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Supervisor: Llnda Dalrymple Henderson 

This dissertation investigates the impact of Cezanne upon the art 

and theory of ten early modernist painters who stand as his major 

American disciples in the period from 1900 to 1920. This group includes: 

Maurice Prendergast, John Marin, Marsden Hartley, Max Weber, Morton 

L. Scharnberg, Charles Sheeler, Charles Demuth, Stanton Macdonald

Wright, Morgan Russell, and Patrick Henry Bruce. While these artists 

have been studied individually, no one has examined them as a group 

whose focus on modern European art, primarily that of Cezanne, was 

largely guided by the intellectual and cultural backdrop of their own 

country. The form-related terminology of well-known American 

writers, such as Ralph Waldo Emerson, Walt Whitman, and William 

James, deepened and prolonged these Americans' interest in Cezanne's 

painting and the French and British criticism that accompanied it. 
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Particularly relevant to this study is the term "plastic." It was 

used by American men of letters, French avant-garde critics, and a 

number of early modernists who, when they applied the word to some 

aspect of Cezanne's art, significantly expanded its connotations. Aware 

of European criticism that addressed Cezanne's art, the Americans 

nonetheless brought their own practical and theoretical insights to 

their interpretations of his painting. In this context, a great deal of 

archival material confirms that the perceptive commentary on Cezanne 

by Hartley, Scharnberg, Sheeler, Weber, Russell and others constituted a 

new genre of early modernist art criticism. 

The American response to Cezanne also did not occur as an 

isolated artistic phenomenon. The early modernists' commitment to 

experimentation with features of Cezanne's visual language was often 

supported by ideas derived from photography, japonisme, and 

primitivism, three artistic factors that affected the understanding of 

Cezanne in this country. A close investigation of the Americans' 

Cezanne-related works reveals a complexity of response that ranges 

from an intellectual, geometric ordering of subject elements to 

suggestive compositions in which thin washes dematerialize plastic 

form. The study concludes with a brief discussion of Cezanne's place in 

the American return to ideas of 'classicism' in art following World War 

I, a reversion to conservative interests that replaced the former drive 

for experimentation. 
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CHAPTER I 

INTRODUCTION 

To attain perfect clearness in 
our thoughts of an object . . . we 
need only consider what 
conceivable effects of a 
practical kind the object may 
involve--what sensations we are 
to expect from it, and what 
reactions we must prepare. Our 
conception of these effects , 
whether immediate or remote, is 
then for us the whole of our 
conception of the object, so far 
as that conception has positive 
significance at au. I 

At the end of the nineteenth century. the United States had an 

abundance of creative forces, but no viable aesthetic tradition of its 

own. Throughout the century, American painters, seeking the eclectic, 

sophisticated styles that patrons at home prefered, rejected the meager 

artistic opportunities in this country and avidly pursued training in 

European cities such as Dtisseldorf, Munich, and Paris . 2 Although the 

borrowings from abroad manifested an American skill in adopting 

"international styles," the practice rarely reflected individuality and, as 

mere imitation of European painterly modes and techniques, was void of 

any true native relevance.3 
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Indeed, the elegant styles and themes in American painting and 

the artistic values that accompanied them , such as obedience to 

academic norms, Puritan restraints, and the respectable decorum of the 

"genteel tradition," were superficial, yet they quite adequately captured 

the prevalent Victorian ideal of American upper-class life.4 However, 

during the first two decades of the twentieth century, the security of a 

conservative past epoch, still alive in American "genteel" values, 

proved impotent when confronted by the new demands of a modem, 

urban twentieth-century society. Deprived of any transitional ground 

between a practical world of action and an intellectual world of thought, 

America was, by one account, a country whose pysche bore a 

"schizophrenic split." 5 What could not be escaped were the demands of 

modernity and the need in art and philosophy for extrication from the 

conservative security of a past epoch in order to meet new criteria. 

Between 1900 and 1920, Americans continued to experience the 

dichotomous pulls of a widespread urgency to escape the protective 

construct of out-moded artistic traditions and a certain sense of fear 

associated with a world transformed by new science and technology. In 

the early years of this century, an eloquent voice for those who 

observed long-accepted certainties assailed by the impact of modernity 

was that of Harvard professor Henry Adams, who in 1905, described the 

scene he surveyed in New York: 



Power seemed to have outgrown its servitude and to have 

asserted its freedom. The cylinder had exploded, and thrown 

great masses of stone and steam against the sky. 

Prosperity never before imagined, power never yet wielded 

by man, speed never reached by anything but a meteor, had 

made the world irritable, nervous, querulous, unreasonable 

and afraid. All New York was demanding new men, and all the 

new forces, condensed into corporations, were demanding a 

new type of man--a man with ten times the endurance, 

energy, will and mind of the old type--for whom they were 

ready to pay millions at sight. 6 

3 

Co-existent with this progressive sensibility, but not entirely 

compatible with it, was another issue, namely a clamor for an 

indigeneous national art. Unconcerned with aesthetic issues, yoked 

instead to the deeply rooted American concept of realism and ideas that 

were both didactic and moralistic, these protagonists advocated a 

national art that would be a powerful vehicle to provide unity and 

vitality for the new America. 7 They failed to realize the inescapable 

sociological reality that an art of this type assumed that America 

embodied a unified culture, which, in fact, was not the case. Lacking a 

tight immigration policy, the country in the early 1900s was unable to 

maintain the earlier homogeneity, and the influx of aliens between 

about 1890 to 1920 precluded any desired cohesive population. 8 

Nevertheless, despite the heterogeneity and the inevitable 

incompatibilities that defined the times, a common cultural heritage, 
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one that could be mined for vigor of thought, intensity of purpose, and 

optimism in the individual, human potential, still existed. 

Out of this cultural context emerged a tradition of early modernist 

painting that met the demands of the new age. From the beginning, 

modernist painting differed from that of past eras because it did not 

afford the same priority to the transposition of an external reality; 

rather, it was critically concerned with its own means of expression, 

experimentation, and originality. More interested in the individual's 

sense of place than m 

America developed a 

personality to be the 

national ideals, pioneers of modernist art in 

theoretical basis that allowed individual 

foundation upon which principles, technical 

processes, and visual images were built. As a native tradition in art 

theory developed, emphasis was placed upon the artist's ability to 

develop a personal mode of expression by ordering forms and color into 

a coherent aesthetic design . Among the most important of the 

progressive American art theorists in setting forth modernist tenets in 

design was Denman W. Ross, a Harvard lecturer in art who insisted early 

on that art was a matter of "terms" and "principles," not taste. An 

influential figure in early modernist art theory, Ross presented an 

analytical, formalist position in A Theory of Pure Design (1907) . 

Relating art to nature at the beginning of this pedagogical work, Ross 

explained : 



By Design I mean Order in human feeling and thought and in 

the many and varied activities by which that feeling or that 

thought is expressed. By Order I mean, particularly, three 

things,--Harmony, Balance, and Rhythm. These are the 

principal modes in which Order is revealed in Nature and, 

through Design, in works of Art. 9 

5 

However, even before Ross's treatise, growing numbers of American 

artists experienced dissatisfaction with the traditional means of 

depiction, particularly those familiar with new European artistic 

visions. Artists from this country who had traveled abroad and had 

occasion to experience the innovative concepts in formal techniques 

and treatment of subject matter preferred the new forms and ideas, 

incorporating them into individual artistic statements that were self-

expressive but that also demonstrated solutions to pictorial problems in 

form and color arrangements. 

In the forefront as an inspiration for change was the art of Paul 

Cezanne, which, with its vanguard techniques, served as a summons to 

early modernists to replace orthodox prescriptions in academic painting 

with 'radical' innovations. A primary purpose of this study is to 

investigate the means by which Cezanne served as a major factor in the 

development of early modernism in the painting of the following ten 

American artists: Maurice Prendergast of Boston (1859-1924); John 

Marin (1870-1953), Marsden Hartley (1877-1943) and Max Weber (1881-

1961) of the Stieglitz Circle in New York; Morton L. Scharnberg (1881-
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1918), Charles Sheeler (1883-1965), and Charles Demuth (1883-1935) 

from Pennsylvania; the Synchromists Stanton Macdonald-Wright (1890-

1973) and Morgan Russell (1886-1953); and independent color-painter 

Patrick Henry Bruce (1881-1936). All were challenged by his example to 

pursue originality and inventiveness in their own work and, 

simultaneously, to alter the tradition of art, and in some cases art 

writing, in this country. Although they had diverse artistic aims , 

talents, and complexities of reaction to stylistic demands, the ten major 

American disciples of Cezanne not only recognized his work as essential 

to the modem movement, but also used artistic ideas from his art as a 

springboard for experimentations that led to original artistic idioms. I 0 

Each artist responded to Cezanne's original treatment of form (the 

rendering of volume in objects whose weighty, dense wholes were 

depicted by an interplay of colored planes, rather than by the standard 

academic methods of chiaroscuro modelling in relations of light and 

dark) and recognized his manner of organizing forms as elements in a 

spatial relationship with each other and with the flat surface of the 

support. I I Astutely aware of complexities in Cezanne's art , the 

Americans were quite cautious and undertook intense studies of his 

painting before attempting to integrate features from his example into 

their own work. I 2 

Some of the American artists were especially drawn to the 

suggestive nature of Cezanne's late watercolors, the absence of detail 

and extreme simplification of form enhancing free-play of the 



imagination.13 
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Executed with the sparest means possible, the thinly 

washed contours, glazed color effects, and generous areas of bare paper 

were sufficient to render both volume and abstract spatial subtleties. 

Furthermore, the painterly touches of freely transposed sensations in 

these works reflected the freedom of a modernist vision and, at times, 

were sufficiently undefined and fragmentary to touch upon the 

mystical. 

Spiritual or rational, concrete or abstract, Cezanne's art was an 

exposition of dualities and polemical properties. Accordingly, the 

Americans fully appreciated this aspect of his work and recognized in it 

an equilibrium achieved by synthesis, or integration of dualities, for 

Cezanne himself fused both intuition (sensation) and the intellect 

(realization) to bring order to his painting.14 By the purported account 

of his young friend Joachim Gasquet, Cezanne had once stated in his 

presence that "I would see myself as the subjective consciousness of that 

landscape, and my canvas as it[s] objective consciousness." 15 In another 

instance, Cezanne revealed an awareness of a needed subject/object 

relationship for his art by stating that "one is neither too scrupulous 

nor too sincere nor too submissive to nature; but one is more or less 

master of one's model, and above all, of the means of expression. Get to 

the heart of what is before you and . . . express yourself as logically as 

possible." 16 This interaction of subject and object in Cezanne's art was 

recognized by others. For example, Nabi Symbolist writer Maurice Denis 

argued that Cezanne's ability to imbue his art with a fusion of inner and 
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outer realities made his "classic picture[s]" possible, pictures which 

maintain "an equilibrium, a reconciliation of the objective and 

subjective." 1 7 Cezanne disclosed a desire to balance dual 

consciousnesses through the means of expression in his art when he 

wrote that "the feeling for nature" and "emotion will always emerge and 

win its place in the sun" alongside "a good method of construction."1 8 

We see, then, that in the words of discerning admirers and Cezanne's 

own writings there are implications of an interconnectedness between 

physical and non-physical worlds with man as the mediating agent, a 

view that paralleled the literary and philosophical tradition established 

by Ralph Waldo Emerson, Walt Whitman, William James, and George 

Santayana, four philosophers who emerged as literary pillars of 

American intellectual culture in the era of early modernist painting. 

Each of the four men, intrigued with dualities and skilled in 

writing about concepts of form and touch, favored language that was 

highly suggestive of form and form characteristics and frequently used 

words such as "elasticity," "plastic," and "plasticity" in their published 

works. Differing markedly in approach--from a refined 

transcendentalism that espoused nature for man's spiritual uplifting to 

an earthy creed that championed the individual and all else in nature 

that was rough and commonplace--both Emerson and Whitman were 

mystics who espoused beliefs centered on a blending of matter and 

spirit.19 Celebrated by James as a perceiver of pure truth, whose 

matchless "flavor" arose from a "singularly harmonious combination" 
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of "rich mental gifts" with "individuality," Emerson advocated the 

transcendental doctrine that the ideal and abstract co-existed with the 

concrete, that the life of spiritual viewing and reporting were tied to 

perceptions of the animate world.20 Indeed, in 1836 he wrote that 

"every natural fact is a symbol of some spiritual fact. Every appearance 

in nature corresponds to some state of mind, and that state of mind can 

only be described by presenting that natural appearance as its 

picture. 11 2 1 

Whitman accepted Emerson's vigorous assertion of individuality, 

but employed his own "cosmic philosophy [which] included not only 

himself but the whole of humanity" and utilized a new poetic structure 

of free verse, more pysychological than logical, to bring the whole 

American scene to life in Leaves of Grass.22 In his epic poem, Whitman 

treated the 'things' in life as freely interchangable, as being both 

physical and spiritual manifestations. In accordance with his goal to 

place the body and the soul on equal ground, Whitman proclaimed that 

he resisted "anything better than [his] own diversity," stating that "I am 

the poet of the body I And I am the poet of the soul. "2 3 A passage from 

"Starting from Paumanok" in Book II, an addition to the original 1855 

edition, clearly delineates Whitman's inclusive vision: 

I will make the poems of materials, for I think they are to be 

the most spiritual poems, 

And I will make the poems of my body and of mortality, 



For I think I shall then supply myself with the poems of my 

soul and of immortality. 2 4 

10 

Moreover, Whitman, like Emerson, is concerned with form, as 

evidenced in the main character, or "I," in Leaves of Grass, who 

symbolizes the common American working man, except that he has an 

abnormally developed sense of touch.25 Throughout the work, 

Whitman valorizes the senses of touch and sight by bringing attention 

to the narrator's physical flesh and form and by invoking sensuous 

visual images. In his prose Introduction to Leaves of Grass, he writes: 

Who knows the curious mystery of eyesight? The other senses 

corroborate themselves, but this is removed from any proof 

but its own and foreruns the identities of the spiritual 

world.26 

These four New England writers were pioneers of a new 

vocabulary, one that could communicate the changes occuring in the 

world and the arts. Curiously, Whitman and Emerson, as well as the 

other two philosophers, use forms of the terms "elastic" or "plastic" as a 

means of strengthening the directness of an expression, or of phrasing 

a concept in more immediate terms. For instance, Whitman in Leaves of 

Grass refers to youth as "ever-pushed elasticity" and Emerson in 1836 

says of man's ability to overpower the forces in nature that ". . . we build 

a mill in such a position to set the north wind to play upon our 
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instrument, or the elastic force of steam, or the ebb and flow of the 

sea."27 James, who maintained that the mind can better understand a 

concept if it is related to a form or object, referred to a clockspring's 

"elasticity" to indicate its potential movement, to "the elastic quality of 

this india-rubber band," and to a football in terms of "elasticity, 

leathery integuement, swift mobility," while Santayana declared that 

"the elasticity of life is wonderful" and also noted the aesthetic 

advantage that an "imagination [with) infinite elasticity" made 

possible.28 

Regarding critical discourse on Cezanne, however, the most 

significant word, commonly used to denote evocative, unique aspects in 

his painting, was "plastic. 0 2 9 Emerson and James frequently invoked 

the word to describe physical phenomena either in relation to an 

individual's powers or in association with an individual's awareness of 

an external reality. Emerson argued that "such is the constitution of all 

things, or such the plastic power of the human eye, that the primary 

forms, as the sky, the mountain, the tree, the animal , give delight in and 

for themselves. n30 James determined that form was a psychological 

factor vital for cognition and that tactile perception and "touch images" 

were essential to mental processes , stating that "the felt object has a 

plastic reality and outwardness which the imagined object wholly 

lacks. 0 31 In 1900, Santayana, using similar terminology, stated that 

Emerson's "mind was endowed with unusual plasticity, with unusual 

spontaneity and liberty of movement- -it was a fairyland of thoughts 



1 2 

and fancies. "32 We see, then, that the adjective "plastic," a well-known 

word to educated Americans, provided specific illumination for various 

subjects. With its flexibility and accepted connotations serving the 

best-known American literary icons at the turn of the century so well, 

"plastic" was ideally suited as an art-critical term for Cezanne's work, 

especially since such a precedent had already been set by European 

writers. 

As portions of the succeeding chapters will demonstrate, not only 

were most of the ten artists under study in this dissertation well-read 

individuals acquainted in some degree with the discourse of the four 

Boston-area philosopher/poets, but in several cases their aesthetic 

ideologies, particularly regarding Cezanne, were shaped by the writings 

of these literary figures.3 3 Marsden Hartley, for instance, linked 

Cezanne to Whitman on several counts: 

It is the quality of "living-ness" in Cezanne that sends his art 

to the heights of universality, which is another way of 

naming the classical vision, or the masterly conception, and 

brings him together with Whitman as much of the same piece. 

I have felt the same gift for life in a still-life or a 

landscape of Cezanne's that I have felt in any of Whitman's 

best pieces. The element in common with these two 

exceptional creators is liberation. Both Whitman and 

Cezanne stand together in the name of one common purpose, 

freedom from characteristics not one's own. Cezanne's 

fine landscapes and still-lifes and Whitman's majestic line 



with its gripping imagery are one and the same thing, for it 

reaches the same height in the mind. 3 4 

1 3 

Just as Cezanne's painting stimulated native modernists to explore 

artistic idioms, so his works challenged American journalists and 

authors to develop new approachs to critical writing. In the early years 

of this century, most American critics faced a virtual roadblock if art 

was not topographical, narrative, or composed of images depicted 

according to conventionally observable structures. Handicapped, then, 

by an undeveloped methodology and a limited terminology, many art 

writers in this country desperately needed models to discuss Cezanne's 

new art. Part of the concern for correctness, the quest for examples of 

structure, and the demand for phraseology in critical writing stemmed 

from an effort to shore up cultural authority through some viable 

professional standards. The obvious need for a new formal vocabulary, 

one that could accommodate ideas centering on Cezanne's vanguard 

inclinations and raise the level of their discourse in the absence of 

incisive critical judgment, led many progressive art critics to look to 

London and to the example of Roger Fry and to Paris, especially to Emile 

Bernard and Maurice Denis. (It must be noted here that although a 

number of young French painters, primarily Bernard and Denis, 

published statements that they claimed Cezanne made to them in 

conversations or correspondence, this material was not based upon any 

publications that Cezanne himself authored. The reported words of 



14 

Cezanne were known to the Americans, but known as "received" 

information, certainly not obtained from the primary source, but often 

from second- or third-hand sources. Obviously, such statements 

allegedly made by Cezanne must be recognized as filtered through the 

personalities of individuals who actually reported them. This, of course, 

the early modernist Americans did not do.) 

A number of American art writers , who were aware of 

contemporary cultural developments, made attempts to use language 

based on musical analogy, science, and even the anecdotal, in the 

service of art, an attempt that continued until around 1910, when a 

widespread recognition of the prominent plastic values in Cezanne's 

tactile rendering of form brought some uniformity to discussions of his 

painting. "Plasticity" quickly became an important term for informed 

American writers on Cezanne, especially since the flexibility of its 

connotations was particularly pertinent to his painting. Besides 

implying pliability and mass, uniquely applicable terms for Cezanne's 

color variations that express solid, palpable form, "plastic" assumed a 

descriptive meaning in terms of the spatial relationships of volumetric 

entities within a single design. Because the modem, open-endedness of 

the word's connotations addressed new formal ideas while shunning 

tradition, "plastic" and "plasticity" became integral to a new linguistic 

base for criticism of Cezanne's art. 

Cezanne's unorthodox pictorial schemes, issuing challenges to 

American artists and art writers alike, elicited considerable discourse 
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from individuals engaged in the two endeavors. In turn, the 

interchange hastened the progress of both artists and critics toward 

modernism. Around the turn of the century, clear instances of 

precocious trends in native art theories, which were capable of 

encompassing modernist formalism and the selective principles of 

design, emerged. Among the most perceptive art writers about Cezanne 

in the period from 1900 to 1920, those able to approach his work with 

both practical and theoretical insights, were the American early 

modernist painters. Their ability to absorb and understand complexities 

of Cezanne's painting, particularly the concrete and abstract treatment 

of form, enabled them to write intelligently and with conviction about a 

subject that most other art critics found exceedingly problematic. With 

knowledge concerning structural order and balance of formal elements 

in terms of design, the early modernists, more than even the most 

conscientious critics, recognized that many of Cezanne's pictorial 

images represented the perceived solidarity and voluminousness of 

nature, as well as the tension between the solidarity of the pictorial 

image and the flat plane of the pigmented picture support. These artists 

also had a deeper understanding of "plastic" as both a pivotal term that 

had psychological overtones, in association with the sense of touch, and 

a reference to subjective feelings evoked by purely formal 

relationships. 

In fact, the writings of artists such as Sheeler, Scharnberg, 

Hartley, and Weber served as important guides for progressive, but 
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fledgling, art critics in this country who wanted to deal with modern 

aspects in Cezanne's art, but who lacked the visual flexibility and 

analytical ability to do so. Hartley, for example, quickly perceived what 

he deemed as separate spheres of reality in Cezanne's art, material and 

immaterial about which he wrote with equal ease. Reflecting on one 

occasion about Cezanne's solidity of form and about the manner in 

which the French artist equated "essential reality" with a "solidity of 

sensation that few could comprehend," Hartley also described a quality 

beyond the realm of the intellect that he found in the "last work of 

Cezanne, especially the watercolors which are from my point of view 

pure mystical expressions ... 35 Weber, especially, absorbed a sense of the 

interchangability of spirit and matter in Cezanne's painting, whereas 

Prendergast, Russell, Macdonald-Wright, and other artists in the group 

adhered to an approach that was more formally-oriented in a perceptual 

sense, rather than spiritual or "cosmic" in its emphasis. 

