1922. Watercolor, 13V2 x 11V2". Collection Mr. and Mrs. William Carlos Williams, Rutherford,

New Jersey
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Eggplant and Tomatoes, c. ,927. Watercolor, 19% x 14". Collection Richard Weyand, Lancaster, Pa.



Zinnias , Larkspur and Daisies.

B. Lazo Steinman, New York

1928. Watercolor, 17^5 x 11%". Collection Mrs.
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Green Pears. 1929. Watercolor, 13% x 19%". Collection Philip L. Goodwin, New York



Poppies. 1929. Watercolor, 14 x 20". Collection Mrs. Edith Gregor Halpert, New York



My Egypt. 1927? Oil, 36 x 30' . The Whitney Museum of American Art, New York

Opposite: I wo sketches for My Egypt. 1927? Pencil, each 8% x 6%". Collection Robert

E. Locher, Lancaster, Pa.
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Waiting. 1930. Tempera, 15% x 19%". The Art Institute of Chicago, Chicago, III. Alfred Stieglitz

Collection
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. . and the Home of the Brave." 1931. Oil, 30 x 24". The Art Institute of Chicago, Chicago, 111.

Gift of Miss Georgia O'Keeffe



'After All. . . 1933. Oil, 36 x 30". Collection Miss Georgia O'Keeffe, New York



Man and Woman. 1934. Watercolor, 10% x 8%". Durlacher Brothers, New York
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York; Mrs. B. Lazo Steinman, New York; Miss Ettie Stett-
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CATALOG OF THE EXHIBITION

An asterisk (*) preceding the catalog number indicates

that the picture is illustrated. In listing the dimensions,

height precedes width.

1 the boxer. 1906 or '07. Conte crayon, 7J4 x 7%"-

Lent by Robert E. Locher, Lancaster, Pa.

*2 drawing. 1906 or '07. Conte crayon, 9y2 x TA" �

Lent by Robert E. Locher, Lancaster, Pa. III. p. 19

*3 studio interior. 1907? Watercolor, 12% x 9%".

Lent by Robert E. Locher, Lancaster, Pa. III. p. 20

4 review in paris. Paris, 1907? Watercolor, 10x/2 x

7 Lent by Robert E. Locher, Lancaster, Pa.

5 mlle olga. 1907 or '08. .Conte crayon, 5% x 4".

Lent by Robert E. Locher, Lancaster, Pa.

6 parrots. 1911 or '12. Watercolor, 8J4 x 6%". Lent

by Robert E. Locher, Lancaster, Pa.

7 PARIS, THE NIGHT BEFORE CHRISTMAS. igi2. Illk and

wash, lopo x 71/i"- Lent by Robert E. Locher,

Lancaster, Pa.

8 white horse. 1912. Watercolor, 8J4 x 5%"- Lent

by Richard Weyand, Lancaster, Pa.

*9 strolling. 1912. Watercolor, 8y» x 5%". The

Museum of Modern Art, gift of Mrs. John D.

Rockefeller, Jr. III. p. 22

10 two men with woman on beach. 1912. Water-

color, 8y2 x 5 y2". Lent by Robert E. Locher, Lan

caster, Pa.

11 man and two girls. 1912. Watercolor, 8^ x 5%"-

Lent by Durlacher Brothers, New York

12 seascape, c. 1912. Watercolor, 9% x 14^5". The

Metropolitan Museum of Art, New York. Bequest

of Alfred Stieglitz

13 landscape with two houses, c. 1912. Watercolor,

9% x 12%". The Metropolitan Museum of Art,

New York. Bequest of Alfred Stieglitz

*14 new hope, pa. 1911 or 12. Watercolor, 8% x

'!%"� Robert E. Locher, Lancaster, Pa. III. p. 21

15 morning (Etretat) . 1912 or '13. Watercolor, 9%

x J3%"- Lent by Robert E. Locher, Lancaster, Pa.

16 early landscape. 1914. Watercolor, 9% x i21A".

The Metropolitan Museum of Art, New York.

Bequest of Alfred Stieglitz

17 the gossips, c. 1914. Watercolor, 5 x 8". Lent by

Mr. and Mrs. William Carlos Williams, Ruther

ford, N. J.

18 the bay. c. 1915. Watercolor, 10 x 13%". Lent by

The Toledo Museum of Art, Toledo, Ohio

19 the boat. c. 1915. Watercolor, 8y2 x io%". Lent

by Durlacher Brothers, New York

*20 dunes. 1915. Watercolor, 11% x 16^". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection. III. p. 23

21 flowers, c. 1915. Watercolor, 11 x 8 Lent by

The Detroit Institute of Arts, Detroit, Mich.



22 flowers. 1915. YVatercolor, 8U> x 11". The Mu

seum of Modern Art, gift of Mrs. John D. Rocke

feller, Jr.

23 yellow and blue. 19 15. Watercolor, 14 X 10".

The Metropolitan Museum of Art, New York. Be

quest of Alfred Stieglitz

*24 I'Ansies. 1915. Watercolor, ioJ4 x 7W- Lent by

Mrs. Stanley Resor, New York. III. p. 25

*25 flower piece. i 9 i 5. Watercolor, 18 x n1/^". Lent

by Miss Susan W. Street, New York. III. p. 26

26 the primrose, c. 19 15. Gouache, 15% x nji".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Flowald Collection

27 poppies, c. 1915. Watercolor, 17% x n1/^". The

Columbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection

*28 flowers. 1915. Watercolor, 13 x 8". Lent by

Louis Bouche, New York. III. p. 24

29 fish. c. 1915. Watercolor, 8 x 13". Lent by Robert

E. Locher, Lancaster, Pa.

30 at Marshall's, 19 15. Watercolor, 7% x ioi/8".

Lent by Miss Ettie Stettheimer, New York

31 the drinkers. 19 15. Watercolor, 10% x 814". The

Columbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection

32 vaudeville characters, c. 1915. Watercolor, 1014

x 7%". Lent by Miss Violette de Mazia, Merion,

Pa.