Considering the relevance of the role that "plastic" played in 

interpreting Cezanne, I shall, in portions of the succeeding chapters, 

especially chapter two, address contexts pertinent to this genesis. From 

an American perspective, the form-related terminology of Emerson, 

Whitman, and James best exemplifies how "plastic" served literary 

works that needed to convey a concept of pliability and even, although 

more rarely, a suggested state of mind. Benefiting from familiarity 

with these writer's works, Americans were naturally very responsive 

to criticism or verbal discussions they encountered abroad that linked 
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ideas of "plastic" form or "plastic" design to Cezanne's painting. Having 

experienced this assimilation in Europe, they returned home ideally 

suited to develop individual theories on the subject of Cezanne, as is 

evident in the inventive manner in which they applied "plastic" and 

"plasticity" to features in Cezanne's art. Such is a major thesis of my 

discussion, which will focus upon the early modernists' incorporation 

of this terminology into new methods of understanding and addressing 

Cezanne's works, an advancement that subsequently changed the 

American art scene. 

Before proceeding, however, I must clarify how this dissertation 

differs from John Rewald's book, Cezanne and America : Dealers, 

Collectors, Artists and Critics 1891-1921. Although Rewald's 

comprehensive overview of his subject chronicles various events, as 

well as activities of indi victuals in New York and Paris, and recounts the 

general media/journalistic criticism connected with Cezanne's art, he 

focuses more on people and events than on issues. I shall not attempt to 

chronicle fully the period in which Cezanne's art offered American 

artists the means for developing their own modem idiom. Rather, my 

focus is the intellectual, formal response to Cezanne and the degree to 

which it was shaped by cultural forces which formed the grounding for 

perceptions and terminology used by American modernist artists and 

writers who were inspired by Cezanne's art. American writers of both 

theoretical and critical texts consistently incorporated the key term 

"plastic" into their descriptions of the unique qualities in Cezanne's art, 
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and one important issue that I shall address is the extent to which native 

origins for "plastic" sharpened the American artists' enthusiasm for 

formalist directives discerned in Cezanne's painting. 

Chapter Two addresses the prominence of "plastic" in the 

literature of native scholars in various disciplines prior to 1910, what I 

consider "pre-Cezanne" America. The focus of Chapter Three is the 

American artists' reactions to book illustrations and Paris-made 

photographs of Cezanne's paintings, to original works by him, and to 

the most knowledgable European discourse and criticism that addressed 

his art. Chapter Four elucidates forces within the European and 

American artistic context that heightened interest in Cezanne and 

examines the development of a tradition in early modernist art-critical 

writing by American artists whose experiences in Paris made possible 

an understanding of Cezanne with which no professional critic in this 

country could compete. The focus of Chapter Five is an investigation of 

specific works of art by the ten Americans that clearly indicates their 

responses to Cezanne's painting. The methodology for this visual study 

is an examination of the early modernists' responses to motifs in 

Cezanne's art and aspects of his style. Finally, the dissertation concludes 

by analyzing Cezanne's place m the American return to ideas of 

'classicism' in art following World War I, a reversion to conservative 

interests that replaced the former drive for experimentation. 
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CHAPTER II 

ADVANCED CONCEPTS AND A NEW TERMINOLOOY: AMERICAN 

FOUNDATIONS FOR UNDERSTANDING AND DEFINING cEzANNE'S MODERN 

ART 

Throughout the period from 1900 to 1920, the perception of 

modernism, specifically as it applied to art, had neither fixed boundaries 

nor a clear definition that encompassed its manifold meanings. Rather 

than deriving from a linear, historical basis of thought in American 

literature and art theory, concepts of what constituted modernity in art 

had no cultural precedent and no pre-established principles other than 

discontinuity from the past. As a result, when applied to art, the term 

caused considerable confusion until the relationship between Cezanne 

and modernism was established and, finally, provided a common frame 

of reference. Before this transpired, however, the idea persisted that 

modernism in art, particularly the aspects of originality and 

individuality in creative expressions, constituted change and a distinct 

discontinuity from nineteenth-century academic principles. I For 

instance, in 1906, Charles Caffin interpreted modem American painting 

as a response to foreign influences, as "an eclectic art, the product of 

many European ideals, individually assimilated so that the result is 

original. "2 In another vein, gallery owner N.E. Montross described 

28 
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modem painters as innovators with "something fresh to say."3 In 1916, 

Frederick James Gregg suggested that modem artists wanted to "put 

something new into the world, something . . . fresh, individual, and 

[inspired by] the need of inner vision and unhampered self

expression. "4 In one case, a progressive artist/writer boldly linked the 

free individual expression of Cezanne with Emerson in a positive 

proposal that "space" is the "fundamental term of modem art. "5 

Further, he stated that space, as a "plastic quality 

primitives. 11 6 

. Ii ves in the 

The most significant identifying feature of modernism, indeed its 

essence, was the ceaseless, relentless change, the insistence upon a 

liberation from the restrictions of the existing order--an analogue to 

the fundamental changes that the nation was undergoing at the 

beginning of the century. 7 To keep the momentum in modernity 

highly charged, change was essential: without it there could be no 

break-up of authority and/or rejection of the old notion of universal 

beauty. And, certainly, the 'release' that artists linked to modernity 

paralleled the dynamic flow of thought in other fields, such as Freud's 

exploration of the unconscious. The drive for change was not 

completely free of misgivings, however, as Henry Adams demonstrated 

in America and the French poet and critic Charles Baudelaire in 

November 1863 indicated in his statement, "By 'modernity' I mean the 

ephemeral, the fugitive, the contingent, the half of art whose other 

half is the eternal and immutable ... g Likewise, certain inherent 
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polemics in the modern phenomenon evoked a hesitancy, even a 

closure, to the new art, as evidenced in the American reactionary critic 

F. Wellington Ruckstuhl's remark "Modernism is a spiritual disease."9 

One area of agreement among the pioneer modernists, albeit 

often without a true consistency of thought or emphasis, was the 

unfailing focus on some aspect of Cezanne's art which served as a 

source for both challenge and inspiration. Indeed, no two individuals 

reacted in the same manner to Cezanne's still-life oil paintings, for 

example, or to landscape watercolors of Mont Sainte-Victoire. The 

subjective nature of modern art did not lend itself to a common 

consensus, for no matter how objective the intent the creative 

expression could not be entirely divorced from an individual's 

perceptions and sentiments. An example of this awareness is evident in 

the words of artist and writer Jennings Tofel, who understood modern 

art as the expression of an artist's individual temperament or "fresh 

projections of the soul." 1 O "Each thing has a soul that suffices it," he 

wrote, "[and] the modern conscience, this fresh fascination and 

consciousness of a living soul in matter, is a faith."11 He realized, too, 

the necessity of change if the artist was to express an "individual 

temperament."12 His essay "Modern Consciousness," which asks, "What 

mechanism shall enflame the painter's mind to see new visions," and 

answers, "It is faith," opens with a focus on "change," "relations," and 

"form": 



The new expression in art, correctly called modernism, has 

grown out of the need for a change of vision. The various 

experiments in color and line relations are but the 

handmaiden to that new vision. A new vision impels of 

itself new qualities of form. Indeed the substance holds its 

own form. 1 3 

3 1 

Here is but one expression of modernism in art, extreme in its 

subjectivity and attempt to assert a spiritual dimension to changes. But 

it was this subjective edge, this drive to answer to dramatic change and 

satisfy a need for flexibility and freedom from routine expectations that 

kept modem art from fitting into any easily defined or fully coherent 

boundaries. At the same time, many advocates of modernism, because it 

was so intensely aesthetic in its demands, realized an important 

consistency by looking to a new order in the daring artistic 'process' 

that Cezanne had defiantly established. 

Common Ground: Cezanne as Proi:enitor and Exemplar of Modem 

Although no consensus of opinion concerning the parameters 

for modernism in art existed, either here or abroad, artists and critics 

alike proclaimed Cezanne as the precursor of a new movement and 

considered his art as its definitive example. By the time the ten artists 
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of this study reached Paris, Cezanne's status as harbinger of modem art 

had been well established, largely by French Nabis who had worked 

with Paul Gauguin in Brittany and knew that he admired and collected 

paintings by Cezanne.14 Symbolist Emile Bernard, a follower of Gauguin 

and active as an artist in his circle in Pont A ven during the years 1889-

90, knew Cezanne personally .15 In his earliest publication on Cezanne, 

Bernard wrote about a specific painting and stated that "this canvas 

[very likely Portrait de Madame Cezanne, 1872-7 (fig. 1)) seems to me 

like one of the greatest attempts of modem art in the direction of 

classical beauty." 16 In another instance, Nabi Paul Serusier linked 

"modern" and "plastic" with Cezanne when he observed in 1905 that 

Cezanne created a language "at last by purely plastic means," and that 

"others will come--clever chefs, to accommodate his legacy to the 

modern sources [but he) will have furnished the model." 1 7 A 

contemporary of Bernard and Serusier, Nabi Maurice Denis helped to 

establish Cezanne as the premier artist of a new movement by declaring 

that he "rejuvenated modem art. He is the Poussin of Impressionism."l 8 

Moreover, Denis argued, 

However much one admires Manet's La Serre or Renoir's 

En/ants Berard or the admirable landscapes of Monet or Sisley, 

the presence of Cezanne makes one assimilate them (unjustly, 

it is true, but by the force of contrast) to the generality of 

modem productions: on the contrary the pictures of Cezanne 
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seem like works of another period, no less refined but more 

robust than the most vigorous efforts of the Impressionists. I 9 

In a similar vein, another European, the well-known British 

critic Roger Fry, claimed that the Post-Impressionists who strove for 

"the individuality of the artist to find completer self-expression" were 

led by Cezanne.20 He also credited Cezanne with raising "modem art" to 

a "re-valuation of the visual. . He [Cezanne] discovered distortions and 

ruthless simplifications of natural form, which allowed the 

fundamental elements of design--the echo of human need--to reappear 

in his designs. "2 1 

The recognition of Cezanne's preeminence quickly spread from 

the continent to the United States. As early as 1899, expatriate Egisto 

Fabbri, one of the first Americans to associate Cezanne with modem art, 

wrote to the French master regarding the "aristocratic and austere 

beauty" of his paintings, which he contended "represent what is the 

most noble in modern an."22 Fabbri's insights into the unique and 

"modem" qualities of Cezanne's art were quickly followed by those of 

other eminent American artists and critics, among them Walter Pach, 

who was one of the first to elaborate upon Cezanne's effect upon 

important French artists. Pach noted in 1908, for instance, that Monet 

not only admired Cezanne and possessed pictures by him but "cared 

highly for them long before the world at large did."23 And a few months 

later, in the second article on Cezanne published in an American 
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magazine, Pach pointed to Cezanne's "great aesthetic quality--Form . 

his passion for form as a pure abstract quality. . . , " and the paintings 

which had "modem clarity of tone . . . [and] splendid feeling for the 

broad and simple planes into which the genius knows how to organize 

the infinitude of little tints and spots that are seen from nature. "24 Five 

years later, Pach deemed Cezanne the "greatest master of modem times," 

pronouncing that "the grandeur of the man's spirit is seen in his grave 

and profound design . . . which includes not only the general masses of 

the picture, but every finger's breadth and depth of it. "2 5 

Max Weber, arguably the most articulate art writer among the 

group of ten early modernists in this study, also attested to Cezanne's 

stature in modem art and, further, set precedents for Americans in 1910 

by proclaiming that among the "modern painter-colorists," Cezanne 

painted "grey colored forms" that ranked as "a masterpiece."26 And in 

the same year, Charles Caffin noted Cezanne's alignment with modem 

art, when he stated, "It is not light itself but color, receiving its full 

expression from the action of light, that he would interpret. In this, the 

modem artist is proving himself a follower of Paul Cezanne."27 Caffin 

reinforced his opinion on Cezanne and modem art in his book The Story 

of French Painting (1911), in which he argued that modem painting 

would have to take on "a more constructive kind of composition which 

should replace the fugitive effects with those of bulk and permanence," 

such as one saw in the work of Cezanne if "it [were] ever to take rank 

not only with the great art of the past but also with the great works of 
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the present in other departments of civilization. "2 8 A slight variation of 

this perspective was that of American critic Willard H. Wright, who 

contended, "Modem art began with Delacroix. . The second modem 

cycle began with Cezanne. "2 9 Wright also believed that "Cezanne, 

judged either as a theorist or as an achiever, is the pre-eminent figure 

in modem art. Purely as a painter he is the greatest the world has 

produced ... 3 0 

Within a few years, the popular press pronouncements of 

Cezanne as modern became commonplace. Among them was an 

enthusiastic review of Cezanne's watercolors that declared him to be 

"the most adored of the prophets of modem art." The critic continued, 

The great Cezanne's [sic], for one very sound excuse, have all 

been gobbled up by those particularly avid collectors to whom 

he is a solitary divinity, and by those anxious gatherers of the 

truly modem, whose collections would be incomplete without 

him. There is no doubt in my mind, there can be no doubt in 

anybody's mind, that Cezanne is one of the mightiest forces 

that have entered the field of art and disrupted its existing 

traditions.3 1 

Another instance was a press announcement the following year, in 

which the reviewer wrote concerning Cezanne's paintings that 

"drawing with color is that part of his program which most interests the 

modem artist. .. 3 2 
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Although many artists and critics easily noted the association 

between Cezanne and modernism in art, they seldom did so in a 

consistent manner, a phenomenon that testifies to the flexible, open-

ended nature of "modern" art and the aspects of Cezanne's painting that 

were of a similar, undefined quality. For instance, early modernist 

Morgan Russell, at a time when he was painting his abstract 

"Synchromies," assessed Cezanne's modernism based on his 

manipulation of form for the sake of composition. In an unpublished 

notebook, dated 1915-1916, Russell noted, 

The piquant deformations of Cezanne's nudes and faces--this 

working with unconsciousness of the object's profile results 

in the analysis of [the] composition becoming unexpected but 

pervading the work, [and] growing on one. Renoir at a 

certain period was modem in the Cezanne sense, but reverted 

in later life to the "object" mentality--[there was a] sort of 

similarity between him [Renoir] and old masters where a 

happy medium was struck between the two cares [exact 

representation of the object/ preoccupation with 

composition]--Cezanne was decidedly the opposite. 3 3 

Hartley, who paired Cezanne with Whitman in forming a "gateway for 

our modern esthetic development," saw the relationship in another 

sense.34 He asserted that "the idea of modernity is but a new attachment 

to things universal--[whereas] in the art of the ordinary there is the 
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sense of devotion. Boehme was a devotional ordinary--Cezanne and 

Rousseau also ... 3 5 

Nevertheless, although the analyses were clearly divergent, 

Russell's more practical than Hartley's intuitive and philosophical 

theorizing, both clearly positioned Cezanne as pivotal to an 

understanding of modern art. The attributes of art most commonly 

understood as being distinctly modernist--originality; simplicity and 

flexibility of form; liberation from existing traditions; and unhampered 

self-expression--were salient characteristics of Cezanne's art. Whether 

from a formalist base, which focused on the physical qualities in 

painting, or from a more subjective stance, which was more inclined to 

emphasize the inner self and spiritual states of mind, Cezanne was 

considered the definitive exemplar of modernist standards. In fact, 

analyses such as that put forth by art critic W. D. MacColl in an essay of 

1912 established Cezanne as the source of a "formulary of modem art" 

that applied as well to the American Weber. MacColl argued, 

When we think of the great discoveries of the 19th 

century which have served not only to decorate human life, 

but to enrich this human spirit, it is not first off to the art of 

painting that we shall turn . No branch of learning was so 

neglected, or with a few exceptions perhaps, so sterile as this. 

The very application of the notion of learning, of study and 

research to art as a science and as a philosohy of life seems to 

many strange. 



It was to redeem this error that PAUL CEZANNE founded 

the resolution of making painting, as he said, like the art of 

the museums: expressive of what is permanent in life and art, 

and founded on certain realizable facts, as well as on personal, 

emotional ideals. 

To sit down before fact as a little child, be prepared to 

give up every pre-conceived notion, follow humbly wherever 

and to whatever abysses Nature leads, or you shall learn 

nothing--that formulary of the best modern thinkers has 

happily become the formulary of modern art. In such a 

relationship Max Weber shows here the fruits of his 

endeavor.3 6 
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By 1912, the association between Cezanne and modernism was 

firmly entrenched in the aesthetic perspectives of knowledgable 

American artists and critics, but that was only the beginning. Growing 

numbers of pioneering modernists underscored the uniqueness of 

Cezanne's "modernity" by emphasizing the "plastic" features in his 

painting. In April 1910, Caffin linked Cezanne, plastic, and modem art 

together in his claim that "instead of a representation of th.e obvious 

facts . . . [Cezanne] evoked from the latter an abstract realization of the 

significance of plasticity and construction; moreover color. For 

Cezanne has started the modern painter on a new use of color. "3 7 The 

unusual "plastic" aspect of Cezanne's form (achieved by color modelling 

through contrasts of hue rather than value), and form relationships, 

not only placed him foremost in the artistic realm of modernity but, on 

the basis of the originality and the impact this "plastic" technique 
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would have on modem art, assured his position there. Indeed, in 1918, 

Sheldon Cheney coupled the whole phenomenon of modern art, not just 

Cezanne's work, with the term "plasticity." He stated, 

As the modem development has closed phase after phase, 

stripping art to essentials, discarding photographic imitation, 

narrative interest, surface ornament, it brought painting and 

sculpture constantly closer to the aesthetic purity of music 

and dance. It has even largely substituted motion, plasticity, 

or flowing form, for those more obvious elements which 

centuries of practice and generations of dogmatic criticism 

had hallowed as the true aims of art. 3 8 

The Emergence of Distinguishing Terms: "Plastic" and "Plasticity" 

During the time that Cezanne's work was a dominant avant-garde 

force in this country, the terms "plastic" and "plasticity" recurred in 

countless reviews, essays, catalogue forewords, and analyses or 

descriptions of the French modern master's art. Whether justifying 

Cezanne to a doubting public or interpreting attributes of his art to 

admirers, modernist artists and critics depended upon "plastic" and 

"plasticity" to address intrinsic characteristics in Cezanne's art. 

Interestingly, the definitions of "plastic" have changed very little from 

Cezanne's time to the present. Then, as today, "plastic" had both a 

material and an immaterial meaning . 
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American Association of "Plastic" with Cezanne 

Of the ten early modernists greatly effected by Cezanne, Weber, 

probably more than the others, significantly expanded uses and 

connotations of "plastic" in art critical usage, when he applied "plastic" 

to Cezanne's forms to describe them as entities possessing "the three 

material dimensions" of matter, but capable of "reaching out" to the 

mystical, spatial "fourth dimension," which is felt.39 Morton Scharnberg 

also expanded the sense of "plastic" when he used Cezanne as an 

example to explain that a picture is merely reproductive, whereas a 

work of art is a translation of pleasurable sensations from nature into a 

"plastic expression, [the] artist thereby creating a work of art which 

presents this pleasure in plastic form ... 40 Although he acknowledged 

that the "plastic form" itself is matter, Scharnberg added a matter/spirit 

element that implied that the inspiration for a material form sprang 

from an immaterial, subjective nature. Nonetheless, in the same article, 

Scharnberg suggested that Cezanne's "plastic forms," possessing a 

weight and volume, pertained to a "design in a fourth dimension," a 

material reality, rather than some higher dimension associated with an 

immaterial reality, as Weber understood it.4 1 In the same year as 

Schamberg's article (1913), yet another critic wrote of Cezanne's 



41 

paintings in terms of "designs of closely organized planes, plastically 

treated, in which color is an integral factor. . .. 4 2 

Even more to the point, Russell, like Scharnberg, used "plastic" in 

a very physical sense and directly connected the term to Cezanne. In a 

notebook dated 1915, he explained the need "to paint with the same 

plastic knowledge with which you sculpt," and then mentions the 

"peculiar deformations used for plastic purposes by Cezanne ... 4 3 

Likewise, Macdonald-Wright, co-founder with Russell of Synchromism, 

the first American avant-garde movement in art, assigned his abstract 

Synchromies a "plastic base" and claimed that "the body of my painting 

stems from Cezanne."44 

As more and more writers used the terms "plastic" and 

"plasticity," the connotations broadened. The usages were usually 

meant to convey the physical, that which is rooted in matter, but at 

times carried nonphysical assumptions, and, occasionally, they 

overlapped as they tended to do in Caffin's art criticism. On the subject 

of Cezanne's divesting form of accidental associations, Caffin wrote that 

"he [Cezanne] not only simplifies form but renders its plasticity," his 

paintings stimulating the imagination by the "significance of plasticity 

and construction" in them rather than "a representation of obvious 

facts ... 45 Plainly, the complexity and modernity of Cezanne's art, and 

the need for flexibility in assimilating and writing about it, were factors 

that made selecting the proper diction to discuss his painting an 

exacting exercise. Although the two terms commonly referred to 
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unique features in Cezanne's art, the connotations of "plastic" were too 

varied to suggest that a consensus of response to Cezanne's art actually 

existed, and the physical aspects of Cezanne's form were not always 

distinguished from the immaterial realm. 

Expansion of Connotations: Tactility and Plasticity 

In American usage, "plastic" and "plasticity" were often 

associated with tactility. The artists and critics most noted for 

interpreting Cezanne's modernity focused on the "plastic" features in 

his painting, especially in terms of form as a concrete design element, 

and as such often reflective of or conducive to immaterial conditions 

and states of mind. The emphasis on Cezanne's "plastic" form and its 

potential beyond a purely physical meaning in no way decreased the 

appeal that his treatment of form offered to sensate perception. Instead, 

this perception of material form was enhanced by an interest in the 

prominence of tactile surface qualities and texture in Cezanne's 

paintings, the patches of paint on the canvas projecting a two-fold 

perception of tactility: that of textural surface properties characteristic 

of the object represented in terms of illusionism and that of the 

physical oil substance projecting, purely as a material medium, in a 

third dimension from the two-dimensional plane of the support.4 6 

Likewise, in the ten American artists' writings, the sense of pliable, 
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volumetric matter or the plasticity of Cezanne's forms was often linked 

to the tactile properties of his forms. Referring specifically to the 

tactility in Cezanne's paintings, Russell wrote in 1910 that "all 

[Cezanne's] colors" are "translations of one and the same light . 

[which] solves the problem of values, color values, of everything-

light--feel form if you will just paint light. ,,4 7 Also revealing are 

fragments of notes Russell recorded between 1909 and 1910 in a 

notebook with "BERENSON" written on the cover. He recorded that 

"tactile values refer to sources of life-enhancement such as volume, 

bulk, inner substance and texture."48 Russell specifies "Botticelli's 

Venus" as an image with appeal because the "tactile imagination [is] 

roused to keen activity. . . , " but states that tactile values are "not 

possessed of all plasticity [unless] they can be translated to values of 

movement. ,,4 9 

Moreover, the interrelationship between plasticity and tactility 

applied to Cezanne's watercolors in which the fluidity and movement in 

washes of color set beside areas of exposed paper amplified textural 

effects. The viewer, in experiencing Cezanne's placement of the 

physical color medium next to the exposed material, was closely 

involved with, even committed to, the dual appeal to sensate nuclei of 

sight and touch. Weber expounded upon his reaction to the plastic and 

tactile features in watercolors by Cezanne, when in 1916 he claimed that 

Cezanne "succeeds to a rare degree in making the static to vibrate," the 

sensation of movement psychologically paramount to tactile 
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responses.SO In the same essay, Weber called attention to the 

"marvelous, concrete and poetic" nature of the works and stated that "in 

these watercolors can be seen and felt his [Cezanne's) power of 

synthesis in transforming the chaotic into the purely architectural 

plastic."51 

These statements followed two earlier instances in which Weber 

implied the interrelationship between tactile and "plastic" qualities in 

Cezanne's painting and the importance of that example for his personal 

artistic efforts. In "My Aim," an unpublished essay dated 1910, Weber 

wrote about his own art: 

[My] aim is . . . plastic expression of emotion. . . [W]henever I 

draw I aim to arouse the sense of touch as well as the sense of 

sight. I want to feel as though I felt the very object--the 

concrete; I think of the very substance[,] the very structural 

elements of objects. 

subjective.5 2 

Through the objective I aim at the 

Thus, tactility was necessary for the successful subjective/objective 

transferral. In the same year, Weber also noted the tactile properties in 

Cezanne's plastic forms and implied that the strength of their concrete, 

three-dimensional physicality created a spiritual, spatial power similar 

to that of the "fourth dimension"--a consciousness that "is real, and can 

be perceived and felt. .. 5 3 Weber established the real, the concrete, as 
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the source for the "ideal," and the element of this "real" quality in 

Cezanne's forms was their "plastic," tactile property. 5 4 

The actual source of Weber's insight is unknown, but when in 

1910 he associated a "plastic" point of view and the "fourth dimension" 

with the strong sense of tactility in Cezanne's forms, he may have been 

inspired by ideas circulating among Parisian avant-garde circles or by 

passages he read in Julius Meier-Graefe's essay "Paul Cezanne" in 

Modern Art: Being a Contribution to a New System of Aesthetics of 1908. 

Writing of effects which appeal to the "latent tactile impulse" in 

Cezanne's art, Meier-Graefe had stated that "there is no movement; the 

subject before me is a simple still-life; and yet I feel something in the 

pupil of my eye quivering, as if set in motion by some movement taking 

place in a higher dimension." 5 5 There remains, however, some 

question as to whether Weber's use of "felt" refers solely to a tactile 

sense or alludes to some inner feeling or state of mind--or both. The 

same ambiguity occurs in Hartley's statement that the "tangible 

experience of Cezanne's apples" was made possible by "the depth of his 

feeling and his acute perception."5 6 

One of the earliest and best-known of the American advocates for 

Cezanne's modern painting, Leo Stein, also noted the intrinsic 

ambivalence of "feel" in relation to a concrete thing and understood it 

as being a determinant to the aesthetic character of the object. He 

claimed, 



We commonly say that we see a thing, hear a thing, smell a 

thing, when we do it distinctly, but we commonly use the word 

feel in reference to external objects when there is vagueness. 

We habitually say feel when we are concerned with touch 

where the confusion between feeling and the thing felt is 

very great. To feel in this sense means that there is 

something that we answer to, but which we cannot definitely 

establish.5 7 
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Stein saw the difficulty of separating the positively perceived, bodily 

feeling with touch associations in connection with an object from the 

qualities of vague ideas about an object. Neither the aesthetic nature of 

the object nor the composition of which it is a part is altered by 

whether the feelings are distinct, clear, localized perceptions or 

vaguely localized feelings, according to Stein. The essential ingredient 

in either case is the ability to establish "the relation of the parts to the 

whole. "5 8 

Looking Back: American Sources for an Art Theory Based on 

Principles of Design and Articulated in Terms of "Plastic and "Plasticity" 

An understanding of American sources for the words "plastic" 

and "plasticity" is particularly pertinent to a study of Cezanne, 

especially considering the importance of these linguistic terms to early 

modernist artists and critics who sought to articulate a description of 
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Cezanne's unique treatment of form. Because most of the Americans 

who attempted a positive approach to Cezanne relied heavily on art 

critical models from abroad, the general consensus has been that the 

central phraseology associated with Cezanne was derived solely from 

foreign sources. What has not been recognized previously is the 

importance of writings by certain American intellectuals at the tum of 

the century who both provided a foundation for an art critical 

evaluation of Cezanne's work and served as a springboard for American 

early modernism. In actuality, native sources, particularly literary 

works by individuals who maintained an active affiliation with Harvard 

University or other institutions in the Boston area, were as 

instrumental as the Europeans in providing ideas and terminology vital 

to early modernist art theory and criticism. They may be grouped into 

two areas--art theorists and philosophers. Individuals in these two 

disciplines provided models for linguistic idioms that the ten American 

artists in this study found to be appropriate for the expression of a new 

artistic perspective. 

American Art Theorists and Their Relevance to the Emerging 

Tradition of Early Modernist Art and Art Writing 

Long before Cezanne's name appeared in American publications, 

scholars in this country formulated principles that later became the 
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keystone to a modem theory of aesthetics. The two major areas from 

which the terms for discussing modern aesthetics developed were the 

writings of art scholars and theorists in this country and those of the 

philosopher William James. Among the early art theorists who were 

instrumental in formulating a vocabulary and a progressive artistic 

vision pertinent to both Cezanne and modem art was Ernest Wesley 

Fenollosa. A leader among the handful of individuals who argued that 

art should express formal values rather than imitate nature, Fenollosa 

dared to incorporate sophisticated design concepts derived from Far 

Eastern art with aspects of Western traditions into an original 

philosophy of art.5 9 Deeply attracted to spiritual precepts that co-

mingled cosmic with earthly environments, Fenollosa, nonetheless, 

maintained that a work of art must be seen as "a concrete image," its 

wholeness dependent upon "clear visual relations," and that the 

imagination played a vital role of organization in creating an artistic 

image.60 Concerning his artistic beliefs, Fenollosa explained, 

Visual art is to be distinguished from ordinary sight, from 

vague revery, and from imperfect phantasy, in this, that the 

artistic image has persistence, congruity, natural limits, a 

kind of organization within itself. In strong imagination it is 

singular and complete, a group of parts, lines and proportions, 

which lacks nothing essential to make its wholeness clear, 

which admits nothing that tends to distort the image, or 

disturb its integrity. Such, in brief, is the artistic 

imagination, a natural faculty of man through which . . . one 



can have and retain spontaneous images, pure, clear, simple, 

whole. The power to hold them is essential to execution, but 

the true mystery of the faculty is the spontaneity and 

integrity of its images.6 1 
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Besides influencing twentieth-century modernism in this 

country and in Europe, Fenollosa was one of the first American art 

figures to use "plastic" in a theoretical, formalist context.62 In an 

address to the Boston Art Student's Association in 1894, Fenollosa 

presented the artistic image as an entity with natural limits and an 

internal organization. He also stated, 

Imagination is creative. The image is individual, and can 

never digest an intractable formula. Every element that 

enters into an imaginative group must be plastic and 

sensitive, full as it were of chemical affinities, through which 

the just and crystalline balance can rapidly be found. This 

mystery of genius, this quick power of the imagination, 

which seems in a moment to explore a million possible 

combinations, and to seize upon the right one, is significantly 

called by Kant the faculty of Judgment. By this he does not 

mean the cold weighing of the intellect, but an almost 

intuitive seizing upon the capacity for organization of one's 

raw material. That is why imagination implies originality. 6 3 

Fenollosa's commitment to the creative imagination emphasized a 

faculty that intuitively organized forms, allowed for movement from 

inner self to outer experiences, and set a premium on originality. At an 
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early time, Fenollosa not only set a clear course against the strict 

realism dominant in American art at the end of the nineteenth century, 

but he also served as mentor to both Ross and Arthur Wesley Dow, 

perhaps the two most influential art teachers in America in 1900. Dow's 

book Composition: A Series of Exercises in Art Structure for the Use of 

Students and Teachers (1899) was largely a tribute to Fenollosa. It was, 

in fact, based on the same principle in art that Fenollosa preferred, in 

other words synthesis, a putting together of lines, masses, and colors to 

make harmony and serve as a basis for design and structural principles 

in a composition.64 Dow, like Fenollosa, emphasized that the key to art is 

organization determined by a human faculty rather than any dictate of 

nature. He was quite adamant in maintaining, "Little can be expressed 

until lines are arranged in a space. Spacing is the very groundwork of 

design. Ways of arranging and spacing I shall call Principles of 

Composition. "65 Dow's major premise of organization, the clarity of 

relations between parts, or the arrangement of formal features into 

"fine relations (that is, harmony, beauty)," was a version of Fenollosa's 

contention concerning the base upon which quality in art depended: "If 

these relations are such that any one distracts from others to itself, 

[then] it is less easy . . . to understand the meaning of the disposition of 

the parts."6 6 

An author with international stature in the art world who 

addressed American readers with new terms and liberal ideas and who 

also shared Fenolossa's understanding of the imagination as intuitive 
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and creative was William James Stillman. 67 In 1900, Stillman testified 

that the imagination, "the spiritual nature of man," must be "intimately 

incorporated with . . . art. "6 8 He rejected literal reproductions of nature 

as scientific representations, the "antithesis of art" and art writing, and 

insisted that "until this is accepted as a maxim of art-criticism, it will be 

impossible to establish sound critical canons. "69 In addition, he exalted 

the "plasticity of the mind" as a state of mind during which "freedom 

and spontaneousness of art-expression" could occur," and wrote that 

"the high attainment in technique which is indispensable for the 

perfect freedom of expression of the proper motives of art . . . must be 

learned, like all other languages, during the most plastic state of the 

mental faculties."70 Stillman's essay, like Fenollosa's address, was 

modem enough to set precedents in concept and in terminology that 

later would be adhered to by certain early modernist painters and 

informed critics in discussions of Cezanne's painting. Both men saw a 

vital need to banish the long-practiced deference to facts of nature and 

to establish the imagination as the primary source for expressions of 

original art images. In each case, "plastic" appeared prominently in 

formulations of artistic theories quite advanced for the time and more 

far-reaching than just verbal assaults against once-hallowed figures, 

closed preferences, and traditions. But the use of "plastic" at this time 

did not refer to a particular characteristic of form or matter; rather, 

"plastic" described a mental quality of flexibility and association with 

creative imagination. 
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In the 1880s, Charles Waldstein, an American scholar in Greek 

art, contemporary of William James and George Santayana, and lecturer 

at Harvard, established important guidelines for a modern tradition in 

art theory in this country. Defying the norm of the day that art should 

reproduce the observable and do no more, in 1889 he advocated that art 

that could satisfy man's "sense of form."71 In defense of non-imitative 

art, he pointed to "the really fundamental questions concerning the 

nature of our sense-perceptions in relation to our feelings of form. 

11 72 Further, he championed the artist who was willing to add to his 

work "the unity of soul which welded together into a necessary whole 

the infinite multiplicity of phenomena. . What makes it art is this 

human organization of the facts of nature . . . the really divine element, 

breathed by God through man's best effort into inanimate or insentient 

nature."73 His argument had important implications for the 

development of modernist thinking about art that reached well into the 

new century. As one of the first Americans to write about art from a 

decidedly formalist position, Waldstein was exceptionally foresighted in 

favoring the function of art as a selective process for purposes of 

design. He reenforced his modernist outlook by asserting that "as 

regards art, it would be nearer the truth to say that man's efforts have 

their origin in his opposition to nature [rather] than in his following 

her ... 74 Waldstein argued for an art that could stand on its own formal 

values rather than depend on the truth-to-nature attempts prevalent in 

the "genteel" epoch and even before. 
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Although he is little known today, Waldstein established artistic 

standards in the 1880s that are still significant forces for modernist 

aesthetic thought. In his book, Essays on the Art of P heidias ( 1 8 8 5) , 

W aldstein argued that the sculpture and artistic spirit of the Greeks was 

manifested most emphatically in what he refered to as their "plastic 

character of mind," a state of sensuous observation, by which he made a 

clear distinction between "plastic" art or sculpture and "pictorial" art or 

painting. 75 According to Waldstein, the sculptor, who observes a whole 

form, acts through the senses alone and represents the human body in 

terms of solidity and roundness. Different altogether is the painter 

who, uninterested in mere accurate reproduction, produces art by 

imposing the "design of the human mind" upon forms seen in nature.7 6 

The painter, then, through the "natural design of the human mind" 

seeks a "central unity" for his picture, an organization that is based on 

the relations between a multiplicity of parts, and to attain this pictorial 

unity the painter depends not only on the senses, like the sculptor, but 

also on the imagination and the intellect.77 He noted that "the Greek ... 

would translate even abstract ideas into some visible or tangible form, 

and would thus strengthen his memory by an image and not by a 

word." 7 8 The painter, the maker of "pictorial" art, on the other hand, is 

unable to observe the object itself in a purely sensuous manner because 

he is too preoccupied with the organization needed for achieving "life

giving unity," a unity not to be found in one element or another but in 
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"the relation between the several independent parts ... 7 9 Regarding the 

pictorial artist, W aldstein further stated, 

He arranges these parts one with another, chooses, 

accentuates, and omits, in fact makes a composition, so that the 

whole receives that unity of organization which makes a 

picture a work of art in contradistinction to a mere accurate 

reproduction. He harmonizes the multiplicity of nature into 

unity in accordance with the laws of association inherent m 

the human mind. The artist gives life to the dead in 

introducing the natural design of the human mind into 

nature as he reproduced her in his work. Now the 

organization, or life, in the first instance manifests itself to 

our senses or our imagination in that there is a central unity 

belonging to the parts, towards which they all tend, so that 

none is accidental, but all are essential to the whole.8 O 

Quite sophisticated in the analytic, precise differentiation made between 

the "plastic" and the "pictorial" mind, the latter emphasizing order, the 

relation between parts, and "life-giving unity," Waldstein exemplified a 

mode of thought that accepted change and dared to see the function and 

meaning of art in a new light. Among a handful of enlightened 

individuals, he, like Ross, sought order in art based upon principles of 

design as the imposition of the "divine" human element, the mind 

and/or the imagination, upon nature. Clearly stating his progressive 

approach to art, he wrote, 



The ultimate aim of art is the production of aesthetic pleasures 

by . . . harmony or beauty . corresponding to a fundamental 

need and longing for design and order in the human mind, 

rooted in nature and development of man's sensations, and 

growing and flowering into his highest spiritual aspirations . . 

In his artistic efforts he is driven to select, rearrange, or 

compose things and facts in nature in accordance with the 

need of this essential quality of his own mind. 8 1 
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Design and order were coordinates for unity that Emerson had set 

in place in 1837, when he expressed his desire for order and unity 

through design, for a "world . . . [that] has form and order; [where] 

there is no trifle, there is no puzzle, but one design [that] unites and 

animates the farthest pinnacle and the lowest trench."82 These basic 

precepts were guiding ones for a small cadre of American scholars who 

applied them to their individual theories of aesthetics. For instance, 

although the term "modem" did not appear in the writings of Waldstein, 

Fenollosa, Dow, or Ross, their thought was based upon a consensus of 

ideas concerning unity, order, internal relations between parts, in 

short design in artistic expression; thus, key precepts of modernism 

were already established before "modern" as a concept was ever 

pronounced with agreement to describe a quality of art. In 

contradistinction to the diversity in usage of the term "modern," finally 

quelled by the focus on Cezanne's painting, there was, then, common 

ground for "modem" thought about design and order in art that arose at 

an earlier time from ideas already well -established in the American 
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This is well-illustrated by Waldstein, for example, 

whose theories had strong Emersonian overtones, in the desire for 

order and unity through design, but, at the same time, they were 

principles that advanced a modem, formalist appraisal of art. 

Perhaps the earliest example of an American art figure who 

benefitted directly from Waldstein's thought was Bernard Berenson who 

actually incorporated his admiration for Waldstein and Cezanne into his 

published writings. While an undergraduate at Harvard in the 18 80s, 

Berenson acknowledged that Waldstein's ideas on the Greek's intuitive 

"plastic mind" had deeply affected him and had, in fact, served as an 

impetus for his own artistic and critical canons. 8 3 He was very attentive 

to the manner in which Waldstein (1) ascribed to the "plastic" mind and 

spirit of the Greeks a tendency to translate even ideas "into some visible 

or tangible form" and (2) established an important relation between 

"plastic" and tactility. 8 4 

Berenson acknowledged Waldstein's influence in a review of 

Vernon Lee's book Baldwin: Being Dialogues on Views and Aspirations, 

stating that not only was her book "a marvel of aesthetic criticism," but 

that also "her results on the whole are the same as the canons given by 

Mr. Waldstein in his Essay[s] on the Art of Pheideas[sic]."85 In yet 

another article, entitled "The Third Category," written in the same year 

for The Harvard Monthly Berenson wrote that "he wished [his heroine] 

to be beautiful, but not strikingly so. He loved great beauty too well to 

wish to disturb his plastic relations with it."86 In other words, he loved 
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to be objective about beauty, to observe it sensuously and intuitively 

without need of the intellect to establish unity. These early articles are 

evidence that Waldstein's ideas of the Greek "plastic character of mind" 

deeply influenced Berenson and served as a foundation for his aesthetic 

values.8 7 

Berenson applauded Waldstein's formalist approach to art, just as 

he did James's attempt to treat psychology as an applied, natural science, 

free from metaphysical trappings. He recognized in Waldstein's work a 

principle upon which he could develop his own objective, formalist 

approach to art. Furthermore, it seems that Berenson agreed when 

Waldstein, regretful of the visual shortcoming of the late nineteenth-

century world, stated: 

We have lost the power of simple observation and our interest 

in things in themselves. We make but scanty use of 

impressions of eye and touch, in fact use them merely as 

provisional means to be cast away so soon as we have 

translated them into some associative thought which is really 

bound up with some word." 8 8 

Waldstein's Essays on the Art of Pheidias was, of course, not the 

only source of Berenson's acquaintance with "plastic," but it likely was 

one of the earliest and most influential. After graduating from Harvard 

in 18 87, Berenson lived as an expatriate primarily in Florence and 

became a connoisseur in the field of Renaissance art. Although his 



58 
expertise was not in modem art, Berenson was, nonetheless, aware of 

"plastic" as an indispensible term in French criticism of Cezanne. In 

1907, a benchmark year in French Cezannian criticism, Berenson 

published "The North Italian Painters," in which he used the term 

"plastic" to describe Giovanni Bellini's color-built forms, which he 

attributed to the Venetian painter's working in "the plastic-pictorial 

mode of visualizing ... g 9 Waldstein's influence is particularly evident in 

Berenson's suggestion that Bellini's art had qualities that derived from 

both the "plastic" mind and the "pictorial" mind, just as Waldstein had 

earlier differentiated the two different approaches to art in his Essays 

on the Art of Pheidias. However, Berenson's description of Bellini's use 

of color to render form rather than "line" and "chiaroscuro" to attain a 

shape, in his words "a plastic mode of visualizing based on the feeling 

for planes," implies a unity based on color relationships that reveals an 

indebtedness to both Waldstein and to Maurice Denis.90 In 1907, Denis 

had written very precisely about Cezanne's method of color 

"modulating" purely by "contrasts of tint" rather than "contrasts of 

tone . " 91 Combining ideas from both Waldstein and Denis, Berenson 

noted the Renaissance painter's dependence upon color to achieve the 

sense of planes and solidity: 

With Bellini, colour began to be the material of the painter, 

the chief if not the sole instrument with which his efforts 

were to be produced. Yet Bellini never dreamt of abandoning 

the shapes which the plastic vision had evolved; he simply 



rendered them henceforth with colour instead of with line 

and chiaroscuro; he merely gave up the plastic-linear for the 

plastic-pictorial.9 2 
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Berenson's remarks are similar to those of Denis in regard to 

Cezanne's transposition of values of black and white into values of color: 

"Volume finds, then, its expression in Cezanne in a gamut of tints, a 

series of touches . . [that] follow one another by contrast or analogy 

according as the form is interrupted or continuous ... 9 3 Clearly, 

Berenson expanded the meanings of "plastic" far beyond its earlier 

connotations in Waldstein's writing. Indeed, by 1907, Berenson used it 

as Denis did, assigning to the term a "pictorial," formalist meaning, 

descriptive of color relationships connected to form. The strictly 

intuitive, sensuous powers of observation of the "plastic" spirit and 

mind had broadened to an order that now included the intellect. 