33 vaudeville: bicycle act. 1915 or '16. Watercolor,

8 x io1//'. Lent by The Mullen Collection, Merion,

Pa.

*34 "many brave hearts are asleep in the deep . . ."

1916. Watercolor, 13 x 8". Lent by The Mullen

Collection, Merion, Pa. III. p. 28

35 acrobats: balancing act. 1916. Watercolor, 13 x

8". Lent by The Mullen Collection, Merion, Pa.

*36 vaudeville: woman with walking stick. 1916.

Watercolor, 11 x 8". Lent by The Mullen Collec

tion, Merion, Pa. III. p. 28

37 musicians, c. 1916. Watercolor, ioJ4 x 7%". Lent

by The Downtown Gallery, New York

38 review. 1916. Watercolor, 8 x 10y2" . Lent by The

Downtown Gallery, New York

39 negro jazz band. 1916. Watercolor, 13 x 7%".

Lent by Henry McBride, New York

40 juggler. 1916. Watercolor, 13 x 8". Lent by Carl

Van Vechten, New York

41 two circus girls. 1916. Watercolor, 8 x 11". Lent

by Mr. and Mrs. S. S. White III, Ardmore, Pa.

*42 the green dancer. i 9 i 6. Watercolor, 11 x 8". Lent

by Mr. and Mrs. S. S. White III, Ardmore, Pa. III.

P 33
43 vaudeville act. 1916. Watercolor, 13 x 8". Lent

by Mrs. Chaint Gross, New York

*44 Illustration for Zola's L'Assommoir. 1916. Water-

color, 8 x 10J4". The Philadelphia Museum of

Art, Philadelphia, Pa. A. E. Gallatin Collection.

III. p. 48

9°

*45 NANA, SEATED LEFT, AND SATIN AT LAURE'S RESTAURANT.

Illustration No. 3 for Zola's Nana (Chap. VIII) .

1916. Watercolor, 8% x 10%". The Museum of

Modern Art, gift of Mrs. John D. Rockefeller, Jr.

III. p. 38

*46 nana before the mirror. Illustration No. 6 for

Zola's Nana (Chap. XII) . 1916. Watercolor, 7% x

9%". Lent by Richard Weyand, Lancaster, Pa.

III. p. 41

*47 SCENE AFTER GEORGES STABS HIMSELF WITH THE SCISSORS

(second version) . Illustration No. 8 for Zola's

Nana (Chap. XIII) . 1915 or '16. Watercolor, 7%

x 10". Lent by Richard Weyand, Lancaster, Pa.

III. p. 43

48 flower piece. 1916. Watercolor, 11 x 8%". Lent

by Robert E. Locher, Lancaster, Pa.

49 horses. 1916. Watercolor, 8 x 11". Lent by Mr.

and Mrs. S. S. White III, Ardmore, Pa.

50 in the gymnasium, c. 1916. Watercolor, 10% x 8".

Lent by The Fogg Museum of Art, Harvard Uni

versity, Cambridge, Mass.

51 the nut, pre-volstead days. 1916. Watercolor, 1 o

x 7f|". The Columbus Gallery of Fine Arts, Co

lumbus, Ohio. Ferdinand Howald Collection

52 the shine. 1916. Watercolor, 7% x ioJ4"- The

Museum of Modern Art, gift of James W. Barney

53 beach scene. 1916. Watercolor, 7% x 9f§". Lent

by Irving Drutman, New York

54 Bermuda landscape. 1916. Watercolor, 7% x 9%".

Lent by Mr. and Mrs. S. S. White III, Ardmore, Pa.

55 BERMUDA LANDSCAPE. 19 16. Watercolor, 9% X I3ii"-

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

56 BERMUDA, No. I (TREE AND HOUSE) . 1917. Watei-

color, 10 x 13%". The Metropolitan Museum of

Art, New York. Bequest of Alfred Stieglitz

*57 BERMUDA, No. 2 (THE SCHOONER) . 1917. Water-

color, 10 x 13%". The Metropolitan Museum of

Art, New York. Bequest of Alfred Stieglitz. III.

p. 65

58 LANDSCAPE INTERPRETATION, BERMUDA. 1917. Water-

color, 10 x 14". Lent by Mr. and Mrs. S. S. White

III, Ardmore, Pa.

*59 TREES AND BARNS (BERMUDA) . 19 17. Watercolor,

9 Vi x 13 W- Lent by Miss Susan W. Street, New

York. III. p. 63

60 THE MONUMENT, BERMUDA. I917. Watercolor, 14 X

10". The Phillips Gallery, Washington, D. C.

61 trees. 1917. Watercolor, g|£ x i3fg". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection

62 a red roofed house, c. 1917. Watercolor, 10 x 14".

Lent by The Downtown Gallery, New York

63 white architecture. 1917. Watercolor, 18 x n y2".

Lent by The Downtown Gallery, New York

64 beach, provincetown. 1917. Watercolor, 8 x 11".

Lent by Robert E. Locher, Lancaster, Pa.

65 EIGHT o'clock. i 9 i 7. Watercolor, 7% x 10". Lent

by George J. Dyer, Norfolk, Conn.



66

*67

*68

*6g

*76

77

*78

79

*80

81

*82

*83

*84

*85

eight o'clock. i 9 i 7. Watercolor, 7% x 10%". The *86

Museum of Modern Art, gift of Mrs. John D.

Rockefeller, Jr.

vaudeville. 19 17. Watercolor, 8 x io%". Lent by

Miss Elaine Freeman, New York. III. p. 29 *87

the circus. 1917. Watercolor, 8 x 10%". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection. III. p. 35

vaudeville musicians. 1917. Watercolor, 13 x 8".