The precedent that Waldstein set extended to other influential 

individuals in America who contributed to a tradition in early modernist 

art theory. Two pronouncements by Waldstein in the 1880s--that the 

divine element in art is the "human organization of the facts of nature" 

and that the life-giving unity in a picture depends on "the relation 

between the several independent parts"--were especially important to 

Denman Ross, who in 1907 formulated his own theory of design. 94 It is 

conceivable, in fact, that certain ideas of Waldstein concerning the 

importance of the human element in design were paradigms for Ross . 
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For example, Waldstein's argument regarding an artist's need to "select, 

rearrange, or compose things and facts in nature in accordance with 

the need of . . . his own mind"9 5 is echoed in the choice of words by 

Denman Ross in A Theory of Pure Design: 

Given a certain outline and certain tones, measures, and 

shapes to be put into it, it is the Problem of Pure Design to do 

the best we can, getting as many connections making unity as 

possible. The process is one of experimenting, observing, 

comparing, judging, arranging and rearranging, taking no 

end of time and pains to achieve Order, the utmost possible 

Order, if possible the Beautifut.9 6 

The similarity between Waldstein's terms and those of Ross for 

describing the artist's selective process for purposes of unity in design, 

as well as Ross's focus on formal elements in design problems, suggest 

that the origin for much of his thought was the earlier writing of 

Waldstein. In Essays on the Art of Pheidias, Waldstein had made it clear 

that the "pictorial" artist was preoccupied with organization and in a 

later article of 1889, he had claimed that "what makes it art is this 

human organization of the facts of nature ... 9 7 The concepts of order, 

organization, connections, and arrangements were, then, almost 

identical for Waldstein and Ross, but whereas Waldstein used the term 

"relations" of parts in the interest of unity, as Fenollosa did, Ross 

employed the phrase "connections making unity ... 9 8 The same 

substantive meaning is simply couched in a slightly different idiom. 
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The idea of art as an organization of formal elements into visual 

relationships and given subjective guidance by the human faculties of 

intellect and/or imagination was the key to modernist design, or 

composition as Dow preferred to phrase it, and had been set in place in 

America before 1900. 

The impact of Waldstein's formalist theories, built upon the 

human selective process in principles of design, was not confined to 

progressive art theorists in this country but was quite important, I 

believe, to the English critic Roger Fry. The formalist art criticism of 

Fry, certainly that concerning Cezanne as the leading Post

Impressionist as well as expository essays related to the modem art in 

the two Grafton shows in London, was an important source of 

information for many early American modernists. In addition, many 

art writers in this country regarded Fry as a model, a fact that makes the 

sources for his theoretical stance particularly relevant, especially if the 

origins of the ideas that he proposed are traceable to this country. 9 9 

The three sources commonly cited as being the most influential 

in Fry's codification of ideas concerning form and formal relationships 

in modem art are the American Denman Ross, the German critic Julius 

Meier-Graefe, and the French artist-critic Maurice Denis. What has 

previously remained unacknowledged is the similarity between 

Waldstein's theories on design and Fry's aesthetic principles. I 00 An 

argument can be made that Waldstein was a source for Fry at a time 

when he was in need of models from which to draw ideas, as he 
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endeavored to organize his own theory of modern art. IO I The similarity 

between Waldstein's diction on the subject of design, unity, and the 

human organization of the facts of nature-- "to select, rearrange, or 

compose things and facts in nature in accordance with the need of [the] 

mind"--and that of Ross on the same subject in his first statement of 

composition is not coincidental. I 02 Nor does it seem happenstance that 

Ross's 1907 statement--"it is the Problem of Pure Design to do the best we 

can, getting as many connections making unity as possible"--is 

practically paraphrased in Fry's contention in 1909--"a composition is 

of value in proportion to the number of orderly connections which it 

displays." I 03 Waldstein, Fenollosa, Dow, and Ross were all concerned 

with design in art, meaning the human organization of the facts of 

nature into ordered relationships and unity rather than mere imitation 

of observable features in nature, but Waldstein published his views on 

the subject before the others. IO 4 He was, therefore, in the prime 

position to serve as a source, particularly for Fry, who knew and 

admired Ross sufficiently to be aware that certain ideas from Waldstein 

were key principles in the Theory of Pure Design. 

When in 1910, Fry credited Cezanne with launching French Post

Impressionism by carrying modern art beyond Impressionism's 

"precise visual value," he did so with authority and conviction: 

Modern art had arrived in Impressionism at a point where it 

could describe everything visible with unparalleled ease and 



precision, but where, having given to every part of the 

picture its precise visual value, it was powerless to say 

anything of human import about the things described. It 

could not materially alter the visual values of things, because 

the unity cohered in that and in that alone. To give to the 

rendering of nature its response to human passion and 

human need demanded a re-valuation of appearances, not 

according to pure vision, but according to the pre-established 

demands of the human senses. It is this re-valuation of the 

visual that Cezanne started. He discovered distortions and 

ruthless simplifications . . of natural forms, which allowed 

the fundamental elements of design--the echo of human 

need--to reappear in his representations. I 0 5 
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His concluding statement concerning the "human need" for 

"fundamental elements of design" is nearly a paraphrase of the claim 

that Waldstein made twenty-one years earlier, obviously known to Fry, 

about the harmony and beauty in art "corresponding to a fundamental 

need and longing for design and order in the human mind." 10 6 In fact, 

Fry revealed a knowledge of Waldstein on that very count in 1904, when 

he wrote that "beauty . . . is the result of human design acting on the 

chance disposition of things. n 107 

But, it was not until 1911, in a little-known article entitled "Plastic 

Design" written for the London-based magazine The Nation, that Fry 

moved much closer to Waldstein's and Ross's considerations. IO 8 In 

"Plastic Design," Fry wrote about the power of forms endowed with 

solidity and mass and of the "definite plastic ideas" that relationships 
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between such forms can create. l 09 By acknowledging that forms can 

have a life of their own, a reality beyond the mere visual, Fry in 1911 

seems to have formed his mature, aesthetic theory from an 

amalgamation of ideas learned from other art writers whom he 

respected. Clearly apparent in the article is Fry's debt to Ross, 

conceiveably reaching even as far back as Dow and Fenollosa as well, 

regarding the importance of formal relationships and unity as design 

criteria. However, these ideas can ultimately be traced to the American 

Waldstein, whose theories were available to the public at an even 

earlier date. Critical to Fry's argument concerning the "voluminous and 

plastic ideas of form" is "the plastic structural imagination," the human 

faculty that can conceive of and create a "plastic design": 

When once the plastic relations are duly established in a 

design, when once the relations of each volume to the 

other are ascertained, everything else takes its due place 

'in the picture.' . . . Whereas, without this fundamental 

quality nothing can truly be said to take its place in the 

picture, since there is no really constructed ideated space 

for them to exist in. This power of evoking voluminous 

and plastic ideas of form seems, indeed, to distinguish more 

than anything else the artist from the illustrator or 

delineator. l 10 

Revealing the influence of Berenson with the term "ideated 

space," Fry asserts the artist's need to express the solidity and mass of 
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form: "To make this vivid to the imagination [as] . . . the illusion of 

solidity, of resistance, and of height," for without "the grasp of these 

elementary ideas," there can be no "plastic design." Without an artist's 

ability to establish "definite feelings about the material or visible 

world," to impart "plastic reality in the design," and to paint "the 

essential plastic relations of things," there can be no "imaginative 

apprehension" of form, no "creative plastic idea," no "plastic design" in 

which forms are realized with "plastic feeling," nor can there be an 

execution of "the essential plastic relations of things" or a "fine 

understanding of their relations." 111 Waldstein had already established 

the thesis that the "life-giving unity" in a picture lay in "the relation 

between the several independent parts," and had stated that "painting 

differs from sculpture in that it does not depend upon the simplicity of 

purely sensuous observation, but is rather concerned with the re I at ion 

between things," the painter possessing a "poetic mind," more 

subjective, reflective, and in closer touch with the imagination than the 

sculptor.112 In "Plastic Design," the emphasis on the imagination, on 

the "relations of things," the "plastic feeling for form," on design as a 

reflection of human faculties, and on an independent life for facts 

selected from nature rejoins the theories of Waldstein closely enough to 

suggest that, certainly for this essay, he was an important source for 

Fry.113 

Fry did not use "plastic" only in the sense of physical behavior of 

matter that might summon a sensation of elasticity, volume, 
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malleability, or weight and density. Without ignoring this empirical 

aspect of nature, he nonetheless conferred a broader connotation upon 

"plastic," a subjective one that conveyed his perspective that great 

pictures embody "certain definite feelings about the material or visible 

world." I I4 Although his uses of "plastic" in the June 1911 article did not 

refer to Cezanne--in fact, Fry first used "plastic" in 1910 to describe 

Matisse's "plastic feeling in painting"l 15 __ a month earlier he had 

written of "plastic" qualities in the relationship between forms in 

imagined space and the two-dimensional planar surface, using Cezanne 

as an example to support his argument: 

It appears then that the imagination is ready to construct for 

itself the ideas of space in a picture from indications even 

more vividly than it accepts the idea when given by means of 

sensual illusion. And the same fact appears to be true of 

plastic relief. We do not find, as a matter of empirical fact, 

that the outlines with which some of these artists surround 

their figures, in any way interfere with our imaginative 

grasp of their plastic qualities--particularly is this the case in 

Cezanne, in whom the feeling for plastic form and strict 

correlation of planes appears in its highest degree. I 1 6 

Despite the respect Fry commanded in this country, only a handful of 

the most prescient artists and critics would have understood that his 

concept of modern art involved a focus on the relational elements of 

design and on the primacy of the flat pictorial surface. I I 7 



67 

The American art theorists addressed in this chapter had highly 

progressive, innovative ideas concerning the priority of design 

relations over imitative endeavors and their influential theories often 

reached individuals abroad. The intellectuals discussed above were 

concerned with a pictorial approach, a "pragmatic" response that 

focused on the demands of art and the means of expression to relate 

parts to the whole. All of them also championed the idea that art was an 

organization of formal elements arranged into visual relationships and 

given subjective guidance by the human faculties of intellect and/or 

imagination, a principle upheld by the ten early modernists who looked 

to Cezanne for new ideas. In various capacities, the Americans who 

formulated theories pertinent to modern art opened avenues for 

recognizing new possibilities, for acting without seeking guarantees, 

and for attacking all pretensions that threatened to close opportunities 

for experimentation and individual expression. 

Except for Ross and Dow, native theorists conveyed their thoughts 

in new terms, most importantly "plastic" and "plasticity," and by doing 

so, they expanded the meanings of the two words, making them 

serviceable for addressing modern concepts in art: Fenollosa associated 

"plastic" with an imaginative capacity for organizing raw material in 

the context of design; Waldstein summoned "plastic" to describe a 

detached state of mind for sensuous observation of the object; Stillman 

also invoked "plastic" to convey a state of mind, one in which the 

imagination engendered freedom in art expression; Berenson, too, at 
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first employed "plastic" to denote a state of mind and later a treatment of 

form through color, not line; and Fry, the only non-American in the 

group, used "plastic" to describe a type of design which relations 

between volumetric forms reflected an artist's feelings about the 

material world. The connotations of either state of mind, expressive 

form, or the "plastic" relations between forms catapulted the term into 

the forefront of the vocabulary used to discuss what was developing in 

regard to the modem meaning in art. States of mind could more easily 

be activated by relations among formal elements, by composition or 

design in art, than by imitative schemes that merely reflected nature's 

ready-made designs. 

Philosophers: James and Santayana 

In addition to the art theorists and academicians, philosophers 

also added their original thoughts and verbal skills to the innovative 

perspectives that facilitated this country's conceptual progression into 

twentieth-century modernism. Among this group William James was, 

perhaps, the most influentiaI.118 His commitment to "pure experience" 

in the concrete world and to the relational over the absolute was a 

precursor to European modernism, the movement that, in the minds of 

many people, began with Cezanne. Moreover, current argument 

highlighting James as a force for experiment in artistic development 
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emphasizes his ability to integrate the spiritual with the tangible and 

to balance the metaphysics of Emerson with logical empiricism, 

thereby upholding a variant of this country's matter/spirit dichotomy 

in terms of the ideal and the "pragmatic." 119 One indication of James's 

catalytic role in the development of early modernist art in this country 

is the influence he had on many key artists and critics (such as 

Prendergast, Hartley, Russell, Weber, Hartmann, Leo Stein and Marius 

de Zayas, to name a few) who saw a direct linkage between Cezanne and 

modernism.120 James's ideas in psychology and philosophy also had a 

profound effect on certain students he taught at Harvard, some of 

whom--Berenson, John Sumner, Leo Stein and Charles Loeser--became 

America's earliest admirers or collectors of, and writers on, 

Cezanne.121 

"Relation," a term frequently used in the art discourses of 

Waldstein, Fenollosa, Ross, and Fry, figured significantly in James's 

explication of modem psychological concepts. In many chapters of his 

Principles of Psychology, James used the word "relation" to describe the 

processes of mental functions. One instance occurs in a well-known 

chapter, "The Stream of Thought," in which James wrote that 

"knowledge about a thing is knowledge of its relations," a statement that 

bears comparison with Fenollosa's declaration that "relations are more 

real and more important than the things which they relate." 12 2 Other 

instances in P rinc ipl es indicate that without cognizing the relations of 

things, the mind is unable to make identifications, whether one is 
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speaking of masses of units combined but possessing varying degrees of 

distance, interval, and difference ("It is these RELATIONS . . . which we 

are measuring and not the composition of the qualities themselves. . . . ") 

or clarifying that knowlegde comes from thinking about sensations 

("new truth affirms in every case a relation between the original 

subject or conception and some new subject conceived later on ").1 2 3 

Most importantly, in "The Stream of Thought," James emphasized the 

pluralistic manner by which the mind knows: "There is no manifold of 

co-existing ideas; the notion of such a thing is chimera. Whatever 

things are thought in relation are thought from the outset in a unity, in 

a single pulse of subjectivity, a single psychosis, feeling or state of 

mind." 1 24 The last passage, especially, has affinity with emergent 

modem tenets in the art theories of Waldstein and Ross; relations in art, 

like relations in knowledge, involved a purpose of unity no less than a 

state of mind. The areas between fields--between art, natural science, 

aesthetics, psychology, and philosophy--were not separate but 

relational, forming a continuous creative ground. 

Another modern concept presented in Principles that has strong 

implications for art is the suggested fusion of subject and object. 

Sections in the chapters on Sensation, Attention, Concepts, and 

Association point to a person, mood, moment, the whole apperceptive 

mass, as inseparable from the 'object' or external experience.125 But 

the most compelling pronouncement of subject and object in terms of 

integration occurs in "The Stream of Thought," where James presented 
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the phenomenon of human consciousness as functioning like a flowing 

stream, with the content of the human mind always changing as new 

images or thoughts penetrate it.12 6 The "subjective stream" of the 

"fringe," where "relation . . . is constantly felt," works rn tandem with 

the more objective "cognitive function" also propelled along in the 

stream of thought.12 7 By presenting the mind as a blending instrument, 

working its pattern as a stream of flowing subject-and-object 

sensations, James openly rejected the traditional theory of the human 

mind as a blank, neutral substance, a doctrine established in the late 

17th century by British empiricist philosopher John Locke. In 

terminology as well as substance, James opposed Locke by speaking of 

"consciousness" rather than mind and by suggesting that 

"consciousness" was a dynamic activity.128 According to James, the 

stream presents "objects" first one way, then another, with no limits, 

because thoughts about them change according to "time-parts." First 

seen as a "pack-of-cards," then as a different subjective phenomenon, 

"a pack-of-cards-on-the-table," there is constant shifting back and 

forth in the way they are perceived by the activated conscious. I 2 9 

There was no clear-cut sequence in the way consciousness established 

feelings or knowledge about a single object or many; rather, it was a 

matter of establishing as many connections or relations as possible, 

bringing to mind the wording and concepts that appear prominently in 

the art theoretical writing of Waldstein, Ross, and Fry. 
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Of interest is the subject/object issue presented by Scottish 

philosopher and psychologist Alexander Bain in The Senses and The 

Intellect (1855), the text James selected for a course he taught in 

psychology at Harvard and that Berenson took as an undergraduate. I 3 O 

In the field of psychology, Bain was a figure of international reknown 

and highly respected by James, who quoted freely from his works 

throughout Pr inc i p I es and who apparently drew inspiration from 

Bain's treatment of the subject/object connection in The Senses and The 

Intellect. Bain considered the relation between perceiving subject and 

object perceived as a synthesis, 131 and in doing so dispelled all notion of 

an "extemality and independence of our object consciousness." 13 2 He 

stated, 

My object consciousness is as much a part of my being as my 

subject consciousness is. Only, when I am gone, other beings 

will sustain and keep alive the object part of my 

consciousness, while the subject part is in abeyance. The 

object is the perennial, the common to all: the subject is the 

fluctuating, the special to each. But there is nothing in the 

fact of community of experience (the object) that justifies us 

in separating the experience from the allegiance with the 

mind (the subject).13 3 

James's subjective "fringe of relations" in "Stream of Thought" 

has an affinity with Bain's "subject consciousness," the main difference 

being James's endowment of the ever-changing subjective qualities in 
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the "fringe" as opposed to Bain's "abeyance."134 Regardless of this 

slight divergence in schemes to describe human thought, the important 

point is that some of Cezanne's first American admirers and collectors, 

because they studied under James or were familiar with his Principles, 

had at an early date been exposed to concepts of the integration of 

subject and object. This issue was of prime importance to avant-garde 

French criticism, including that which focused on the modern art of 

Cezanne, and also to certain American modernists who wrote with 

authority on the subject of Cezanne after their returns from Europe. A 

major value of James's psychology was the shift toward modern , 

subjective emphases in his field (for example, the uniting of subject and 

object), a direction of thought which, when applied to 

experience more lasting. What James had to offer 

experimental approach, very much in tune with 

art, made the 

was a daring, 

inclinations of 

American modernist painters a generation after him who followed both 

his lead and that of Cezanne with artistic expressions in which objective 

visual relationships, simply by generating new experiences, became 

subjective. 

Perhaps because he seriously considered becoming a painter at 

one point in his life, James often used the activity of an artist well

versed in design principles as an analogy to describe the manner in 

which the brain functions. In one passage from the Pr inc i p I es, James 

described the artist as one who chooses from "subjective sensations," 

and, by the selective activity of the mind, rejects "all tones, colors, 
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shapes, which do not harmonize with each other and with the main 

purpose of his work." 13 5 Furthermore, he likened the selective activity 

of the mind to the way a sculptor works on his stone block, "rejecting 

certain portions of the given stuff." 1 3 6 He argued that by choosing 

between "the genuine objectivity of the thing" and the "subjective 

sensations" the object might yield, "the mind chooses to suit itself and 

decides what particular sensation shall be held more real and valid than 

all the rest." 137 Using the artist-at-work to demonstrate the mind 

seeking its own order made scientific findings accessible to the lay 

reader and plainly could easily have attracted the attention of 

Waldstein, Ross, and Fry, whose ideas of design in art parallel the artist's 

activities described in Principles.138 In any case, James's presentation 

of the artist as creative and in control, whether choosing, selecting or 

converting matter, was in concert with the idea of modem art as the 

expression of some aspect of the artist's individuality, just as his 

portrayal of the ceaseless fluctuations in human consciousness was 

reflective of the essence of modernity, the inevitability of limitless 

change. 

Curiously, James, once an aspiring painter, had no interest in 

writing on art, nor on aesthetic theory, except privately in his own 

notebooks. Nonetheless, he was not averse to writing critiques on books 

others had written on the subject of aesthetics or art. In 1897, for 

example, James published a favorable review of his Harvard colleague 

George Santayana's book The Sense of Beauty; Being the Outlines of 
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Aesthetic Theory (1896), in which he praised Santayana's empirical 

assertion that any effect that a form evokes can occur only by 

involving the senses.139 Above all, James lauded Santayana for his 

rejection of the abstract "stuff called Aesthetics in the systems of 

German philosophers" and for an ability to grasp his subject with both 

"concreteness and reality." 140 In noting the merit of Santayana's 

treatment of suggestiveness in artworks, James quoted from the book in 

his review: "It is the free exercise of our activity of apperception that 

gives so peculiar an interest to indeterminate objects, to the vague, the 

incoherent, the suggestive, the variously interpretable." 14 1 

However, James considered the relativity of the aesthetic 

experience insuperably personal and subjective, and, hence, unfit for 

general treatment; he saw no point in theorizing on the subject, even 

though it had long been associated with philosophy .142 How could one 

formulate feeling, which is what constitutes an aesthetic experience, 

when art and life were inseparable, known only by experience and not 

theory? As he stated in his review of Henry Rutgers Marshall's Pain, 

Pleasure, and Aesthetics (1894), "No philosophy, however wide its sweep 

or deep its dive, will ever be a substitute for the tiniest experience of 

life." 14 3 In the same year, Bernard Berenson published "The Venetian 

Painters of the Renaissance," the first of four works comprising The 

Italian Painters of the Renaissance. Next came "The Florentine Painters 

of the Renaissance" (1896), then "The Central Italian Painters of the 

Renaissance" (1897), and lastly "The North Italian Painters of the 
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Renaissance" (1907). Berenson, one of James's students, had learned a 

great deal from him, but had never fully appreciated his teacher's 

sensibility to matters concerning art. As an undergraduate Berenson 

had ample exposure to the "genteel" tradition in art and valued art as a 

secular, objective achievement.144 A product of his James's teaching, 

however, he appraised art on psychological and empirical bases, with 

an eye particularly sensitive to form. Berenson, described in 1911 as 

"the American writer on art who proclaims he would sooner have 

Cezanne's pictures on his walls than those of any other painter," once 

acknowledged James as the source behind his need to know an art work 

by factual observation, individual experience, and personal 

contemplation.145 Referring to his own system of aesthetics, Berenson 

admitted that "I owe everything to William James, for I was already 

applying his theories to the visible world. 'Tactile values' was really 

James's phrase, not mine, although he never knew he had invented 

it."146 

The most succinct and prominent discussions revealing the 

importance of James's theories about cognitive sensations of tactility on 

Berenson's aesthetics are found in "The Florentine Painters" and "The 

Central Italian Painters." In the former work, Berenson, expounding on 

the essential contribution of Giotto to the Florentine school, noted the 

importance of the sense of touch in enriching one's sight perception of 

form in an artwork. Later, when he examined Giotto's ability to 

stimulate the tactile consciousness, thereby triggering feelings 
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concerning an object in space, he remarked that "psychology has 

ascertained that sight alone gives us no accurate sense of the third 

dimension."147 He elaborated further, 

Now, painting is an art which aims at giving an abiding 

impression of artistic reality with only two dimensions. The 

painter must, therefore, do consciously what we all do 

unconsciously--construct his third dimension. And he can 

accomplish his task only as we accomplish ours, by giving 

tactile values to retinal impressions. His first business, 

therefore, is to rouse the tactile sense, for I must have the 

illusion of being able to touch a figure, I must have the 

illusion of varying muscular sensations inside my palm and 

fingers corresponding to the various projections of this 

figure, before I shall take it for granted as real, and let it 

affect me lastingly. It follows that the essential in the art of 

painting . . . is somehow to stimulate our consciousness of 

tactile values, so that the picture shall have at least as much 

power as the object represented, to appeal to our tactile 

imagination.14 8 

Although he was not an apologist for modern art, Berenson in 

1897 also applied James's theories of space perception to one of 

Cezanne's landscape paintings. His discussion revealed that his interest 

in applied psychology, begun under James's teaching at Harvard, had 

led him to further investigate the physiological problems in perception 

that James addresses in The Principles of Psychology .149 One factor 

especially important to Berenson was James's professed intention to 
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exclude metaphysics from his theories in favor of treating psychology 

as a natural science. For Berenson this insight was a signal that art, too, 

could be treated objectively, even scientifically, a premise he 

considered especially important to his ability to attribute a work of art 

with accuracy to a certain painter. Actually, Berenson had formed this 

objective ideology before he left Harvard for Europe in 1887. In that 

year, he wrote to his future patronness Isabella Stewart Gardner in 

Boston, "I want more plastic, less subjective things." 15 0 

James's Preface of the Principles, and his stated exclusion of 

"pleasure, pain, and moral and aesthetic feelings," reinforced 

Berenson's allegiance to the Italian art critic Giovanni Morelli's 

rejection of subjective art appraisal in favor of scientific, formal 

connoisseurship.151 To a large extent, Berenson based his methodology 

on Morelli's contention that recognition of an artist's repetition of 

certain characteristic forms or shapes was the best means for 

establishing an attribution.15 2 But, it was James's theories concerning 

the perception of a three-dimensional form in a three-dimensional 

space that Berenson used to develop his best-known postulates in 

aesthetics. For instance, in "The Central Italian Painters" ( 1897), 

Berenson drew directly from James's principle concerning the role of 

muscular contractions for calling into play "surface-sensibilities" and 

space perception .15 3 To elucidate his point, he refers to Cezanne as a 

painter whose work lacks space perception: 



Believe me, if you have no native feeling for space, not all the 

science, not all the labour in the world will give it to you. And 

yet without this feeling there can be no perfect landscape. In 

spite of the exquisite modelling of Cezanne, who gives the sky 

its tactile values as perfectly as Michelangelo has given them 

to the human figure, in spite of Monet's communication of the 

very pulse-beat of the sun's warmth over field's and trees, we 

are still waiting for a real art of landscape. And this will come 

only when some artist modelling skies like Cezanne's, able to 

communicate light and heat as Monet does, will have a feeling 

for space rivalling Perugino's or even Raphael's.15 4 
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In the same chapter, Berenson very specifically defined his own 

version of Bain's and James's physiological/psychological applications 

to space-perception. Although his terminology is slightly different, 

Berenson discussed how space composition has a specific effect on the 

"vaso-motor" system, an effect that actually affects a viewer's 

circulation and breathing.15 5 His theory, a novel application of 

psychology to art criticism, was quite daring. 