The Museum of Modern Art, Mrs. John D. Rocke

feller, Jr. Purchase Fund. III. p. 32

soldier on leave, c. 19 17. Watercolor, 10% x 7

Lent by Miss Violette de Mazia, Merion, Pa.

i'rovincetown. 1918. Watercolor. Lent by Chris

topher Demuth, Lancaster, Pa.

architecture. 1918. Watercolor, 14 x 10". Lent by

Mrs. James H. Beal, Pittsburgh, Pa.

houses. 1918. Watercolor, 13% x 9%". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection

two acrobats. 19 18. Watercolor, 13 x 7%". Lent

by Mrs. Edith Gregor Halpert, New York. III. p. 30

red chimneys. i 9 i 8. Watercolor, g% x 13%". Lent

by The Phillips Gallery, Washington, D. C.

early houses, provincetown. 1918. Watercolor,

14 x 10". The Museum of Modern Art, gift of

Philip L. Goodwin. III. p. 64

flowers. 1918. Watercolor, 17% x 11%". The

Metropolitan Museum of Art, New York

daisies. 1918. Watercolor, 17% x 11%". The

Whitney Museum of American Art, New York.

III. p. 27

poppies. 1918. Watercolor, 17y2 x 11%". Lent by

Edward W. Root, Clinton, N. Y.

acrobats. 1918. Watercolor, 10% x 8%". Lent by

Mrs. Edith Gregor Halpert, New York. III. p. 31

dancing sailors. 1918. Watercolor, 7% x 9%".

The Museum of Modern Art, Mrs. John D. Rocke

feller, Jr. Purchase Fund

the animal tamer presents lulu. Illustration No.

1 for Wedekind's Erdgeist, (Prologue, Act I) . 1918.

Watercolor, i2y§ x 8". Lent by Miss Violette de

Mazia, Merion, Pa. III. p. 49 97

boy and girl. Thought to be frontispiece for

James's The Turn of the Screw. 1912. Watercolor,

8J4 x 5%"- Lent by Philip Hofer, Rockport, g8

Maine. III. p. 22

at a house in harley street. Illustration No. 1

for James's The Turn of the Screw (Prologue). *gg

1918. Watercolor, 8 x 11". The Museum of Mod

ern Art, gift of Mrs. John D. Rockefeller, Jr. 111.

P � 53 *100

THE GOVERNESS FIRST SEES THE GHOST OF PETER QUINT.

Illustration No. 2 for James's The Turn of the

Screw (Chap. III). 1918. Watercolor, 8 x 10%".

Lent by Mrs. Frank C. Osborn, Manchester, Vt. 101

III. p. 54

*89

9°

91

"92

93

94

95

96

FLORA AND THE GOVERNESS. Illustration No. 3 for

James's The Turn of the Screw (Chap. VI). 1918.

Watercolor, 8 x 10%". Lent by Mrs. Frank C. Os

born, Manchester, Vt. III. p. 55

THE GOVERNESS, MRS. GROSE AND THE CHILDREN. Illus

tration No. 4 for James's The Turn of the Screw

(Chap. XI) . 1918. Watercolor, 8 x 10%". Lent by

Mrs. Frank C. Osborn, Manchester, Vt. 111. p. 56

miles and the governess. Illustration No. 5 for

James's The Turn of the Screw (Chap. XXIV).

1918. Watercolor, 8 x 10%". Lent by Mrs. Frank C.

Osborn, Manchester, Vt. III. p. 57

the boat ride from sorrento. Illustration No. 1

for James's The Beast in the Jungle (Chap. I).

1919. Watercolor, 8 x 10". Lent by Mrs. Frank C.

Osborn, Manchester, Vt. III. p. 58

THE REVELATION COMES TO MAY BARTRAM IN HER

drawing-room. Illustration No. 2 for James's The

Beast in the Jungle (Chap. IV) . 1919. Watercolor,

8 x 10". Lent by Mrs. Frank C. Osborn, Man

chester, Vt. III. p. 59

MARCHER RECEIVES HIS REVELATION AT MAY BARTRAM'S

tomb. Illustration No. 3 for James's The Beast in

the Jungle (Chap. VI) . 1919. Watercolor, 8 x 10".

Lent by Mrs. Frank C. Osborn, Manchester, Vt.

III. p. 60

Two sketches for marcher receives his revelation

at may bartram's tomb. 1919. Pencil, each 8 x

ioy2". Lent by Robert E. Locher, Lancaster, Pa.

111. p. 61

Gloucester. 1919. Tempera, 15x/2 x 19%". Lent

by the Museum of Art, Rhode Island School of

Design, Providence, R. I. 111. p. 66

sails. 1919. Tempera, 15% x 19". Lent by The

Santa Barbara Museum of Art, Santa Barbara,

Calif. III. p. 67

back-drop of east lynne. 19 19. Tempera, 19% X

15%". Lent by The University of Nebraska Art

Galleries, Lincoln, Neb. F. M. Hall Collection.

III. p. 68

box of tricks. 19 1g. Tempera, 19% x 15%". Lent

by The Philadelphia Museum of Art, Philadelphia,

Pa.

flowers. 1919. Watercolor, 13% x gfj". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection.

Columbia. 1919. Watercolor, njf x 8". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio

Ferdinand Howald Collection

acrobats. 1919. Watercolor, 13 x 7%". The Mu

seum of Modern Art, gift of Mrs. John D. Rocke

feller, Jr. Color frontispiece

AT "THE GOLDEN SWAN" SOMETIMES CALLED "HELL

hole." (Self-portrait with Marcel Duchamp) .

1919. Watercolor, 8% x 10%". Lent by Robert E

Locher, Lancaster, Pa. III. p. 17

dunes. 1920. Watercolor, 9% x 14". Lent by Mr.

and Mrs. S. S. White III, Ardmore, Pa.
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*io2 stairs, provincetown. 1920. Watercolor, 23 % X

19%". The Museum of Modern Art, gift of Mrs.

John D. Rockefeller, Jr. III. p. 69

103 red chimney. 1920. Watercolor, 13% x 10%".

Lent by Mr. and Mrs. S. S. White III, Ardmore, Pa.

104 the tower. 1920. Tempera, 23% x 191V'. The

Columbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Flowald Collection

C05 after sir Christopher wren. 1920. Tempera, 23%

x 20". Lent anonymously through the courtesy

of the Worcester Art Museum, Worcester, Mass.

111. p. 71

*106 end of the parade: coATSvii.LE, pa. 1920. Tem

pera, 19% x 15%". Lent by Mr. and Mrs. William

Carlos Williams, Rutherford, N. J. III. p. 70

107 machinery. 1920. Tempera, 24 x 19%". The

Metropolitan Museum of Art, New York. Bequest

of Alfred Stieglitz

*108 flowers, cyclamen. 1920. Watercolor, 11% x

�3%"- Lent by The Art Institute of Chicago,

Chicago, 111. 111. p. 77

109 fuchias. 1920. Watercolor, 9% x 14". Lent by

Mr. and Mrs. S. S. White III, Ardmore, Pa.

110 august lilies. 1921. Watercolor, 12 x 17%". Lent

by The Whitney Museum of American Art, New

York

Tn Lancaster. 1921. Tempera, 19 x 15%". Albright

Art Gallery, Buffalo, N. Y. Room of Contemporary

Art. III. p. 73

*112 business. 1921. Oil, 20 x 24%". The Art Institute

of Chicago, Chicago, 111. Alfred Stieglitz Collec

tion. III. p. 75

113 MODERN CONVENIENCES. 192 1. Oil, 25T7g X 20f|".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

114 INCENSE OF A NEW CHURCH. 1 92 1. Oil, 25% X lgjf".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

T15 rue du singe qui peche. 1921. Tempera, 21 x 16%".

Lent by The Downtown Gallery, New York. III.

p. 72

116 NOSPMAS M. EGIAP NOSPMAS. 1921 Or '22. Oil, 24 X

20". Lent by Mrs. Edith Gregor Halpert, New York

*117 Four sketches for paquebot paris. August, 1921.

Pencil, each 7% x 5^". Lent by Robert E. Locher,

Lancaster, Pa. Tivo ill. p. 75

T18 PAQUEBOT PARIS. 192 1 Or '22. Oil, 24% X 19^".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection. III. p. 74

T19 tuberoses. 1922. Watercolor, 13% x 11%". Lent

by Mr. and Mrs. William Carlos Williams, Ruther

ford, N. J. III. p. 79

120 still life, No. i. c. 1922. Watercolor, 11% x 17%".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

Fi2i still life, No. 2. 1922. Watercolor, gT95 x 12%".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection. III. p. 76

122 still life, No. 3. c. 1922. Watercolor, 13% x 9%".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

"123 flower study, c. 1923. Watercolor, 17% x 11%".

Lent by The Cleveland Museum of Art, Cleveland,

Ohio. III. p. 78

124 CALIFORNIA TOMATOES. C. 1923. Watercolor, 11% X

i3xi". The Columbus Gallery of Fine Arts, Co

lumbus, Ohio. Ferdinand Howald Collection

125 EGGPLANT AND PLUMS. C. 1923. Watercolor, 11% X

17%". Lent by The Art Institute of Chicago,

Chicago, III.

126 mme delaunois. 1924. Watercolor, 10% x 8%".

Lent by Robert E. Locher, Lancaster, Pa.

127 pears. 1924. Watercolor, 11% x i7xi". The Co

lumbus Gallery of Fine Arts, Columbus, Ohio.

Ferdinand Howald Collection

128 FRUIT AND SUNFLOWERS. C. I924. Watercolor, 17%

x 11%". Lent by The Fogg Museum of Art, Har

vard University, Cambridge, Mass.

129 daisies. 1925. Watercolor, 12 x 15". Lent by The

New Britain Art Museum, New Britain, Conn.

130 fruit and daisies, c. 1925. Watercolor, 12 x 18".

Lent by The Fogg Museum of Art, Harvard Uni

versity, Cambridge, Mass.

131 bowl of oranc.es. 1925. Watercolor, 13/0 x 19^".

The Columbus Gallery of Fine Arts, Columbus,

Ohio. Ferdinand Howald Collection

132 plums. 1925. Watercolor, 17% x 11%". Lent by

The Addison Gallery of American Art, Phillips

Academy, Andover, Mass.

133 roses. 1926. Watercolor, 11% x 17%". Lent by

The Museum of Fine Arts, Boston, Mass.

134 STILL LIFE—CARROTS AND APPLES. 1926. Watercolor,

13% x 19%". Lent by George H. Fitch, New York

135 STILL LIFE—APPLES AND PEARS. 1926. Watercolor,

131A x 19Vi"  Lent by The Yale University Art

Gallery, New Haven, Conn.

136 EGGPLANT AND SUMMER SQUASH. C. 1927. Watercolor,

% V-i x 19%"- Lent by The Wadsworth Atheneum,

Hartford, Conn.

*137 EGGPLANT AND TOMATOES. C. I927. Watercolor, 19%

x 14". Lent by Richard Weyand, Lancaster, Pa.

111. p. 80

U38 my egypt. 1927? (Also dated 1925 or 1929). Oil,

36 x 30". Lent by The Whitney Museum of Amer

ican Art, New York. III. p. 84

*139 Two sketches for my egypt. 1927? Pencil, each

8% x 6%". Lent by Robert E. Locher, Lancaster,

Pa. III. p. 85

140 LA ROSE NOIRE (Costume for Black and White

Ball) . 1928. Watercolor, 10% x 8%". Lent by

Mrs. B. Lazo Steinman, New York

141 costume after beardsley (for Black and White

Ball) . 1928. Watercolor, 10% x 8%". Lent by

Mrs. B. Lazo Steinman, New York

T42 ZINNIAS, LARKSPUR AND DAISIES. 1928. Watercolor,

17% x 11%". Lent by Mrs. B. Lazo Steinman,

New York. III. p. 81
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143 longhi on Broadway (Poster portrait of Eugene

O'Neill) . 1928. Oil, 34 x 27". Lent by Miss

Georgia O'Keeffe, New York

*144 "I SAW THE FIGURE 5 IN GOLD." 1928. Oil, 36 X

29%"- The Metropolitan Museum of Art, New

York. Bequest of Alfred Stieglitz. Color plate, opp.

p. 70

"145 green pears. 1929. Watercolor, 13% x lg1/^".