James's theories provided a bountiful mine for Berenson's 

aesthetic theories, and on numerous occasions James's contributions are 

obvious. For instance, Berenson coined the phrase "ideated sensations" 

to define those ideas that arise from physical perceptions, relate to the 

third dimension by imagined, "ideated" touching, or tactile values, and 

are stimulated by a sense of movement. In "Habit," an early chapter of 

the first volume of the Principles, James initially discussed "ideational" 
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centers of the mind as existing on a higher level than the locus of 

sensations.156 In a subsequent chapter, "Sensation" in volume two, he 

described much more precisely the psychological process by which 

humans convert physical sensations, both tactile and optical, into 

realities in the form of ideas, which in tum can be projected onto other 

objects that are not the source of the original sensations. I 5 7 

Synthesizing ideas from both volumes of James's work, Berenson 

eventually formed his own singular expression "ideated sensation," used 

most prominently m "Central Italian Painters," in which he claimed 

that "ideated sensations" of touch and movement endowed art with a 

"life-communicating quality," a statement with links to Waldstein who 

wrote that "the artist gives life to the dead [by] introducing the natural 

design of the human mind into nature." 15 8 Furthermore, Berenson 

asserted that "tactile values" applied only to form in "the figure arts": 

I prefer to the word 'form' to use the expression 'tactile 

values,' for form in the figure arts gives us pleasure because 

it has extracted and presented to us the corporeal and 

structural significance of objects more quickly and more 

completely than we . . . could have grasped them ourselves. 

This intimate realization of an object comes to us only when 

we unconsciously translate our retinal impressions of it into 

ideated sensations of touch, pressure, and grasp--hence the 

phrase 'tactile values.' 1 5 9 
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Berenson had a rich source of information regarding ideation 

and/or sensation in James's Principles, where the precept is addressed 

in several chapters, namely "Imagination," "Sensation," "The 

Perception of Space," and "The Perception of Reality." 160 In "The 

Perception of Reality," James stated that the most practically important, 

permanent, and aesthetically apprehensible sensations are those that 

relate to mass.161 Repeatedly, James discussed the perception of reality 

in connection with sensations related to form. For instance, he argued, 

Tactile and muscular sensations [are] 'primary qualities,' more 

real than those 'secondary qualities' which eye and ear and 

nose reveal. Why do we thus so markedly select the tangible 

to be the real? . The tangible qualities are the least 

fluctuating. When we get them at all we get them the same. 

The other qualities fluctuate enormously as our relative 

position to the object changes. Then, more decisive still, the 

tactile properties are those most intimately connected with 

our weal or woe." 1 6 2 

Berenson's assimilation of James's principles into a theoretical 

basis for his own aesthetics received appreciation by James himself, 

who, in a review of his former student's "The Florentine Painters," 

remarked that "this little handbook, by an accomplished student of art 

history, deserves notice in these pages because it is the first attempt we 

have seen to apply elementary psychological categories to the 

interpretation of higher works of art." 16 3 James chided Berenson, 
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however, for being too objective in appraising works of art by 'tactile 

value,' and for overusing the phrase. In summarizing Berenson's work, 

James returned to his fast stand on the futility of theoretical aesthetics, 

or even writing about art at all: 

The essay is charmingly written, and will be useful to all art

students. Whether we get much deeper into the secrets of art

magic, or account for the sense of preciousness that some 

paintings diffuse . may be left an open question. Mr. 

Berenson himself has to add 'spiritual significance' to his 

other terms of 'life-enhancing value.' But until we can define 

just what the superior 'significances' are, in the better of two 

pictures--and surely we hardly ever can--the explanation of 

all merit by significance remains somewhat unsatisfying. 

The better picture remains simply the better picture, and its 

ultimate superiority might, in the end, be a matter of 

immediate optical feeling and not a matter of extraneous 

suggestion or significance at all.164 

In addition to using the term he coined from his study of James's 

theories in psychology, Berenson often used the term "plasticity," as 

well as "tactile value" or "tactile sense" in his writings on Italian 

Renaissance painting.165 In The Florentine Painters, for example, he 

described certain "life-enhancing" qualities in Botticelli's painting 

Pallas Taming A Centaur: 

No matter how unpropitious, how abstract the idea, the vivid 

appeal to our tactile sense, the life-communicating movement 



is always there. . . . As to the hair--imagine shapes having the 

supreme life of line you may see in the contours of licking 

flames, and yet possessed of all the plasticity of something 

which caresses the hand that models it to its own desire. 11 l 6 6 
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In this instance, Berenson used "plasticity" to describe the flexibility of 

matter yielding to pressure, or the physical property characteristic of a 

concrete form, quite different from his earlier meaning of "plastic," as 

an intuitive state of mind in Waldstein's tradition, upon which he had 

depended for writing the prose published in the Harvard Monthly in 

1886. Berenson's later use of "plastic" in both "Florentine Painters" and 

"North Italian Painters," does not apply to states of mind evoked by 

"things in themselves" or single wholes, as was the case when he wrote 

as an undergraduate at Harvard, but rather to pictorial modes of 

visualization encompassing feelings for relations among parts of a 

picture, for planes, and for solidity. This consequence reveals a 

changed application of the term, an alteration worth noting since his 

publications were influential and reached a younger generation of 

progressive American artists. 

The passage on Pa 11 as, for example, was among portions of 

Berenson's text that the American early modernist Morgan Russell 

included in one of his unpublished notebooks.167 At the top of one page 

Russell wrote "3. 'Florentine Painting,"' and below jotted down a series 

of notes that relate to parts of the Berenson chapter (12) on Botticelli in 

"The Florentine Painters": 



Botticelli--indifferent to representation and intent on 

presentation--abandoned [him]self to qualities directly life

communicating and life-enhancing. Venus [referring to 

Venus Rising From the Sea]--tactile imagination raised to 

keen activity by itself almost as life, as music. Pallas--hips, 

head, torso and hair--imagine shapes with supreme life of 

line in contours of licking flames and yet possessed of all 

plasticity--is [a] way of rendering tactile values with no body

-by translating to values of movement. I 6 8 
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Russell was obviously mulling over Berenson's ideas, many of 

which were probably brought to his attention by Leo Stein, a friend of 

Berenson, former Harvard student, and admirer of James. Russell, 

however, apparently had serious reservations concerning some of 

Berenson's ideas, as evidenced in another entry in his notebook, where 

he wrote that Berenson was "an example of the kind that can 

understand an art well-established and old--but [is] incapable of [the] 

same attitude toward a new one--as for instance by [a] stupid lack of 

appreciating functional color." 16 9 Along with Weber and others, 

Russell attended Stein's sessions on modem art and viewed a number of 

paintings by Cezanne that Stein and his sister Gertrude owned. Russell's 

notebooks, a valuable source for topics in the art discussions at the Stein 

salon, reveal not only one American modernist's reaction to the 

paintings, but also the extent to which Stein drew ideas from Berenson 
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(the same ideas that James had first formulated with an emphasis on 

tactile perceptions in form cognition). I 7 0 

When James admonished Berenson for neglecting the 'spiritual' 

value in Florentine paintings at the expense of exalting "life

communicating, tactile values," his reproach reflected his deep 

conviction that aesthetic experience is too subjective for one to write 

about it with an accuracy meaningful to another person. Although 

James considered Berenson's connections of tactile aspects with motor 

life that led to his "ideated sensations" to be scientifically and 

psychologically correct, he differed with the latter on the detached, 

scientific point that assumed a separation between subject and object. 

Instead, James adhered to the more modem concept of a fusing of the 

two, an inclination revealed at a much earlier time in a privately 

recorded response to art. As a young man of twenty-six, James visited an 

art gallery in Dresden, Germany; his visit prompted a diary entry in 

which he noted that certain Renaissance an carried the viewer beyond 

merely a visual experience of the an object to a relational, creative, and 

emotional one wrought by the an work itself, the object. This realization 

came as something of an epiphany and carried with it a reference to the 

term "plastic," as noted below: 

It struck me the other day that among works of plastic art a 

division . . . might be made between such as Raphael's and 

M. Angelo's on the one hand and those of the Greeks and 

Venetians on the other. The former points expressively 



and with consciousness on the part of the author to the 

existence of something ineffable and beyond the picture, 

which it is the best function of the picture to make us feel. 
171 
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James's discourses were recognized for their eloquence, 

especially the manner in which he used precise, vivid imagery and 

graphic detail to describe mental phenomena, particularly in regard to 

the analogies between consciousness and impending, restless states of 

change.172 In this regard, "plasticity" was a significant factor. James 

used the terms "plastic" and "plasticity" with an originality that would 

have captured the attention and imagination of anyone favorably 

disposed to the art of Cezanne and seeking a way to interpret it. As I 

have already noted, many disciples of Cezanne in this country were 

great admirers of James as well, and, despite his refusal to formulate a 

formal system of aesthetics, James contributed to the development of a 

modem literary theory that would prove beneficial to the needs of an 

emerging tradition in early modernist painting and art criticism. 

In the Pr inc i p I es, James upheld his opinion that any attempt to 

speculate about aesthetics was self-defeating, except for a rare passage 

in which he allowed that "yes! in every art, in every science, there is 

the keen perception of certain relations being right or not, and there is 

the emotional flush and thrill consequent thereupon. "17 3 In his 

writings on psychology and, later, philosophy James repeatedly relied 
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on metaphors drawn directly from his serious study of and experience 

with the visual arts. I 7 4 His language in publications on psychology or 

philosophy constantly revealed an underlying, persistent interest in 

art and forms suggestive of flux rather than stasis and immutable 

matter. For instance, the sense of touch related to form and the 

changeable nature of matter, its plastic or malleable quality, reinforces 

the dialogue in large portions of his philosophical treatise, Pragmatism. 

"The world stands really malleable, waiting to receive its final touches 

at our hands," James writes, and in another passage, he speaks of "the 

humanist view of 'reality,' as something resisting, yet malleable, which 

controls our thinking as an energy that must be taken account of. . . 

"175 The artist in control is able to alter matter, as the mind in control 

is able to configure sensations into perceptions and knowledge: "We 

receive in short the block of marble, but we carve the statue 

ourselves."176 

Paradoxically, although he believed that any criterion for an 

aesthetic experience was both too subjective and too personal to be 

adequately articulated, James actually wrote with a certain artistic 

conviction on scientific subjects. His chapter on "Habit" contains a 

particularly effective description of plasticity as a concrete, physical 

property of matter.177 He explained the phenomenon of habit in terms 

of the plasticity of the brain, the pliable nature of the organic matter in 

question allowing habits to form and change. He stated that "the 

moment one tries to define what habit is, one is led to the fundamental 
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properties of matter." 178 Since, according to James, the brain matter 

responds to exertion from an outside force or stimulus and then resumes 

its former arrangement as a mass of matter when the stimulus 

disappears, it can be considered both plastic and pliable. In that light, 

James wrote, 

[The habits] of a compound mass of matter can change, 

because they are in the last instance due to the structure of 

the compound, and either outward forces or inward 

tensions can turn that structure into something 

different from what it was. That is, they can do so if the 

body be plastic enough to maintain its integrity, and be not 

disrupted when its structure yields. . . All these changes [of 

structure] are rather slow; the material in question 

opposes a certain resistance to the modifying cause, which 

it takes time to overcome, but the gradual yielding whereof 

often saves the material from being disintegrated 

altogether. When the structure has yielded, the same 

inertia becomes a condition of its comparative permanence 

in a new form, and of the new habits the body then 

manifests. Plasticity, then, in the wide sense of the word, 

means the possession of a structure weak enough to yield 

to an influence, but strong enough not to yield all at once. . 

Organic matter, especially nervous tissue, seems 

endowed with a very extraordinary degree of plasticity of 

this sort; so that we may without hesitation lay down as our 

first proposition the following, that the phenomena of 

habit in living beings are due to the plasticity of the 

organic materials of which their bodies are composed. I 7 9 
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Of note, however, is that his key tenns and the physiological 

manner in which they were put can be traced to the writings of 

Alexander Bain. In The Senses and the Intellect (1855) and Emotions 

and the Will (1859), his two principal works, Bain uses diction that 

clearly influenced James and, ultimately, Berenson. For instance, a 

section of the fonner work entitled "Associations of Touch" has two 

contiguous paragraphs that emphasize the need to combine muscular 

feelings and exertions with tactile associations. Bain discusses "tactile 

and mobile impressions," which he subsequently refers to as "plastic 

operations." 180 A section titled "Moral Habits" in the latter work 

Emotions and The Will also seems to have been a source for James's own 

discussion of "Habit" in the Principles, and in it, Bain had used "plastic" 

and "plasticity" to convey qualities relating to the brain: the "plastic 

process of the mind," and the "plastic quality of the brain." 1 8 1 

Regarding a precept concerning habit, he stated that "some natures are 

distinguished by plasticity or the power of acquisition, and, therefore, 

realize more closely the saying that man is a bundle of habits." 18 2 Both 

James and Bain used "plasticity" in a psychological sense and securely 

grounded its adjectival meaning in the concrete, "tactile," and physical 

matter of the brain. 

Not only in the Principles, but in other writings as well, James 

repeatedly invoked aesthetic metaphors and the terms "plastic" or 

"plasticity," fusing sight and touch to heighten both the experience of 

form and the expression of an idea. In Pragmatism, "plastic" is 
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ubiquitous: "We say this theory solves it on the whole more 

satisfactorily than that theory; but that means more satisfactorily to 

ourselves, and individuals will emphasize their points of satisfaction 

differently. To a degree, therefore, everything here is plastic" (p. 31); 

speaking of the truth of new opinions, and the need for those who hold 

them to both "lean on old truth and grasp new fact," James pointed to 

"[John] Dewey and [Johann Christoph Friedrich] Schiller" and, by 

virtue of their knowing that "when old truth grows, then, by new 

truth's addition, it is for subjective reasons," determines that "they also 

once were plastic" (p. 32); James quoted from Schiller's Personal 

Idealism: " 'The world ... is what we make it. It is fruitless to define it by 

what it originally was or by what it is apart from us; it is what is made of 

it. Hence . . . the world is plastic.' He [Schiller] added that we can learn 

the limits of the plasticity only by trying, and that we ought to start as if 

it were wholly plastic (p. 110) .... 11 183 

One passage from Pragmatism is particularly rich as an imagistic 

rendering of the mind at work: 

The trail of the human serpent is thus over everything. Truth 

independent; truth that we find merely; truth no longer 

malleable to human need; truth incorrigible, in a word; such 

truth exists indeed superabundantly--or is supposed to exist by 

rationalistically minded thinkers. . . . But how plastic even the 

oldest truths, nevertheless, really are has been shown in our 

day ... _184 
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Clearly, James's meanings for "plastic" and "plasticity" in Pragmatism 

assume different implications from the manner in which he used them 

in Principles. In reference to Dewey's and Schiller's accommodation of 

"the most ancient parts of truth," James had described them as having 

once been "plastic," by which he meant that they not only held value of 

their own, but also had further merit as mediators between still earlier 

truths. "Plastic," then, varies in meaning in James's texts. It refers to a 

stretchable quality in the sense of flexibility and applies to a 

physiological mass in the chapter "Habit" of Principles; in Pragmatism, 

"plastic" describes ideas and open-minded attitudes rather than matter 

and is, then, the ability to unite thoughts from the past with ones of the 

present-day and in the process generate an altogether greater "truth." 

Not as pivotal as James, but still an important force in the 

formulation of aesthetic thought at the turn of the century was George 

Santayana, one of James's former students. If James preferred to keep 

his ideas concerning art and aesthetics in a private realm, Santayana 

chose a more open forum, although he never expounded them as iron

clad components of a comprehensive, fully understood system.185 In 

his 1896 The Sense of Beauty; Being the Outlines of Aesthetic Theory, 

Santayana remained close to the sphere of feelings, stating that "to feel 

beauty is a better thing than to understand how we come to feel it." 1 8 6 

Even some twenty years later in 1916, Santayana bemoaned the 

readiness of the Roman Empire to flaunt a "love of display and of plastic 

grandiloquence," meaning gigantic architecture and sculptural 
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embellishment at the expense of the human scale.18 7 By comparison, 

the superior sensitivity of the "Saracens, Chinese, and Japanese in their 

various ways use the human scale with even greater refinement, for 

they apply it also in a sensuous and psychological direction. Here 

the human scale is not drawn from the human body so much as from the 

human soul." 18 8 Santayana said of aesthetics that "the only originality I 

can claim is that which may result from the attempt to put together the 

scattered commonplaces of criticism into a system, under the 

inspiration of a naturalistic psychology." 189 Not only was the 

application of psychology to aesthetics a vanguard accomplishment in 

1896--as was Berenson's application in the same year of psychological 

principles to analyses of paintings (The Florentine Painters of the 

Renaissance)--but here was further testimony to James's influence 

upon his students and, ultimately, upon aesthetic theory. 

To summarize, America at the turn of the century, a time 

immediately preceeding significant knowledge of Cezanne in this 

country, was imbued with a substantial, albeit unwieldy, corpus of 

aesthetic thought. Whether through a system of relations, a synthesis, 

or an order for "getting as many connections making unity as possible" 

in a composition, art writers of the day formulated and articulated 

theories based on art as a formal autonomous entity_l 90 In this earlier 

generation, scholars and art critics had expressed various theories, 

repeatedly choosing the terms "plastic" and "plasticity" to describe 

characteristics of art. Thus, for the early modernist artists and 
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conscientious critics who followed and who were confronted by 

Cezanne's unorthodox work, native, intellectual sources rich in ideas 

and terminology were at their disposal. Although artist/writers and 

professional critics who were active during the early encounter with 

modernist art, particularly Cezanne's, looked abroad for critical 

examples, many had available to them a particular, imagistic 

terminology that native authors, from Emerson in the mid-nineteenth 

century through James and Santayana in the early years of the 

twentieth century, had employed. 
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Berenson took Philosophy 2 and Philosophy 3 (The Philosophy of 
Evolution, with Spencer's First Principles and Data of Ethics as a 
text). 
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D. Leo Stein attended Harvard from 1892-94 and Harvard Law School 
for one year, 1894-95. He received no degrees from Harvard, but did 
take Philosophy l, which lists "James's Outlines of Psychology" as 
part of the course description. 

Sumner's oil painting by Cezanne, Les Moissonneurs, so deeply 
impressed Prendergast in 1909, at a time when Cezanne's work had 
never been shown in this country. This painting was identified by 
Lionello Venturi in his catalogue raisonne of works by Cezanne entitled 
Cezanne. son art. son oeuvre, 2 vols. (Paris: Paul Rosenberg, 1936; rpt. 
San Francisco: Alan Wofsy Fine Arts, 1989). Venturi assigned to the 
painting the date 1875-78 and the catalogue number 1517. Although 
Venturi's chronology in many cases is a source of controversy, there is 
not widespread agreement even among contemporary scholars 
concerning dates for works by Cezanne; therefore, for the sake of 
consistency, because Venturi's is the only completed catalogue raisonne 
for Cezanne's oils, throughout this dissertation I will use the dates and 
catalogue numbers that Venturi in 1936 assigned to Cezanne's works. 