Lent by Philip L. Goodwin, New York. 111. p. 82

146 yellow pears, c. 1929. Watercolor, 13% x 19".

Lent by John S. Newberry, Jr., Grosse Pointe

Larms, Mich.

147 RED CABBAGES, RHUBARB AND ORANGE. 1929. Water-

color, 14 x 19%". The Metropolitan Museum of

Art, New York. Bequest of Alfred Stieglitz

T48 poppies. 1929. Watercolor, 14 x 20". Lent by

Mrs. Edith Gregor Halpert, New York. III. p. 83

149 calla lilies. 1929. Watercolor, 14 x 19%". Lent

by Miss Susan W. Street, New York

150 kiss-me-over-the-fence. 1929. Watercolor, 11% x

17%". Lent by Durlacher Brothers, New York

151 corn and peaches. 1929. Watercolor, 13% X 19%".

The Museum of Modern Art, gift of Mrs. John D

Rockefeller, Jr.

*152 waiting. 1930. Tempera, 15% x 19%". The Art

Institute of Chicago, Chicago, 111. Alfred Stieglitz

Collection. 111. p. 85

*153 ". . . and the home of the brave." 1931. Oil, 30

x 24". The Art Institute of Chicago, Chicago, 111.

Gift of Miss Georgia O'Keeffe. III. p. 86

154 CHIMNEY AND WATERTOWER. 1931. Oil, 2g% X 23%".

Lent by Miss Georgia O'Keeffe, courtesy of The

National Gallery of Art, Washington, D. C.

155 on "that" street. 1932. Watercolor, 10% x 8%".

The Art Institute of Chicago, Chicago, 111. Alfred

Stieglitz Collection

*156 "after all . . ." 1933. Oil, 36 x 30". Lent by

Miss Georgia O'Keelfe, New York. III. p. 87

*157 man and woman. 1934. Watercolor, 10% x 8%".

Lent by Durlacher Brothers, New York. III. p. 88

158 Ten Studies from Provincetown Sketchbook. 1934.

Watercolor, each 8% x 11". Lent by Robert E.

Locher, Lancaster, Pa.

BIBLIOGRAPHY

This bibliography, with two exceptions, does not include

references to items which have appeared in newspapers.

Omitted also are a few references to minor exhibition

notices, listed in the Art Index 1929-1949.

Additional material is contained in scrapbooks (3 vol

umes of typescripts and clippings) on Charles Demuth,

in a private collection.

The list of exhibition catalogs is by no means complete,

but includes only those catalogs which have been acces

sible to the compiler. They have been arranged chron

ologically, as have the references to statements by the

artist. References to writings on the artist, however, are

listed alphabetically under the author's name, or under

the title in case of unsigned articles.

All material, except when preceded by a dagger (f) ,

has been examined by the compiler. Items marked with

an asterisk (*) are in the Museum Library.

ANNE BOLLMANN

Abbreviations: Ap April, bibl bibliography, col colored,

D December, ed edited, edition, editor, L Lebruary, il

illustration (s) , incl including, Ja January, Je June, Jy

July, Mr March, My May, N November, n.d. not dated,

n.p. 110 place, no number (s), O October, p page (s) , por

portrait, S September, suppl supplement.

Sample entry for magazine article: Lane, James W.

Charles Demuth. il Parnassus (New York) 81103:8-9 Mr

1936-

Explanation: An article by James W. Lane, entitled

"Charles Demuth" accompanied by illustrations, will be

found in Parnassus (published in New York) , volume

8, number 3, pages 8-9, the March 1936 issue.

STATEMENTS BY THE ARTIST

1 Aaron Eshleman, Artist. Lancaster County His

torical Society Papers (Lancaster, Pa.) 16008:247-

50 O 1912.

2 The Azure Adder. The Glebe (New York) 11103:1-

31 D 1913.

*3 Between Lour and Live. Camera Work (New

York) 11047:32 Jy 1914.

Reply to a question: "What is '291'?"

4 Pilling a Page. A pantomime with words, il

Rogue (New York) 11102:13-14 Ap 1 1915.

*5 [Statement] Manuscripts (New York) 1104:4 D

1922.

Brief reply to question: "Can a photograph have

the significance of art?"

*6 [Introduction] to exhibition catalog: Intimate

Gallery, New York. Georgia O'Keeffe paintings.

folder New York, 1926.

Reprinted in bibl. 12.

7 Peggy Bacon. In exhibition catalog: Intimate

Gallery, New York. Peggy Bacon exhibition, folder

New York, 1928.

f8 [Loreword] to exhibition catalog, 1928.

Reprinted in bibl. 12.

9 Confessions, por The Little Review (New York;

Paris) 12002:30-1 My 1929.

Replies to a questionnaire.

*10 Across a Greco Is Written, il (1 col) Creative

Art (New York) 5:629-34 S 1929.

*11 Lighthouses and Log. In America and Alfred

Stieglitz; a collective portrait, ed. by Waldo Lrank

[and others]. P246 New York, Doubleday, Doran,

'934-
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* Tribute to Alfred Stieglitz. Reprinted in Stieg-

litz memorial portfolio, 1864-1946. pi2 New

York, Twice a Year Press, 1947.

*12 [Foreword] il Philadelphia Museum Bulletin 40:

78-80 My 1945.

Reprinted from bibl. 6,8.

BOOKS, ARTICLES, EXHIBITION REVIEWS

*13 Barnes, Albert C. The art in painting. 3rd ed.

P342, 345-6 il New York, Harcourt, Brace, 1937.

*14 Born, Wolfgang. American landscape painting.

P206-8 il New Haven, Yale University Press, 1948.

*15 Brown, Milton W. Cubist-realism: an American

style, il Marsyas (Institute of Fine Arts, New York

University) 3:139-60 1943-45-

Demuth: P146-8; bibliographical notes: pi 59-60.

16 Charles Demuth. il Wadsworth Atheneum Bul

letin (Hartford, Conn.) 61102:12 Ap 1928.

Discussion of Demuth's work in general, and a

still life bought by the museum in particular.

*17 Charles Demuth: An American Place. Art News

(New York) 29:10 Ap 18 1931.

Review of exhibition.

18 Charles Demuth: Intimate Gallery. Art News

(New York) 24:7 Ap 10 1926.

Unfavorable review of exhibition. For comment

see bibl. 55.

*19 Charles Demuth — Painter. Index of Twentieth

Century Artists (New York) 211010:147-50, suppl

ap Jy 1935-

Includes biographical note, lists of exhibitions,

reproductions, and a bibliography.

*20 Cheney, Martha Candler. Modern art in Amer

ica. p64, 66 New York, Whittlesey House, 1939.

21 Coates, Robert M. The art galleries: Charles

Demuth . . . New Yorker (New York) 811046:48

Ja 1 1938.

Review of memorial exhibition, Whitney Mu

seum of American Art, New York.

Cortissoz, Royal. See bibl. 66.

*22 Davidson, Martha. Demuth, architect of paint

ing; the Whitney's complete show permits a new

appraisal, il Art News (New York) 36:7-8 D 18

1937-

*23 [Field, Hamilton Easter] Comment 011 the arts,

il The Arts (New York) 11102:29-43 Ja 1921.

Includes review of Demuth exhibition, Daniel

Galleries, New York: p30,3i.

24 Foltz, Josephine Kieffer. An appreciation of

Charles Demuth. folder [Lancaster, Pa., 1941].

Mimeographed copy, written by a personal friend

for the Demuth memorial exhibition, Franklin

and Marshall College, Lancaster, Pa. January

1941.

*25 Gallatin, Albert Eugene. American water-colour-

ists. P22-4 il (1 col) New York, E. P. Dutton, 1922.

*26  Charles Demuth. 24p plus plates (1 col) New

York, William Edwin Rudge, 1927.

 See also bibl. 44.

*27 George, Waldemar. Les expositions, il Amour de

I'Art (Paris) 4:762-65 N 1923.

Includes review of exhibition of American paint

ers, Durand-Ruel Galleries, New York; Demuth:

11763,764.

*28 Hacen, Angela E. Demuth watercolors and oils at

"An American Place." il Creative Art (New York)

8:441-3,449 Je 1931.

Review of exhibition.

*29 Hartley, Marsden. Adventures in the arts, pioo-

101 New York, Boni and Liveright, 1921.

3 0  Farewell, Charles. An outline in portraiture of

Charles Demuth — painter. In The New Caravan,

ed. by Alfred Kreymborg, Lewis Mumford, Paul

Roseufeld. P552-62 New York, W. W. Norton,

�936.

Recollections from their 23 years' friendship.

Text also contained in typescript in unpublished

anthology of Hartley's writings The Spangle of

existence, [n.p.] 1942.

31 Henderson, Helen. Charles Demuth. [6]p [n.d.].

Paper read before The Junior League of Lan

caster, November 10, 1947. Typescript in scrap-

books on Charles Demuth (private collection) .

Henderson, William James. See bibl. 45.

Jewell, Edward Alden. See bibl. 66.

32 Kalonyme, Louis. The art makers. Charles De

muth, the magician of water colors leads art season

of old favorites and new contenders. Arts and

Decoration (New York) 26002:63 D 1926.

Review of exhibition, Daniel Galleries, New

York.

 See also bibl. 44.

*33 Kenton, Edna. Henry James to the ruminant

reader: The Turn of the Screw . . . With four

drawings by Charles Demuth. il The Arts (New

York) 6no5: 245-55 N 1924.

Discussion of James's work, accompanied by

Demuth's illustrations.

*34 Kootz, Samuel Mervin. Modern American paint

ers. P30-33 il New York, Brewer & Warren, 1930.

35 Lancaster Finds a Genius in Its Recent Past.

Demuth brings sharp appraisal of our own possi

bilities in art. il Lancaster Neivs (Lancaster, Pa.)

Sunday N 8 1936.

*36 Lane, James W. Charles Demuth. il Parnassus

(New York) 8003:8-9 Mr 1936.

General discussion of Demuth's art; does not

care for his illustrations. A11 expansion of this

article in the author's Masters in modern art.

p85-g2 il Boston, Chapman & Grimes, 1936.

37  Notes from New York, il Apollo (London)

27:96-8 F 1938.

Includes review of the Demuth memorial ex

hibition, Whitney Museum of American Art,

New York: P96-7.

*38 Lee, Sherman E. The illustrative and landscape

watercolors of Charles Demuth. il Art Quarterly

(Detroit, Mich.) 51102:158-75 Spring 1942.
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39 Levi, Julien E. Charles Demuth. [2]p 1939.

Typescript in scrapbooks 011 Charles Demuth

(private collection) ; with note: "This written

for 'Living American art' when 'Calla Lilies' was

reproclucted by Charles Boni — Feb 21, 1939."

40 McBride, Henry. Charles Demuth memorial show.

Whitney museum honors the famous Pennsylvania

flower painter. The Sun (New York) pi4 Satur

day D 18 1937.

One of several criticjues 011 Demuth written for

The Sun from time to time by this critic.