122 James, "The Stream of 
259; Martin, "American 
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Thought," vol. 1, Principles of Psychology, p. 
Contributions to Early Twentieth-Century 
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p. 465. 
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William James. A Comprehensive Edition [Chicago and London: The 
University of Chicago Press, 1977]: xxxvi). 
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mind" ("Perception of Things," Principles, vol. 2, p. 107). 

126 James, "Stream of Thought," p. 255. 

127 Ibid, pp. 258-9. 
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Politics and the Parisian Avant-Garde (Princeton: Princeton University 
Press, 1993). 

129 James, "Stream of Thought," p. 279. 

130 Alexander Bain, internationally known philosopher and 
psychologist, and professor of logic at the University of Aberdeen, made 
his major contributions in the field of psychology with two principal 
works, The Senses and the Intellect (1855) and The Emotions and the Will 
(1859). 

131 James uses "synthesis" as a term synonomous with "fusion" and 
"integration" ("Discrimination and Comparison," Principles, I, 502-3), 
and I follow that meaning. 

132 Alexander Bain, "Appendix" of Senses and Intellect (1855; London: 
Longman, Green, Longman, Roberts, and Green, 1864): 634. 

133 Ibid. 

134 James marks his minor departure from Bain's "stream of thought" in 
his chapter on the subject (Principles, vol. I, p. 245). 

135 James, "Stream of Thought," p. 287. 

136 "Stream of Thought," pp. 288-9. 
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13 8 Although James's Principles of Psychology were not published until 
1890, Waldstein could have known about ideas planned for the chapter 
on "Stream of Thought." The earliest statement of Jame s's doctrines for 
the chapter appeared in print in "On Some Omissions of Introspective 
Psychology" Mind 9 (1884): 1-26. 

13 9 George Santayana, The Sense of Beauty (New York: Charles 
Scribner's Sons, 1896; London: A. C. Black, 1896). It is significant that in 
the 1890s, with the writings of Santayana and Henry Rutgers Marshall's 
Pain. Pleasure. and Aesthetics (New York: M. A. Macmillan & Co. , 1894) 
and others previously discussed, America did produce significant, 
original efforts in the area of aesthetic theory. Both Santayana and 
Marshall rejected Ruskin's aesthetic bias for combining art and 
morality in favor of treating the work of art as a physical, material 
object, a combination of forms, and both regarded the viewer's response 
to art as a psychological phenomenon. See Roger B. Stein's discussion of 
this in John Ruskin and Aesthetic Thought in America. 1840-1900 
(Cambridge: Harvard University Press, 1967): 256. 

140 William James, review of "The Sense of Beauty: Being the Outlines of 
Aesthetic Theory by George Santayana," The Nat ion 65, no. 65 (22 July 
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his doctoral dissertation, "Lotze's System of Philosophy," and at the end 
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14 3 From James's review of Henry Rutgers Marshall's "Pain, Pleasure 
and Aesthetics," The Nation 59, no. 1516 (19 July 1894): 50. 

144 Berenson had studied under the genteel "highbrow" Charles Eliot 
Norton, whose course at Harvard in Fine Arts focused on the art of 
Periclean Athens, the Gothic style, and, most importantly, on the 
Renaissance, after which he believed there was no significant art. For 
a full consideration of Norton and his idealistic, pedagogical beliefs 
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found at Ambroise Vollard's gallery. For a description of Leo and 
Gertude Stein's first visit to Vollard's, see Gertrude Stein, "Gertrude Stein 
in Paris 1903-1907," in The Autobiography of Alice B. Toklas (New York: 
Random House, 1933): 35-40. 

14 6 Henry Fitch Taylor, "The Summons of Art: Conversations with 
Bernard Berenson," The Atlantic Monthly 200, no. 5 (November 1957): 
124. 

14 7 Bernard Berenson, "The Florentine Painters," in The Italian 
Painters of the Renaissance, p. 40. 

14 8 Ibid. James writes about "the immense part . . . played by 
movements in our perceptive act1v1ty . . the muscles themselves are 
the space-perceiving organ ("Perception of Space," Principles, p. 176). 

149 Ernest Samuels, Bernard Berenson. The Making of a Legend, p. 152. 

150 Ibid, p. 50. 

151 James, Principles, vol. 1, p. v. 

15 2 Samuels, Bernard Berenson. p. 152. For a detailed discussion of 
Morelli's method of connoisseurship, see Richard Wollheim, "Giovanni 
Morelli and the Origins of Scientific Connoisseurship," On Art and the 
Mind (Cambridge: Harvard University Press, 1974): 177-201. 

153 James, "The Perception of Space," Principles, vol. 2, p. 176. James's 
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theories of muscles as space-perceiving organs. Bain was the author of 
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study of Renaissance painting: "The name of Cezanne served him, I 
suppose, as a bit of up-to-date dressing. . .. "("Mr. Berenson's Values," 
Encounter 16, no. 1 [1961]: 63). A curious fact is that Berenson bothered 
to look at a painting, or paintings, by Cezanne in the first place, much 
less write about the artist, since his area of connoisseurship was Italian 
Renaissance painting. It is possible that the instigator was Berenson's 
friend, the Parisian art critic and art historian Salomon Reinach, an 
editor of Gazette des beaux-arts magazine and author of a very popular 
book on art history, Apollo, published in Paris and New York in 1904, 
the year Berenson directed Leo Stein to Vollard's gallery to see 
paintings by Cezanne. In Reinach's book, the following installment 
appears: "Plein-airisme was especially seductive to landscape painters-
Monet, Pissarro, Sisley, Cezanne, who were Impressionists in technique" 
(Salomon Reinach, Apollo (1904; New York: Charles Scribner's Sons, 
1907): 314. Reinach's mention of Cezanne, although brief, is significant 
in an American edition of an art-historical publication at this early 
date. 
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159 Berenson, "Central Italian Painters," p. 94. 
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Agee's view concerning the appeal of physical weight and gravity in 
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no. 593 [9 November 1876): 289). A book on color theory could be 
systematized because it could be treated as a science; in other words, it 
could be treated more objectively than art and aesthetics, which had 
subjective characteristics that defied verbal definition. Perhaps his 
most curt dismissal of a book on art was Psychologie du peintre by 
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the Estimating of the Object," pp. 482-3. Kant, by distinguishing the 
imagination and the intellect as two different spheres of understanding, 
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174 On James's study of art under William Morris Hunt in 1860-61 and his 
friendship with the artist John La Farge, see Royal Cortissoz, John La 
Farge: A Memoir and a Study (Boston and New York: Houghton Mifflin 
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183 James, Pragmatism (New York and London: Longmans, Green & Co., 
1907; rpt. Indianapolis and Cambridge: Hackett Publishing Company, 
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184 James, Pragmatism, p. 33. James seemed to savor his own ideas about 
the relativity of the aesthetic experience, especially the fact that for 
him the experience resisted formulation because it existed in a person's 
feeling. But the fact that so many of his verbal formulas were rooted in 
an intimate knowledge of aesthetics betrays the pre-eminence of art in 
the hierarchy of his values. James's concern with a literary form that 
was imagistic, thereby more accessible, may have been one reason for 
his wipespresd use of the term "plasticity." In a review of Robert L. 
Stevenson's Wrecker in 1894, James wrote that "Literature has to 
assimilate her stuff slowly to get it plastic" (Perry, William James, vol. 2, 
p. 696); and in 1899 in a letter to a Mrs. Henry Whitman, James included 
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CHAPTER III 

EUROPEAN INTRODUCTION TO cEzANNE 

The Americans' encounter with Cezanne's "modem" art occurred 

in different forms, on several fronts, and throughout the two decades 

under consideration in this dissertation. Among the superior visual 

resources that Europe offered, one, mechanical reproductions of 

Cezanne's paintings, often served as an introduction or lasting 

reference to Cezanne's art. These mass-produced images were important 

sources of information but could never count as more than supplements 

to knowledge gained from a visit to the valued environment of Paris. 

There, Americans heard or read authoritative judgments about 

Cezanne's art and, at the same time, could view directly Cezanne's color 

on canvas or paper as he had actually applied it. 

Initial Introductions: Viewing Cezanne Through Reproductions 

With very few exceptions, opportunities to view original works 

by Cezanne did not exist in his country prior to 1910, the year Cezanne's 

lithographs were displayed at Stieglitz's "291." One important and well

documented exception involved Maurice Prendergast, who in Boston in 

123 
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December 1909 had the opportunity to observe Cezanne's oil painting 

Les Moissonneurs, 1875-8, in the residence of John Sumner, a former 

student of William James. About this experience, Prendergast wrote to 

his friend Walter Pach: 

You will think it strange I have not replied to your nice letter 

before[,) but it is just now we saw the Cezanne. The Cezanne 

interested me extremely and it made me jealous of his 

beautiful greys. I wish Mr. Sumner [had) secured one of his 

[Cezanne's) nature mortes fruit pieces, where he painted one 

thin coat over the other. I am glad we have this Cezanne in 

Boston and it was such a pleasure for me to see his work again 

and I cannot realize my gratitude for giving me this 

opportunity to see it.1 

As a general rule, however, only on rare occasions did artists before 

1910 have opportunities in this country to view any of Cezanne's 

original art, read incisive interpretations of Cezanne's artistic advances, 

or to view decent American reproductions of his work. Hence, the 

acquisition of high-quality European reproductions of his art in the 

form of photographs or illustrations was essential. 

Heretofore, little attention has focused on the valuable role 

photographic reproductions played in the developing awareness of 

Cezanne's modernism. Yet, despite their distance of two, possibly three, 

stages of removal from the original paintings, mechanical 

reproductions provided essential information about modern art at a time 
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when Americans at home had little recourse to the original article. It is 

also noteworthy that, regardless of when each artist under study 

initially confronted an original artwork by Cezanne, the reproductions 

allowed each of them to have continued exposure. Furthermore, the 

images provided a visual forum conducive to reflection, to an 

interchange of ideas among colleagues, and often to a new appraisal of 

demands in pictorial design triggered by Cezanne's example. 

An early means of exposure to Cezanne for some of the artists was 

through the German art historian Julius Meier-Graefe's book 

illustrations, visual references that were particularly influential in 

Prendergast's and Hartley's artistic development. As demonstrated by 

Prendergast's receptivity to Cezanne's oils and watercolors during his 

third trip abroad, an early acquaintance with Meier-Graefe's books on 

modem European art, some of which carried illustrations of work by 

Cezanne, was significant to this American artist's ability to absorb new 

developments in French art. 2 We know, for instance, that Prendergast 

owned Meier-Graefe's Der Moderne lmpressionismus and had an 

acquaintance with the same author's Impressionisten: Guys--Manet-

Van Gogh--Pissarro--Cezanne, the latter of which contains eleven 

Cezanne illustrations.3 Prendergast's extensive investigation of 

Cezanne's original art in Paris in 1907 resulted in a lasting enthusiasm 

for the French artist's work, an appreciation he passed on to Hartley, 

who had moved to Boston in late autumn of that same year.4 By 1908, in a 

number of oil paintings, Hartley combines "Segantini stitch" strokes 
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with mountain forms that suggest he had carefully studied illustrations 

of Cezanne's images of Mt. Sainte-Victoire, particularly those in which 

the composition consists of successive waves of horizontal planes 

building up to the bold volumes of the mountain itself.5 Certainly, by 

the time Hartley met Stieglitz in New York in April of 1909, he knew of 

the French master, and his horizons on the subject were quickly 

broadened in 1910 by Weber who, as Hartley wrote, "had returned [from 

Paris] with a full understanding of the principles of Cezanne and 

cubism. "6 

Hartley was the last of the group to arrive in Paris. He, more 

than the other nine artists, had nurtured a genuine interest in Cezanne 

by studying the artist's images from secondhand sources, namely either 

black-and-white photographs or magazine and book illustrations. In 

much the same way that Prendergast's absorption of new tendencies in 

modem art had been expedited by illustrations in art texts from abroad, 

so Hartley's access to the same publications and to individually-printed 

large photographs prepared his eye for the original Cezanne paintings 

he finally saw in late 1911 or early 1912.7 

Photographic reproductions of Cezanne's works printed in Paris 

also provided Americans with invaluable references to his art. 8 

Certainly, this was true for Weber who returned from Paris in 1909 with 

at least a dozen (and possibly as many as eighteen) exceptionally high

quality black-and-white photographs of paintings by Cezanne taken by 

the Paris gallery owner and photographer Antoine Druet. Affordable 
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and easily transportable, the Druet reproductions were recognized as 

such exceptional introductions to Cezanne's painting that they were 

included in Stieglitz's 1910 exhibition at "291" of Lithographs by Manet, 

Cezanne. Renoir, and Toulouse-Lautrec; Drawings by Rodin; Paintings 

by Henri Rousseau at "291."9 Druet, who had been a wine merchant 

before becoming owner of an art gallery, began photographing art at 

the request of Vollard. The "Druet Process," a valuable means for 

verifying original paintings, proved to be especially effective in 

documenting the completed state of Cezanne's paintings. The canvases 

by Cezanne that many considered to be "unfinished" were often 

temptations to other artists who wished to complete them and the Druet 

prints prevented them from doing so. IO Weber's Druet photographs of 

paintings by Cezanne (five "bather" themes--including the Tr o is 

Baigneuses that Matisse owned --four still lifes, five portraits, and four 

landscapes) are identifiable and shed light on which of Cezanne's 

paintings the early modernist artists could conceivably have studied 

while viewing Cezanne's three lithographs, the small Baigneurs, 1896-7, 

the large Baigneurs, 1896-8 on view at "291" in 1910.11 

Upon his return, Weber also used the Druet prints to supplement 

his discussions on modern art with individuals, such as Hartley, who 

were interested in Cezanne. Later, he recalled displaying the 

photographs on the wall of his studio as "precious mementos," noting 

that "every touch was so evident and visible."12 It is difficult to 

determine how many modernist artists experimenting with various 
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features of Cezanne's style took advantage of the prints in question, but 

Hartley, at least, provides a direct account of his reaction to the 

photographs. Four letters he wrote to Stieglitz while executing 

Cezanne-inspired paintings in Maine in 1911 reveal the profound 

feelings he had about Cezanne's art, known to him at this late date only 

in the form of reproductions, and his intense desire that Stieglitz 

provide him with more of the same: 

July, 1911: The greatness of serenity and calmness in art 

appeals to me strongly as I feel it in Cezanne. I am sure one 

must find his work in the original with its color before one 

very stimulating and satisfying. 

August 20, 1911: As for the photos which you promise me--let 

me tell you that there will be nothing more appreciated. . If 

I might be permitted to make a suggestion--if among those 

you send there should be a photo of a good still-life--typical[,] 

such as apple studies--! would value it above all things--! keep 

before me on the wall Cezanne's utterance on form and color, 

"when color reaches richness form attains fullness," 13 and it 

is like a saying out of a book of ancient wisdom--and in the 

black and white reproductions of Meyer [sic]-Graefe14 on 

Cezanne one sees how much this means--and that Cezanne's 

"the training of the retina is the work of a life time" is also a 

piece of real understanding--The appeal of Cezanne in color 

must be simply overwhelming and I long and long to get a 

good look at him--as soon as I can in the fall I want to see the 

Havemeyer Cezanne's . I have admired him for his 
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earnestness in abandoning his old methods which apparently 

had become empty to him. 

Sept 1911: Please do remember me in the matter of 

reproductions [of] any sort--of Cezanne and of Van Gogh--1 

find in these two such strength of intellect and their 

earnestness of ideal so inspiring--so removed from any least 

trace of affectation--a real searching after and true 

expression of the self as artists and as men. If I could be the 

owner of several good reproductions I think I would rest 

entirely content. 

Oct 14, 1911: When the Cezanne [photographs] still lifes came 

last Fri [sic], I was utterly beside myself--I wanted to show 

them to everybody. . . I realized that they were solely for me 

to understand & enjoy. You don't know the great good you do-

I have never in my life possessed a gift so choice as these ~

-whole waves of joy pass over me when I touch them or look at 

them as I do daily--as any devout person would clutch his 

testament or his gospels. I am richer in them than any one I 

know and am proud beyond words of them. They come indeed 

like the purest light after a dark season--and refresh the eye, 

the mind, indeed, the soul.1 5 

Other pioneering modernists also actively sought photographs 

and illustrations of Cezanne's work, as we can deduce from 

correspondence to Pach.16 For instance, artist Clifton Wheeler wrote to 

Pach of the high value he placed on reproductions: 



130 

[Arthur B. Davies] showed me all of the pictures he had in the 

studio and a great many photographs. I wonder if you have 

seen his collection of Cezanne photographs? There were 

several that were entirely different from anything I have 

seen. I think I shall carry Cezanne's things more clearly in 

mind than anything else I saw during the summer. I 7 

In another case, Charles Sheeler expressed to Pach his eagerness to 

know more about Cezanne: 

Scharnberg has said several times that he thinks my recent 

landscapes [are] quite Cezanne[-]like--as a matter of fact my 

knowledge of that master is limited to one canvas I have seen 

and to such reproductions as me [sic] finds from time to time 

in books & magazines, but he is one of the men that I am 

particularly anxious to know more of. 11 1 8 

Unfortunately, when Sheeler was in Paris at the beginning of 1909, he 

did not visit Gertrude and Leo Stein's apartment, where he could have 

seen several Cezanne paintings, although he did attend an evening 

gathering at Sarah and Michael Stein's. I 9 However, as Sheeler 

mentioned in his autobiographical notebook, he visited several galleries 

and noted that when he and Scharnberg were in Paris he "first saw the 

paintings of Picasso, Matisse, Braque, & Derain among those then 

working, and of Van Gogh and Cezanne among their immediate 

predecessors. 11 20 During that same trip, the Druet gallery sponsored a 
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group show that included works by Cezanne and Van Gogh and that fits 

the description of a show that Sheeler recorded in his notebook.2 1 

Possibly, it was during a visit to Druet's gallery in 1909 that Sheeler 

purchased the reproduction of Cezanne's oil painting Fumeur accoude, 

the image clearly visible in a photograph of Sheeler's studio taken in 

1913.22 

Between 1900 and 1910, almost no mechanically reproduced 

images of works by Cezanne originated in this country, and the three 

that can be documented (ones that appeared in an article on Cezanne 

written in 1908) were quite inferior.23 Nevertheless, during this time 

increasing numbers of progressive American artists were eager to 

know more about the profound changes in the nature and functions of 

art that were instigated by Cezanne's distinctive treatment of form. 

Hence, high-quality Druet reproductive images from abroad and 

illustrations from Meier-Graefe books were in considerable demand, 

especially since, in some cases, the quality and clarity of the 

photographic reproductions elucidated specific details of Cezanne's 

style. Depending on the artist, knowledge of Cezanne, especially that of 

treatment of themes and compositional formats, was either introduced 

or supplemented by mechanical reproductions of his work obtained 

before, between, or following visits abroad. 

A "First-Hand" Experience: Encountering The Originals 
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No other city compared with Paris in terms of the rich and varied 

means that it offered for enlightenment on Cezanne's stature in the 

whole phenomenon of modern art. During the time in which 

Americans visited the city, Paris was, in its literary, artistic, and 

educational environment, unparalleled anywhere else in the world. By 

far the greatest number of oil paintings and watercolor pictures by 

Cezanne were in Paris; the most sophisticated written analyses of his 

work came from French artists who, besides collecting his art, wrote the 

most insightful criticism; and the Paris art academies offered superior 

formal training and served as sites for artistic exchange among an 

international cadre of students who were also attracted to Cezanne. 

Except for Sheeler, all ten American early modernists under 

consideration in this dissertation had significant exposure to Cezanne's 

paintings in Paris, and most had some formal art instruction at the 

Academies Julian and Colarossi or La Grande Chaumiere.2 4 

Complementing the formal training was ample access to Cezanne's 

paintings at the Luxembourg museum, in private collections, at 

auctions, at galleries such as Bernheim-Jeune, Durand-Ruel , and 

Vollard, or at the more avant-garde annual exhibitions, particularly the 

Salon d'Automne.25 

Certainly, reproductions served 

stimulation American modernists 

a valuable 

needed 

purpose, but the 

for meaningful 

experimentation to initiate profound, daring changes in their work 
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required direct contact with Cezanne's paintings. Firsthand exposure, 

vital for a lasting comprehension of Cezanne's methods in painting, 

allowed the early modernists to analyze the features that were most 

meaningful for and serviceable to their own individual artistic goals . 

Viewing the original works and experiencing the sophisticated, 

formalist interpretations of Cezanne mandated a visit to Paris, especially 

considering that, as Max Weber stated, New York in 1905 was "a pretty 

barren place. "2 6 Unquestionably, Paris provided an escape from the 

arid New York art scene, in which academic control and the basic 

artistic philosophy of naturalism, moralism, and idealism were still 

largely unchallenged. As the center of avant-garde styles subsequent 

to Impressionism, of which most American artists knew very little if 

anything, Paris offered the opportunities to study paintings by both 

Cezanne and Matisse, art that undermined the naturalistic bent to a far 

greater extent than anything being produced in America. Eager to take 

stock of where they stood in relation to the European modernists like 

Cezanne and to incorporate aspects of European modem art into their 

own works, Americans travelled to Paris to witness first-hand the 

modern-art phenomenon. 

One of the best accounts of an American modernist painter 

absorbing the resources that Paris had to offer is that of Weber.2 7 

Arriving in Paris in the fall of 1905, with the specific aim of absorbing 

lessons from modem masters of art, primarily Cezanne and Matisse, and 

using that as a base from which to build his individual style, Weber took 
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advantage of Paris as a "melting pot in the history of art. "2 8 He once 

stated that the greatest turning point in his life occurred when he first 

saw Cezanne's paintings at the 1905 Salon d'Automne: 

Of course I had heard of Cezanne before this, but when I saw 

the first ten pictures by this master, the man who actually, I 

should say, brought an end to academism, I said to myself as I 

gazed and looked, after several visits, 'This is the way to paint. 