*41  Modern art. The Dial (New Y'ork) 74:217-

19 F 1923.

Includes discussion of Demuth and his exhibi

tion at Daniel Galleries, New York, December

1922: P217-18.

*42  YVater-colours by Charles Demuth. il Creative

Art (New York) 5:634-5 S 1929.

 See also bibl. 77.

43 Malone, Mrs. John E. Charles Demuth. il Lan

caster County Historical Society Papers (Lan

caster, Pa.) 521101:1-18 1948.

Paper read before the Lancaster County Histori

cal Society on the occasion of the exhibition at

Franklin and Marshall College, Lancaster, Janu

ary 1948. Includes catalog of the exhibition: P15.

44 Marin and Demuth, Wizards of Water Color, il

Art Alliance Bulletin (Philadelphia) F 1939 p[i,

9-!°].
Announcement of exhibition to be held Febru

ary 14 to March 5, including quotations from

writings by A. E. Gallatin and Louis Kalonyme.

45 Mather, Frank Jewett, Jr.; Morey, Charles

Rufus; Henderson, William James. The Ameri

can spirit in art. P165 il New Haven, Y7ale Uni

versity Press, 1927.

*46 Mellquist, Jerome. The emergence of an Amer

ican art. P336-40 il New Y'ork, Charles Scribners',

1942.

Morey, Charles Rufus. See bibl. 45.

*47 Morris, George L. K. Some personal letters to

American artists recently exhibiting in New York.

Partisan Review (New York) 41104:36-41 Mr 1938.

Letter to Charles Demuth, written on the occa

sion of the memorial exhibition, Whitney Mu

seum of American Art, New York: P38-9.

*48 Murrell, William. Charles Demuth. 54P incl

plates New York, Whitney Museum of American

Art, [1931]. (American Artists Series) .

Includes bibliography.

*49 Phillips, Duncan. A collection in the making.

P64 il New Y'ork, E. Weyhe, 1926.

50 [Pink Dress: Addition to the Wright Collection]

il Springfield Museum of Fine Arts Bulletin

(Springfield, Mass.) 151103:1-2,3 F 1949.

Discussion of Demuth's art, with special refer

ence to "Pink Dress," bought for the museum.

Includes quotation from bibl. 56.

F52

53

54

"56

59

*60

62

63

*64

*65

Rich, Daniel Catton. The Stieglitz collection, il

Bulletin of the Art Institute of Chicago 431104:67-

71 N 15 1949.

Demuth: p65,66.

Rosenfeld, Paul. American painting. The Dial

(New York) 71:649-70 D 1921.

Demuth: P662-3.

 —Charles Demuth. The Nation (New York)

133 :37 1 "3 O 7 '93<-
Extensive review of retrospective exhibition, An

American Place, Spring 1931.

Schnackenberg, H. E. Charles Demuth. The Arts

(New York) 17008:581 My 1931.

Review of exhibition, An American Place, New

York.

Seligmann, Herbert J. Letter. Art News (New

York) 24:6 Ap 17 1926.

Reply to unfavorable criticism of Demuth's

work (see bibl. 18) .

Soby, James Thrall. Contemporary painters.

P9-15 il New York, Museum of Modern Art, 1948.

[Stieglitz, Alfred] ["My Egypt"] [i]p New York,

An American Place, 1935. ("It must be said" no4) .

Strand, Paul. American water colors at the Brook

lyn museum. The Arts (New York) 21103:148-52

D 1921.

Review of exhibition. Demuth: P151.

Sweeney, James Johnson. L'art contemporain aux

Etats Unis. il Cahiers d'Arts (Paris) 13001/2:43-68

1938.

Demuth: p5 1,6 1,68.

Sweeney, John L. The Demuth pictures, il Ken-

yon Review (Gambier, Ohio) 5:522-32 Autumn

�943-

Discussion of the illustrations for Henry James's

stories in general, and "The Beast in the Jungle"

in particular.

Van Vechten, Carl. Charles Demuth and Florine

Stettheimer. The Reviewer (Richmond, Va.) 2no

4:269-70 F 1922.

Water Color — A Weapon of Wit. Art critics

dispute the diabolic delicacies of Charles Demuth's

brush, il Current Opinion (New Y'ork) 661101:51-2

Ja 1919.

Includes quotations from criticism in New Y'ork

Times, The Sun (New York) , and Neiv York

Evening Post.

Watson, Forbes. Prints and paintings in great

variety feature December exhibitions, il Arts and

Decoration (New Y'ork) 14003:214-15,230 Ja 1921.

Demuth, review of exhibition at Daniel Gal

leries, New York: p2i5,230.

 Charles Demuth. il The Arts (New York)

31101:74-80 Ja 1923.

Wellman, Rita. Pen portraits: Charles Demuth.

por Creative Art (New Y'ork) 9:483-4 D 1931.

Recollections from their student days at Penn

sylvania Academy of Fine Arts, and later life.
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*66 Whitney Holds Memorial to Charles Demuih.

il Art Digest (New York) 12:5 Ja 1938.

Includes quotations from Edward Alden Jewell

and Royal Cortissoz.

*6" Wight, Frederick S. Milestones of American paint

ing in our century. P46-7 il (col) Boston, Institute

of Contemporary Art; New York, Chanticleer Press,

1949- ... „ t
The book is a "product of an exhibition, Jan

uary 20-March 1, 1949-

68 Wright, Willard Huntington. The new painting

and American snobbery, il Arts and Decoration

(New York) 71103:129-30,152-4 Ja 1917.

Demuth: pi52-
#gg  Modern art: Four exhibitions of the new stile

of painting, il International Studio (New York)

6ono239:XCVII-VIII Ja 1917.

Review of exhibition, Daniel Galleries, New ^ 01k.

EXHIBIT ION CATALOGS

7o Daniel Gallery, New York. Exhibition of water-

colors by Charles Demuth, on view until November

9. folder [1915].

Lists 29 works plus "Drawings."

7 !  Recent paintings by Charles Demuth. Clos

ing January 2nd, 1923. folder il [1922].

Lists 12 works. Reviewed in bibl. 41.

*72 Anderson Galleries, New York. Alfred Stieglitz

presents seven Americans. 159 paintings, photo

graphs & things, recent & never before publicly

shown. i6p plus plates. i925-

On exhibition March 9-28, 1925. Lists 6 works

by Demuth, Portrait posters: pn. Reviewed 111

Art News (New York) 23:5 Mr 14 1925.

73 Intimate Gallery, New York. Charles Demuth:

five paintings, April 29-May 18. folder 1929.

74 Downtown Gallery, New York. 7 masters of

water color. 4p il [1931]-
Exhibition held March 16-30, 1931. Lists 4 works

by Demuth.

75 Smith College Museum of Art, Northampton,

Mass. 5 Americans, May 19-June 19. folder [1934]-

Lists 12 works by Demuth.

*76 [Minnesota. University. University Gallery]

5 painters. 13 p Minneapolis, 1937.

"Charles Demuth," biographical note and cata

log, listing 5 works: p4"5-

Whitney Museum of American Art, New York.

" Charles Demuth memorial exhibition, December

15, 1937 to January 16, 1938. 19P il. 1937-

Lists 122 works. Includes, besides "Biographical

note," an essay by Henry McBride "Charles De-

# muth, artist," reprinted in Magazine of Ait

*79

80

*8

*82

(Washington, D. C.) 3i:21"3>58 il Ja i93»- Ex"

hibition reviewed by Royal Cortissoz in New

York Herald Tribune section VII p8 D 19 1937-

by E. A. Jewell in New York Times D 19 1937'

and in bibl. 21, 22, 37, 40. 66.

Franklin and Marshall College. Fackenthal

Library, Lancaster, Pa. Memorial exhibition -

watercolors by Charles Demuth 1883-1935 . . �

January 20th to 26th. folder 1941-

Lists 26 works. Exhibition sponsored by the

Junior League of Lancaster, Arts Committee. See

also bibl. 24.

Cincinnati Art Museum. A new realism: Craw

ford, Demuth, Sheeler, Spencer. March 12-April 7.

i6p il, 1941-
Exhibition sponsored by Cincinnati Modem Ait

Society. Demuth: biographical note including

statements by the artist (reprinted from bibl.

10), P6-7; catalog, listing 10 works, pi3-

Phillips Memorial Gallery, Washington, D. C.

Charles Demuth: exhibition of water colors and

oil paintings, May 3 to 25. folder 1942.

Lists 56 works. Reviewed in Art News (New

York) 41:7 My 15 i942-

Philadelphia Museum of Art. History of an

American: Alfred Stieglitz: "291" and after. Selec

tions from the Stieglitz collection. 37P [i944]-

"Charles Demuth," biographical note and cata

log, listing 18 works: P36.

Chicago. University of Chicago. 1 he Renais

sance Society. Exhibition of paintings by Maurice

Prendergast, with watercolors by Charles Demuth

and Carl Kahler. January 29-February 28. [3]P»

1946.
"Charles Demuth," biographical note and cata

log, listing 10 works: p[2].

Coleman Art Gallery, Philadelphia. 5 prodigal

sons, former Philadelphia artists: Ralston Craw

ford, Stuart Davis, Charles Demuth, Julian Levi,

Charles Sheeler. October fourth to thirtieth, fold

er 1947.

Lists 4 works by Demuth.

Franklin and Marshall College. Fackenthal

Library, Lancaster, Pa. Twenty-nine watercolois

by Charles Demuth, on exhibition . . . January 3

through 11. folder 1948.

Exhibition sponsored by Lancaster County His

torical Society and Fackenthal Library. See also

bibl. 43.
Albertina, Vienna. Amerikanische Meister des

Aquarells. Ausstellung, Herbst 1949. 2op Wien,

Anton Schroll, 1949.

"Charles Demuth," biographical note and cata

log, listing 7 works: pi3-J4-

*85

� , � r , /ncn for the Trustees of The Museum of Modern Art, New York by the John

pL* * JoHn P. SmU„ — C-

and typography by Edward L. Mills
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A Selection of Publications of The Museum of Modern Art

Now Available
I 1 West 53 Street , New York 19, N Y.

The Architecture of Bridges. 128 pages; 170 plates; cloth; $5.00

Georges Braque. 170 pages; 135 plates (10 in full color); cloth; $5.00

Henri Cartier-Bresson. 56 pages; 41 plates; boards; $2.00

Fantastic Art, Dada, Surrealism. 272 pages; 222 plates (6 in color); cloth; $6.00

Fourteen Americans. 80 pages; 80 plates; boards; $2.50

The History of Impressionism. 474 pages; 407 plates (22 in color); cloth; $10.00

The History of Photography from 1839 to the Present Day. 256 pages;

163 plates (1 in full color); cloth; $5.00

t

If You Want to Build a House. 96 pages; 133 plates; cloth; $2.00

Indian Art of the United States. 224 pages; 208 plates (8 in color); cloth; $5.00

Paul Klee. 64 pages; 54 plates (2 in color); cloth; $2.25

Mies van der Rohe. 208 pages; 190 plates; cloth; $7.50

Modern Painters and Sculptors as Illustrators. 120 pages, 72 plates; boards;

$2.75

Painting and Sculpture in the Museum of Modern Art. 328 pages; 380 plates;

boards; $5.50

Picasso: Fifty Years of His Art. 312 pages; 330 plates (7 in color); cloth; $6.00

Georges Rouault. 142 pages; 131 plates (4 in color); cloth; $3.75

Henri Rousseau. 80 pages; 52 plates (4 in color); cloth; $2.75

Florine Stettheimer. 56 pages; 36 plates (4 in color); boards; $2.50

Twentieth-century Italian Art. 144 pages; 143 plates (5 in color); boards; $3.75