This is art and nature, reconstructed,' by what I should call 

today an engineer of the geometry of aesthetics. I came away 

bewildered. I even changed the use of my brushes. A certain 

thoughtful hesitance came into my work, and I constantly 

looked back upon the creative tenacity, this sculpturesque 

touch of pigment by this great man in finding form, and how 

he built up his color to construct the form, and to quote him, 

as he paints, 'the richer the color the fuller the form. •2 9 

And, looking back at a later date, Weber recalled the pervasive spirit of 

unrest in Paris during his stay in the city. He noted: 

Questful students made pilgrimages to places where Cezanne's 

work could be studied, and a marked deviation from academic 

rule and influence was very obvious. A spirit of 

independence and rec her ch e displaced the hackneyed 

processes and concepts. Cezanne was regarded and revered as 

the father and liberator, the Bach in art to be emulated and 

worshipped. He was the beacon light in the stormy years of 

this historic transition and development. 3 O 
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A series of letters to Walkowitz in late 1907 and early 1908 clearly 

document Weber's extreme enthusiasm for Cezanne during the time he 

was in Paris: in one, he stated that Cezanne had assumed the most prized 

place in the Salon d'Automne, where the year before Gauguin had held 

the honor31; in October, he informed Walkowitz about the important 

Cezanne retrospective at the Salon d'Automne with "sixty or more works 

by Cezanne--that giant--that wonderful man, every inch of his toil is 

marvelous. What an eye had he"32; and in the last letter, Weber said of 

Cezanne's paintings that were in a private gallery that "there was quite 

an interesting exhibition of portraits of men at Bemheim's galleries[ , 

including] Cezanne's portrait of himself with that white cap on his head 

which I believe you saw and two more by him."33 In later years, Weber 

recalled that by the time he departed from Paris in December 1908, 

Cezanne had progressed from being regarded as an outcast to being 

recognized as an artist whose "spirit and concept reigned supreme ... 3 4 

He observed that "young aspiring painters from all over the world sat 

for hours at a time , analyzing Cezanne's color construction and design; 

his alluring archaic type of beauty and austerity, which rehabilitated 

and enriched the art and intrinsic meaning of painting for all time ... 3 5 

Weber's letters and memoirs underscore the value of an artist's 

thoughts and writings, whether casual 

formal theoretical statements. Like 

correspondence, criticism, or 

Hartley's, Weber's personal 

reminiscences and correspondence are a primary source of his ideas 

concerning his own art and the impact Cezanne had upon it, which is 
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quite rare. With Weber and Hartley at one end of the spectrum, freely 

writing and discussing artistic matters, we have insights into the 

underlying amalgamation of ideas that influenced their artistic 

expressions, insights that are not possible for Demuth or Bruce, who, at 

the other end, neither wrote freely nor taught or gave interviews. 

However, despite the absence in some cases of direct written testimony 

by early modernist artists, we may assume that, in addition to the visual 

experience of original paintings, the writings of certain French artists 

about Cezanne's color and the "plastic" aspects in his art facilitated the 

Americans' understanding of his painting. 

A New Critical Awareness and the New VocabulaQ': "Plastic" as a 

Verbal Tool in French Criticism to Deal With Cezanne's Color 

Relationships 

Although the priorities that guided their personal interests in 

Cezanne were at times diverse, the American artists found that expert 

interpreters of his art in Paris provided insights that made his painting 

more approachable. Indeed, Paris in the first decade of the century 

boasted numerous individuals whose knowledge of Cezanne was superior 

to anyone else in the world, with the possible exception of Meier-Graefe. 

Among them was Leo Stein, whose expertise in art was (like Berenson's) 

based on an objective, psychological, and analytical posture, one that 
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A proponent of 

physical, formal properties in painting, of art as matter, Stein had a 

passion for composition, for the arrangement of pictorial elements that 

constitute the single design entity. Another was Matisse, perhaps the 

most articulate of anyone on the subject of Cezanne's art. With rare 

sensitivity, Matisse emphasized the unique color constructions in 

Cezanne's paintings and understood that his fusion of emotion and 

intellect allowed him to "realize" the sensations of the motif. Likewise, 

Denis in his essay Paul Cezanne (1907) wrote of Cezanne's "plastic 

expressions" in which he "transpose[d] the data of sensation into the 

elements of a work of art": Cezanne's subject, according to Denis, is 

objective and he expresses himself "by a method which aims at the 

creation of a concrete object, at once artistic and representative of a 

response to a sensation."37 For Stein, Matisse, and Denis, "plastic" was a 

seminal term in discussions of Cezanne. With its flexible connotations 

when applied to Cezanne's art (descriptive of a physical attribute of 

matter or a plan for beauty), "plastic" provided a linguistic foundation 

for the Parisian artists and critics who addressed specific properties in 

his paintings. Because of its prevalence in the literature of American 

laureates and philosophers, "plastic" thereby more effectively placed 

Cezanne's art within the intellectual grasp of Americans. 

Just before the first decade, artists and critics in Paris recognized 

and began to write about the need to expand the boundaries of painting 

to accommodate new functions and ideologies. Sensitive to the formalist 
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liberation in modem art, they often wrote of its "plastic" aspects.38 In 

1890, in his Symbolist manifesto la Definition du neo-traditionisme, 

Denis had claimed that a "plastic battle" must ensue in order "to release 

art from its illustrative role of servitude to the text and thus be freed to 

exist solely as decoration ... 3 9 Without particular reference to Cezanne, 

but again using the word "plastic" in an art theoretical essay, Denis in 

1895 wrote of the Nabis' preference in formal aspects of painting: 

[For] expression through decorative quality, through 

harmony of forms and colors, through the application of 

pigments, rather than to expression through subject. They 

[the Nabis] believed that for every emotion, for every human 

thought, there existed a plastic and decorative equivalent, a 

corresponding beauty. 4 O 

Denis used "plastic and decorative equivalents" in the Symbolist sense of 

a parallelism or correspondence between the formal, objective "plastic" 

elements in painting, such as color and line, and the artist's subjective 

aesthetic emotions. In this context, a painting consists of an 

arrangement of colors corresponding to the subjective state of the 

artist; the whole work of art, then, is a symbot.4 1 

Bernard: New Vistas for Viewing Cezanne's Color and Color 

Relationships 
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Also in the 1890s, Bernard, concerned with the potential and self-

sufficiency of formal elements, reacted specifically to Cezanne's color 

and brushwork by saying: 

With a solid pigment handled in strokes slowly brushed from 

right to left, the works . . . affirm the efforts of a new art, 

strange unknown. Balanced lights glide mysteriously into 

transparently solid penumbras; an architectural gravity 

presides in the ordering of the lines; at times areas of impasto 

give rise to sculpture.4 2 

The recognition of Cezanne's unique sense of color and color 

relationships continued to grow, and along with that growth was the 

repeated use of "plastic" to describe various aspects of his art. One of the 

earliest and strongest assertions regarding Cezanne's skill in using 

color that rendered a sense of "projection" in three-dimensional form 

came from Bernard· in 1904: 

Paul Cezanne considers that there are two plastic arts, the one 

sculptural or linear, the other decorative or colorist. What he 

calls sculptural plasticity would be amply signified by the 

type of the Venus de Milo. What he calls decorative plasticity 

is linked with Michelangelo and Rubens: the one of these 

plasticities is servile, the other free; in the one the contour 

prevails, in the other the projection, color, and fire . Ingres 

belongs to the first category, Delacroix to the second. . . 4 3 
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Bernard had become familiar enough with Cezanne's art at this 

point to make a statement not only of Cezanne's artistic strength in 

depicting form, but of his rightful place in a prestigious art-historical 

context and along with that place a recognition of the varied uses of 

"plastic." A judgment of this magnitude, coming from someone of 

Bernard's stature, would have been extremely helpful to Americans like 

Bruce and Stein who were in Paris in 1904. Attentive to Cezanne, they 

were also eager to establish his art-historical lines of descent, his 

relationship to past masters could help to clarify his radical 

innovations. 4 4 

Shortly after Bernard's statement, the exhibition Les Aquarelles 

de Cezanne at Galerie Vollard in the summer of 1905 attracted the 

attention of Denis and Charles Morice, who were both especially 

responsive to the richness of Cezanne's color in the watercolor medium, 

although they had not yet used the term "plastic" to deal with it. Denis 

remarked that the "watercolors . . . are well-organized through lively 

contrasts in color washes of Prussian blue; the dominant tone 

powerful and possessing an admirable resonnance, like ancient 

faiences ... 45 Morice, equally impressed, commented on "the straight

forward blues, pure whites, clear yellows . . . [which] give the illusion 

sometimes of painted porcelaine, with delicately iridescent opals ... 4 6 The 

same summer, another artist did invoke the term, however: Paul 

Serusier claimed that "Cezanne knew how to strip art of all forms which 

time had accumulated on it. He showed that imitation is only a means, 
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that the unique end is to put on a given surface the lines and colors 

to speak to the spirit, to create at last by purely plastic means, a 

language, or rather yet to rediscover the universal language ... 4 7 

The Anist Speaks: Cezanne's Letters to Bernard 

Students of Cezanne's unconventional means of color expression 

were greatly indebted to Emile Bernard for publishing in 1907 in two 

installments "Souvenirs sur Paul Cezanne et lettres inedites," even 

though prior to this time critics had addressed Cezanne's color and its 

"plastic" aspects.48 In 1907, Bernard made known to the public for the 

first time nine letters Cezanne had written to him between 1904 and 

1906, most of them outlining m Cezanne's own words his ideas 

concerning color and concrete form in painting. In one instance, for 

example, Cezanne wrote that "an optical sensation is produced in our 

visual organs which allows us to classify the planes represented by 

color sensations as light, half tone or quarter tone ... 4 9 The letters 

Bernard published form the one body of Cezanne's an theory that he 

himself articulated. Supplementing the access to reproductions of and 

original works by Cezanne, that artist's own comments on color and 

form were instrumental to an understanding of his personal theories 

about an and goals in painting. These letters were decidedly important 
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sources for the American early modernists, a fact documented by the 

recurrence of Bernard's name with Cezanne's in their writing.5 0 

At least three examples clearly indicate the American artists' 

knowledge of Cezanne's art theory through either Bernard's publication 

of his opinions in 1904 or direct statements that Cezanne made in his 

letters to Bernard. On the flyleaf of the exhibition catalogue for his 

first show in America, Weber chose to print Cezanne's own words in 

excerpts from Bernard's 1904 and 1907 articles in the following manner: 

If the official salons remain so inferior, it is because they 

embody in their work nothing but mannerisms more or less 

commonplace. 

It were better to bring out more personal emotion, 

observation and character. 

The Louvre is the book where we learn to read. We must not, 

however, be content with only holding the formulas of our 

illustrious predecessors. We must go out to study beautiful 

nature, endeavor to extricate the mind, l'esprit, search to 

explain by following our own temperament. 

One is neither too scrupulous, nor too sincere, nor too 

obedient to nature; but one is more or less master of his model, 

and above all of his means of expression. 

Time and reflection modify little by little the vision, and 

finally we are led to greater comprehension. 
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PAUL CEzANNE 51 

Hartley. too, was familiar with Cezanne's words. In the letter of 

August 1911 to Stieglitz, he had also mentioned "Cezanne's utterance on 

form and color, 'when color reaches richness form attains fullness,"' an 

axiom he apparently also kept on the wall of his Maine studio in 1911. 5 2 

In another instance, Russell. too. revealed his knowledge of contents in 

Cezanne's letters when he wrote to Andrew Dasburg that concerning his 

comprehension of Cezanne, "he had felt the power of [him] without 

knowing why," which came only when he "read over Cezanne's letters 

[and found] that his one and constant preoccupation--to render the 

light--was as he called it 'the colored sensations,' and it is because he did 

it so wonderfully that his pictures are wholes--solid & powerful without 

holes & rich & forceful in color & massive in form."53 In 1911, Russell 

expressed the importance of Cezanne's letters in another letter to 

Dasburg in which he wrote: "About the Cezanne letters--do you mean 

those that I copied and read with you--1 will copy them again for you 

and send them in my next [letter]."5 4 Russell wrote these letters at a 

time when he had established a close learning relationship with Stein, 

who had probably brought the Cezanne letters to his young protege's 

attention. As will be seen below, Cezanne's words were a keystone for 

Stein's own early understanding of the artist's painting methods. 
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1907-1910: New World of Art and the Emergence of "Plastic" as a 

Term to Define It 

From 1907 to 1910, when many American modernists either lived 

or spent time in Paris, numerous French critics analyzed Cezanne's 

aesthetics, in reviews of exhibits, in reminiscences, and in theoretical 

essays, and inevitably they appraised his chromatic inventiveness, 

often referring to some aspect of it or to the characteristics of form in 

his art as "plastic." For example, in 1910 Elie Faure, Parisian art 

historian and philosopher, declared that "the work of Cezanne 

expresses, under a form still primitive but incomparably strong and 

dominating, the architectural formula of a plastic archaism." 5 5 During 

this five-year period, one of the most important French publications on 

Cezanne was issued in 1907 by Denis. While acknowledging Cezanne's 

passion for nature as the basis for his art, Denis, nevertheless, saw his 

paintings in general as an abstraction created from the subject 

rendered and intended to stir pure aesthetic pleasure. Denis's view that 

Cezanne was unequaled in creating formal consonance and coherence, 

such as color effects, kept the emphasis on aesthetic features of the 

work of art itself. In 1907, Denis wrote that Cezanne "showed the way to 

substitute reflexion for empiricism without sacrificing the essential 

rOle of sensibility."56 Further, he stated, "He [Cezanne] composed his 

natures-mortes, varying intentionally the lines and the masses, 
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disposing his draperies according to pre-meditated rhythms, avoiding 

the accidents of chance, seeking plastic beauty ... 5 7 His statement 

clearly revealed that design and order in an artistic expression, the 

insertion of the human element that Waldstein had stressed, specifically 

involved an arrangement of formal relationships. Denis valued this 

order and unity in Cezanne's painting, this quality of "plastic beauty," 

and associated with it a "classic" kind of discipline. 

Denis also analyzed Cezanne's solution to a historical aesthetic 

"antimony," the two- versus three-dimensional design possibilities in 

painting, by relying on adjustments of color. About Cezanne's painting, 

he wrote: 

In his essentially concrete perception of objects, form is not 

separated from colour; they condition one another, they are 

indissolubly united . . . Forms are for him volumes . 

Hence all objects were bound to tell for him according to their 

relief, and to be situated according to planes at different 

distances from the spectator within the supposed depth of the 

picture. A new antimony, this, which threatens to render 

highly accidental 'that plane surface covered with colours 

arranged in a determined order.' Colorist before anything . . . 

Cezanne resolves this antimony by chromatism--the 

transposition, that is, of values of black and white into values 

of color.5 8 

After explaining the orchestration of two dichotomous demands 

in painting, Denis then explained Cezanne's method of color modelling: 
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Volume finds, then, its expression in Cezanne in a gamut of 

tints, a series of touches; these touches follow one another by 

contrast or analogy according as the form is interrupted or 

continuous. This was what he was fond of calling modulating 

instead of modelling. . Each modulated object manifests its 

contour by the greater or less exaltation of its colour. If it is 

in shadow its colour shares the tints of the background. This 

background is a tissue of tints sacrificed to the principal 

motive which they accompany. But on any and every pretext 

the same process recurs of chromatic scales where the colours 

contrast and interweave in tones and half-tones. The whole 

canvas is a tapestry where each colour plays separately and 

yet at the same time fuses its sonority in the total effect. The 

characteristic aspect of Cezanne's pictures comes from this 

juxtaposition, from this mosaic of separate and slightly fused 

tones.5 9 

Denis's essay was valuable for its detailed stylistic analysis of 

Cezanne's color--the equal intensity of hues, although often placed in 

contrast, were presented with a uniformity that ignored the 

conventional academic hierarchy of working from line to value to 

color. 60 It also addressed his formal achievements in a fashion that 

placed Cezanne within an art-historical context. Discussing Cezanne's 

"fine aspect of unity of plane," Denis then compared Cezanne's color to a 

sixteenth-century work by the Venetian artist Tintoretto: 
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In it were apples painted in pale green and bright red on a 

ground of leaves of Veronese green. It is all colour. One 

would call it a Cezanne. Perhaps it lacks the finishing touch 

of umber which would have sobered it, but . this precious 

fragment indicates in Tintoretto an effort at chromatism 

altogether similar to what I have explained in Cezanne. 6 1 

Denis understood and clarified for the "novice" Cezanne's 

technique of constructing paintings solely in terms of "plastic 

equivalents," primarily color relationships, and referred to "Cezanne's 

delicate symphony of juxtaposed gradations, which his eye discovered at 

once, but for which at the same moment his reason spontaneously 

demanded the logical support of composition, of plan, and of 

architecture. n62 Of particular importance is that in his essay, Denis 

demonstrated the efficacy of "plastic" to describe Cezanne's art in terms 

of formalist design. Although in 1907 Denis did not specifically use 

"plastic" in reference to spatial relationships, his absorption with 

Cezanne's resolution of two- and three-dimensional tensions is later 

reflected in the writing of Roger Fry, in two of his 1911 articles "Post 

Impressionism" and "Plastic Design," and in his 1917 review of Ambroise 

Vollard's book Paul Cezanne.63 In the 1917 review, Fry noted that "in 

[Cezanne's] Bather's Resting [LesBaignueurs au repos, 1875-6, fig. 2], 

painted in 1877, there is already a great change. It is rather by the 

exact placing of plastic units than by continuous flowing silhouettes 

that the design holds. 11 64 Thus, Fry indicated that he held the same 
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interest as Denis had regarding Cezanne's resolution of tensions 

through his organization of forms and arrangement of volumes in a 

particular design or composition, and described it in terms of p I as tic 

units . 6 5 

Stein's Impromptu Talks in the Presence of Cezanne's Art and His 

Influence on Americans 

During this same period, Leo Stein and his use of "plastic" in 

discussions about paintings by Cezanne were also having a considerable 

impact upon early modernists. Upon their arrival in Paris, the 

American painters, with the exception of Marin, Prendergast, and 

Sheeler, quickly flocked to the apartment of Gertrude and Leo Stein at 27 

rue de Fleurus, regarded by one visitor as "the most exciting center of 

modern art in the world. "6 6 Here they were able to increase their 

knowledge of Cezanne, partially gained from French art-critical 

writing, by viewing the paintings first-hand and by listening to Leo's 

comments and evaluations. During the years between 1904 and 1914, the 

Stein 'salon' displayed a collection of Cezanne oils and watercolors that 

was unmatched by any museum in Paris, including the Luxembourg. 6 7 

Leo had learned about Cezanne from his two Harvard friends Charles 

Loeser and Bernard Berenson. On Berenson's advice, he had purchased 
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his first Cezanne painting, La Conduit d'eau, 1879-82 (fig. 3), from 

Vollard in 1904.68 

It is entirely within reason to suppose that both Berenson and 

Stein were familiar with the theory of the "plastic imagination" 

advanced by the internationally known French psychologist Theodule 

Ribot in 1900.69 Ribot discussed the "plastic imagination" as the origin 

of clear, precise forms or images, among which "there predominate 

associations with objective relations . .. 70 Not unlike the premises set 

forth by Waldstein, Ribot's text acknowledges "plastic" images as ones 

that derive from perception of the concrete, not conception of the 

abstract. He stated that "the representation here styled plastic descends 

towards its point of origin; it is an external imagination, arising from 

sensation rather than from feeling and needing to become objective ... 7 1 

Stein and Berenson were allies in artistic thought with Ribot, who 

believed that the giver of visual, motor, and tactile images, the "plastic" 

imagination, is stirred objectively, physically, by sensations of sight, 

movement, touch, but mostly by spatial conditions.72 In other words, 

inner experiences and feelings did not enter Ribot's equation, just as 

they did not enter either Stein's or Berenson's (or, for that matter, 

Waldstein's). Berenson and Stein would have found a welcome 

reassurance in the objective, detached stance advocated by the 

renowned European Ribot, a position which seemed in some ways to 

have issued from the American Waldstein's theories. 



150 

Beginning in 1904, after a leisurely study of Loeser's collection of 

Cezanne's art housed in Florence, Stein became a vital source of 

knowledge for Americans who sought to formulate a cogent aesthetic 

perception of Cezanne's pictorial achievements. 7 3 Stein's impact on 

young American converts to modernism is evident in letters that 

Scharnberg, for one, wrote to Pach in which he mentions the Steins. 

Written in Paris in 1908, Scharnberg declared that "the visits to [the] 

Steins are (as I wrote to Sheeler) like pills for the artistic liver"7 4; and 

in another letter, Scharnberg confided that "he [Stieglitz] hasn't the 

intelligence of a Leo Stein, but he is sincerely interested and is getting 

into a position where he can do one lots of good ... 7 5 

Speaking regularly at salon gatherings, amidst his and Gertrude's 

growing collection of paintings by Cezanne, Matisse, Picasso, and 

others, Leo demonstrated a fascination with Cezanne's "plastic 

presentations," a perception that peaked, not as happenstance, in 

1907. 7 6 It was the year following Cezanne's death and, in addition to the 

publications of Bernard and Denis, there were two major events in Paris 

held in his honor: at the Salon d' Automne, a retrospective in his honor 

displaying fifty-six works by the artist and at the Bernheim-Jeune 

Gallery, an exhibition of seventy-nine watercolors by Cezanne. 7 7 At 

this time, Stein matched the Parisian avant-garde milieu in enthusiasm 

for Cezanne. His "talks" on the intricacies of Cezanne's compositions 

and radical innovations were popular events: a highly sought-after 

speaker, Stein employed rhetorical skills with ease and explained what 
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Cezanne had labored rigorously and tediously to accomplish. 7 8 Among 

those who heard Stein and had genuine respect for his artistic judgment 

was Agnes Ernst Meyer, who, along with her friends Stieglitz, Steichen, 

and Marius de Zayas, was a leader for the modernist cause in America.7 9 

About Stein, Meyer reflected: 

Most of the visitors to the Stein apartment in 1909 paid little 

attention to Gertrude. The center of attraction was Leo's 

brilliant conversation on modern French art and the 

remarkable collection of mostly contemporary paintings. . 

Leo Stein was the only one of the many art critics I have 

known, not excepting Berenson, Roger Fry, or Meier-Graefe, 

who achieved complete integrity in his relationship to 

aesthetic values. 8 0 

Stein contented himself with relaying information through informal 

talks or occasional correspondence and never arranged his thoughts on 

Cezanne or any other modern master in any codified form intended for 

publication until 1927. Often lacing his discussions on art with excerpts 

from James (who, by one account, once visited the rue de Fleurus 

apartment to see the art, looked, and gasped, '"I always told you that you 

should keep your mind open"'8 l ), Stein in 1909 had turned down 

Stieglitz's request to write on a subject of his choice for Camera Work. 8 2 

He had insisted that to know the aesthetics of a thing is a "cognitive 

attitude," possible only through the "co-ordinate of the self. . 11 8 3 



152 

Twenty years after his popularity as an extemporaneous speaker, 

he was, however, willing to write about art, including observations on 

Cezanne, but he still maintained that "verbal analysis, and verbiage 

about particular pictures, are useless," taking a position not unlike the 

one James had assumed a generation before him. 84 At a later date, Stein 

amplified his earlier position with a reference to Santayana, saying that 

"this is not a philosophy of art--for I agree with Santayana that such 

philosophy is verbiage, an attempt to systematize imponderables ... g 5 

However, in matters of art, Stein was also clearly indebted to Matisse, 

Bernard (for making known Cezanne's own words), and Denis. That the 

Stein collection by 1905 featured artwork by both Denis and Matisse as 

well as Cezanne suggests that prior to the well-known essay of 1907 

translated by Fry three years later, Leo was acquainted with Denis's 

earlier publication of 1905 that had focused on Cezanne's color. 8 6 

As mentioned earlier, in 1907 Denis had written of the 

"premeditated rhythms" that contributed to the "plastic beauty" in 

Cezanne's still-life paintings, and the same phrase, "plastic beauty," no 

doubt used in reference to Cezanne during Stein salon gatherings, 

appeared in Stein's first book in a context of premeditation and 

organization similar to that in Denis's description of Cezanne . 8 7 Stein 

wrote of "plastic beauty" that can be wrought when "planes" and "lines . 

are made to serve in a definite way instead of rolling accidentally ... g 8 

He also described relations between colored planes, particularly those 

perpendicular to the line of vision. 8 9 Since the architectonic pre-
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eminence of lines and planes in a painting by Cezanne were of primary 

importance to Stein, his attention would naturally have been directed to 

Cezanne's written words that "lines parallel to the horizon give breadth. 

Lines perpendicular to this horizon give depth. But nature for us 

men is more depth than surface. . ... 90 Using diction very similar to 

Cezanne's, Stein stated that "the perpendicularity of planes to the line of 

vision is the most important of all facts for the understanding of art 

form ... 91 He further declared that "lines are reduced planes" and that 

planes could be "compositional elements of any kind ... 9 2 

As long as there was a coordination of planes according to a 

pictorial scheme, as there was in La Conduit d'eau, 1879-82 (fig. 3), the 

entire design of a painting functioned for Stein like an intellectual 

exercise. Such sentiments are clear in an undated letter that he wrote to 

Mabel Weeks from the 27, rue de Fleurus address in Paris: 

Here is a great mind, a perfect concentration, and great 

control. Cezanne's essential problem is mass and he has 

succeeded in rendering mass with a vital intensity that is 

unparalled in the whole history of painting. There can 

scarcely be such a thing as a completed Cezanne. Every 

canvas is a battlefield . . . and when he turns to composition he 

brings to bear the same intensity, keying his composition up 

till it sings like a harp string. His color also, though as harsh 

as his forms, is almost as vibrant. In brief, his is the most 

robust, the most intense, and in a fine sense the most ideal of 

the four.9 3 
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Stein had a genuine concern for helping others recognize the 

appeal of modem art and, in certain instances, he provided young 

Americans, such as Russell and Dasburg, direct access to Cezanne.94 For 

instance, in June 1910, Stein loaned to Russell and Dasburg, as a model 

from which to work in their shared studio, his still life by Cezanne of 

five apples, Pommes, 1873-7 (fig. 4), a painting which clearly 

demonstrates the artist's unique rendering of physicality , tactility, and 

volume in form. 95 In addition, to supplement Russell's education, Stein 

wrote to him from Rome, attempting to clarify form perception by 

establishing art-historical relationships that bridge different eras. 

Comparing Michelangelo's expression of form with Cezanne's, Stein 

wrote Russell that "nowhere on the ceiling has Michelangelo attained to 

the sheer expression of form that is often achieved in his drawings. I 

believe that nowhere is it as complete as in those apples of Cezanne ... 9 6 

A month later in July 1910, Leo offered further artistic counsel to 

Russell from Fiesole, Italy. However, he betrayed some reluctance in 

doing so by stating, "I don't like to give advice except in regard to 

specific practical matters ... 97 Nonetheless, he launched into a rambling, 

rather dense diatribe regarding imaginative penetration: 

Ruskin uses the term imagination penetrative, I don't 

remember in what sense. I find a use for it as a contrast to the 

notion of imagination interpretive . That power of 

manifesting form in its intense presentative completeness as 
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in Cezanne is to me a quality of imagination penetrative. It 

depends on the possession of a quality that I call sympathetic 

imagination, a certain immediacy of intellectual contact 

which makes things intelligible almost without conscious 

process simply as the result of dwelling on them. [Or] where 

there is thinking, there is a thinking around, about, over and 

under, which envelops the object and sucks its substance, its 

central spirit. Of course in a case like Cezanne's you have this 

imagination of a very great intensity. 9 8 

One of Stein's specific theories that greatly impressed Russell was 

that if the color relations were not exactly correct the result was a 

painting with "holes." Stein noted that Cezanne's desire for a whole 

involved "a lot of indefinable relations," and was so complex that the 

"famous spots . were left blank because if he put in the wrong thing 

the whole picture would go wrong."99 References to Cezanne's method 

of eliminating "holes" in compositions also appear in letters that Russell 

wrote to Dasburg in 1910. In one instance, Russell affirmed that "then 

came the comprehension of Cezanne who up to that time I had felt the 

power of without knowing just why." 100 He continued: 

It dawned on me that a canvas that had holes in it, or in which 

the color was bad was simply so because it lacked light or that 

all the colors were not in the same light--were not 

translations of one and the same light. . 

[Cezanne's] pictures are wholes--solid and powerful 

without holes and rich and forceful in color and massif [sic] 
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in form ... Cezanne had a sensitiveness before nature that 

was reliable and though he simplified the color it remained in 

relations that were natural. This solves the problems of 

values--color--values--of everything--light--feel form if you 

will [but] just paint light. I 0 1 

Preoccupied with the uniformity of light and color in Cezanne's 

"massif" form and whole designs, Russell, with Stein as mentor, felt 

obligated to explain this phenomenon to a fellow American artist. In 

another letter to Dasburg, Russell does not mention "holes," but the 

connotation of proper relations occurs connected with Cezanne's art 

and with "this plastic quality--this supple & intimate connection 

between all the parts forming the whole [that] we find in the great 

works of all time." I 0 2 

The Stein gatherings, then, were crucial in the early 

developments of a critical and theoretical understanding of Cezanne. 

They provided both a gallery of sorts for viewing modern art and an 

arena for discussions to which influential artists and critics 

contributed. Matisse, for example, a frequent visitor and an outspoken 

speaker concerning matters of art, likely provided important lessons in 

art history to young Americans, specifying for example why he did not 

consider Cezanne an impressionist. I 03 Matisse could also have pointed 

out that he and a group of modern French painters were the first to 

perceive the originality in Cezanne's compositions and to begin to 

collect his work. I 04 Saturday evenings at the Stein's offered a forum 
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for an open-minded, comparative study of art, a study suitable to Stein's 

desire to keep pace with a widening range of modern European artists 

and the stylistic changes in their work (as evidenced by his and 

Gertrude's purchases of Matisse's paintings that were executed in 

entirely different styles105). Weber describes the broad range of art in 

the Stein collection and the favored manner of seeking diversities in 

style: 

[The Steins] graciously received art students, students of 

philosophy and languages at the Sorbonne, writers, young 

poets, musicians and scientists who came to study the 

paintings of Cezanne and those of other rising artists. For 

hours they stood around a large table . examining portfolios 

full of drawings by Matisse, Picasso and others, and folios 

stocked with superb Japanese prints. This salon was a sort of 

clearing house of ideas and matters of art, for the young and 

aspiring artists from all over the world. Lengthy and 

involved discussions on the most recent developments and 

trends in art took place, with Leo Stein as moderator and 

pontif. Here one felt free to throw artistic atom-bombs and 

many cerebral explosions did take place. IO 6 

Stein's discussions were highly variable and were characterized 

by his ability to switch the focus from Cezanne to Matisse and back to 

Cezanne or even to Michelangelo. An example of Stein's method of 

comparing art with different origins is found in his correspondence in 

1910 to Mabel Weeks: 
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[T]he thing that Matisse has as his dominant character is 

clarity. . . Michael Angelo [sic] & Cezanne are so far as I 

know the great masters of volume. . . . The difference 

between an apple of Cezanne & and a nude of Michael Angelo 

lies mainly in the complexity of the organization. IO 7 

Perhaps as varied as Stein's topics in art were the arrangements 

of the paintings. Photographs of the Stein apartment show that 

paintings of divergent styles and genres by different artists were hung 

in close proximity, both vertically and horizontally, in an arrangement 

that suggests they were deliberately displayed in this fashion to 

encourage comparisons. I 08 The particular order of the paintings on 

the walls made a strong impression on one frequent visitor, who 

commented that "there were small Cezanne watercolors and larger 

Cezanne landscapes in oil and a big portrait of Madame Cezanne. The 

paintings were hung close together, two to three deep . . . which made 

the modernity of the art all the more astonishing." I 0 9 Such a display 

allowed Stein to compare Cezanne's calculated color structuring in the 

interest of mass and volume with Matisse's linear, decorative flair 

expressed in the flat brilliant hues of Bonheur de vivre. He could also 

demonstrate the expressive brushmark and thick pigment in Matisse's 

Femme au chapeau (1905) as an example of Matisse's variation on 

Cezanne's method of passage.110 In considering the opportunities 

afforded the visitors at the rue de Fleurus, one realizes the 
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unquestionable value of Stein's influence on the American perspective 

of modem art. Among the results of the visual and verbal lessons, with 

Stein at the helm, was the encouragement afforded young artists eager 

to indulge their own hybrid styles of experimentation. I I I 

Matisse's Classes, Theory, and Art: The Guidance to Cezanne by a 

Modem Master 

Throughout 1907, Matisse worked extensively in figural 

sculpture, endowing the anatomical structures with very tactile 

surfaces, as in Nu couche (Reclining Nude I), a work executed without a 

model although his practice previously had been to use one. He worked 

from memory and imagination, rejecting a direct observation of nature. 

With confidence developed from his success with the sculpture, Matisse 

applied this new approach to painting, and in Le Nu blue, 1907 (fig. 35) 

he determined to paint with the solidity of Cezanne, but rather than 

transpose directly from sensations in nature, he stroked onto the canvas 

color that he imagined or recalled. I I 2 At this phase in his artistic 

development, making a bold, personal variation on Cezanne's example 

and inclining to the decorative rather than working from a close tie to 

nature, Matisse started teaching. I I 3 

According to Sarah Stein, Matisse exhorted his students to add 

individual sensibilities to direct observations of the model: 
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To one's work one must bring knowledge, much contemplation 

of the model ... and the imagination to enrich what one sees. 

Close your eyes and hold the vision, and then do the work with 

your own sensibility. . . The model must awaken in you an 

emotion, which in tum you seek to express. . Your 

imagination is thus stimulated to help the plastic conception 

of the model before you begin.114 

Matisse's emphasis on the role of the imagination as a guiding faculty in 

the arrangement of color and form in a composition is captured in 

Sarah Stein's record of Matisse saying "nature excites the imagination 

to representation" and that, in light of constructing proper color 

relations, Cezanne was exemplary: "Cezanne used blue to make his 

yellow tell, but he used it with the discrimination . . . that no one else 

has shown." 11 5 

Weber, too, indicates that Cezanne was the primary artist upon 

whom Matisse depended as he instructed his students. In his 

recollections of meetings in the Matisse class, Weber wrote: 

In calling our attention to the salient points in the human 

body, its movement, volume, sculpturesque content and 

equilibrium, he would refer to the African Negro sculpture, 

the great archaic Greek[s] of the fourth and fifth centuries, B. 

C., and unfailingly to Cezanne's architectonic, masonic 

plasticity. His unique vision and unexcelled, meticulous 

execution, spiritual values, poetic nuance and significant 
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gesture were sought, no less than the plastic attributes and 

values. 

Great stress was laid upon the problems of color values 

and harmonies, color construction and gradation. Matisse 

cautioned against violent discordant pigmentation. 'Good 

color sings,' he would say, 'it is melodious, aromalike, never 

overbaked,' and he preferred good local color to garish 

illogical chromatic transposition of local color.11 6 

Weber wrote very explicitly about his experience in the Matisse 

class, unlike the other two core American students Bruce and Russell, 

who also studied under Matisse and gained insights from him 

concerning Cezanne's structural use of color.11 7 Weber specifically 

mentions the first painting by Cezanne that Matisse owned, Tr o is 

Baigneuses, 1879-82 (fig. 5), and recalls the reverence Matisse extended 

to it as he showed the work to his students: "His silence before it was 

more evocative and eloquent than words. A spirit of elation and awe 

pervaded the studio at such times." 118 Matisse owned other works by 

Cezanne as well, both oils and watercolors, but as has often been noted, 

he maintained that Trois Baigneuses was "at the source of his an."119 He 

remarked that Cezanne's compositional scheme for the painting was a 

"very dense, very complete realization,'' and that "it is rich in color and 

surface, and seen at a distance it is possible to appreciate the sweep of its 

lines and the exceptional sobriety of its relationships." 120 Matisse spoke 

to the class in very exact terms about Trois Baigneuses on more than one 

occasion, and an interview in 1925 in which he shed light on the 
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importance of Cezanne to his own work provides an indication of what 

he told his students in 1908 about this particular painting: 

Notice that the classics went on re-doing the same painting 

and always differently. After a certain time, Cezanne always 

painted the same canvas of the Baig n e uses. Although the 

master of Aix ceaselessly redid the same painting, don't we 

come upon a new Cezanne with the greatest curiousity? . 

There are, you see, constructional laws in the work of Cezanne 

which are useful to a young painter. He had, among his 

greatest virtues, this merit of wanting the tones to be forces 

in a painting, giving the highest mission to his painting. I 2 1 

There can be little doubt that Matisse's efforts to instill in the 

pioneer modernists an understanding of Cezanne's techniques were 

facilitated by their earlier formalist insights on the subject gained from 

informal talks by Stein, who very likely was himself a beneficiary of 

Matisse's observations on Cezanne's painting. One of the major lessons 

the Americans learned from Matisse was his feeling for the order and 

clarity of a Cezanne composition, particularly in the figure paintings, 

of which he noted: 

All is so well arranged that no matter at what distance you 

stand or how many figures are represented you will always be 

able to distingush each figure clearly and to know which limb 

belongs to which body. If there is order and clarity in the 

picture, it means that from the outset this same order and 
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clarity existed in the mind of the painter, or that the painter 

was conscious of their necessity. Limbs may cross and 

intertwine, but in the eyes of the spectator they will 

nevertheless remain attached to and help to articulate the 

right body: all confusion has disappeared.12 2 

Pissarro and the Neo-Impressionist Paul Signac had been major 

guides for Matisse's appreciation of Cezanne's constructive approach to 

painting as a correction to Impressionism.123 A cardinal reason for 

Matisse turning, with Pissarro's encouragement, to Cezanne as an 

artistic model around 1900, was the dual need to loosen the ties that he 

felt to a nineteenth-century tradition of realism and still find the means 

to instill the structural clarity and force that he so admired in Cezanne's 

works into his own compositions.124 In a painting such as the 1907 

Baignade (fig. 36), where the triangular symmetry strongly recalls the 

geometry of Cezanne's figural formation in Trois Baigneuses, Matisse 

departed from realism for the sake of expressiveness and clarity ,125 His 

determined alteration of natural forms (that is, his departure from 

depicting forms of nature unaltered and the with the realism one would 

find in a painting by, say, Gustave Courbet) and use of color to a more 

decorative than local function was bound to have been a liberating 

example to Americans seeking an outlet for individual temperament, but 

still adhering to a sense of permanency and the needs of clarity and 

order in painting. 
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Impressive as well was Matisse's ability to verbally articulate his 

aims in painting. In an interview with Guillaume Apollinaire in 1907, 

some months after Denis's famous essay on Cezanne, Matisse said that he 

counted "above all on [his] intuition," and that he felt he "must express 

[himself] with purity, even though [he did] it in the briefest manner . . 

four or five spots of color or by drawing four or five lines which have a 

plastic expression."126 The interview also reveals the manner in which 

the term "plastic" became connected with Matisse as well as with 

Cezanne. Writing of Matisse's paintings, Apollinaire claimed that his 

lines have a "plastic expression," his paintings "a plastic existence," and 

that "he owes his plastic freshness to his instinct, to his knowledge of 

himself."127 Apollinaire's prolific use of the word "plastic" in this 

interview was likely encouraged by Matisse himself as reference to 

freely manipulated pictorial features, a stylistic flexibility liberated 

from illusionistic conventions in the rendering of subject matter.128 In 

combination with other earlier examples set by Bernard and Denis, 

Apollinaire's use of "plastic" in reference to Matisse could easily have 

confirmed the appropriateness of linking Cezanne and Matisse in the 

eyes of observant Americans who knew firsthand of the younger 

French master's profound admiration for Cezanne. This inclination 

found reinforcement two years later, when Matisse expressed principles 

of his own art with terminology commonly applied to Cezanne. He 

declared : 
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We work toward serenity through simplification of ideas and 

of form. The ensemble is our only ideal. Details lessen the 

purity of the lines and harm the emotional intensity; we 

reject them. . . Plastic form will present emotion as directly 

as possible and by the simplest means.12 9 

Although Matisse fully absorbed the constructional laws, he was 

not interested in Cezanne's manner of depicting multiple viewpoints 

and the inherent tension between demands of flat support surface and 

space-penetrating illusions in his compositions.130 In this respect, he 

differed from Stein who was intrigued by aspects of tension in the 

"pictorial compositions" of Cezanne, where one saw with "reference to a 

plane in front of the object [so that] the thing was seen as flat, but in 

deep space." 13 1 He and Stein also differed philosophically: Stein saw art 

and composition as a game for the intellect, whereas Matisse believed 

that art and expression were one, with two guiding forces behind them, 

intuition and feeling. 

Matisse's theoretical basis rests upon a number of sources that 

are easily identified by his language, references to specific artists, 

formalist observations, and abstract concepts. One of the most 

influential artistic statements of the twentieth century, Matisse's "Notes 

of A Painter" (1908), fuses theoretical ideas of Symbolist artist Gustave 

Moreau (his teacher at the Ecole des Beaux Arts in 1895) with formalist 

observations of ancient sculpture and the treatment of form in 

Cezanne's painting--"it [an Egyptian statue] looks rigid to us, yet we 
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sense in it the image of a body capable of movement ... [and] despite its 

rigidity, [it] is animated"--and Greek sculpture--"[the) equilibrium . . . 

suggesting the idea of duration" --and with the constructive lessons of 

Cezanne, where "all is so well-arranged ... . "132 As philosophic as it is 

technical, the essay reveals Matisse's assimilation of ideas from various 

sources to form his own expressionistic view of art. 

Beyond the purely optical legacy apparent in many of his 

paintings are verbal debts to Cezanne, a factor that accounts for the 

tendency to combine ideas from Cezanne and Matisse into single artistic 

expressions, as many early modernists often did. "Sensations," a word 

Cezanne repeatedly used in his letters to Bernard (1904-6), is an 

essential term in phrases Matisse uses in the "Notes": "I want to reach 

that state of condensation of sensations which makes a painting"; or "I 

think one can judge the vitality and power of an artist who, after 

having received impressions directly from the spectacle of nature, is 

able to organize his sensations to continue his work in the same frame 

of mind on different days. and to develop these sensations. . "· or, "I 

simply try to put down colors which render my sensation." 1 3 3 

The evidence of Cezanne as a source for the "Notes" is further 

demonstrated in striking similarities between their expressed aims in 

painting. For example, Matisse makes quite clear his disinterest in 

recording "fugitive sensations," the momentary perceptions or 

immediate responses to visible realities and the artist's immediate 

affective responses to them, and declares instead his desire to achieve 
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compositions mirroring the essential, permanent character of his 

subject: 

Underlying this succession of moments which constitutes the 

superficial existence of beings and things . . . one can search 

for a truer, more essential character, which the artist will 

seize so that he may give to reality a more lasting 

interpretation. 134 

Earlier, Cezanne had established the same line of thought when he 

stipulated, "What I wanted was to make of Impressionism something 

solid and durable, like the art of the museums." 13 5 Although he did not 

use the term "plastic," Cezanne also contributes to an understanding of 

the duality inherent in the expressive qualities of purely formal 

elements and their arrangement with statements such as the artist is 

master of the "means of expression" and "the knowledge of the means of 

expressing our emotion." 13 6 

Matisse was also greatly indebted to Moreau, especially for his 

appreciation of the formal power of "plastic" expression, painting 

intended to evoke aesthetic pleasure by means of line and color. Matisse 

valued the intellectual intensity involved in Cezanne's calculated 

compositions, but he also desired to arrange his compositions in a 

decorative manner, from memory and the imagination, not from the 

kind of close observation of nature that Cezanne followed. Paintings 

such as Bonheur de vivre and passages from the "Notes" reveal the 
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extent to which he absorbed Moreau's ideas about art and the 

imagination, although his paintings never approximated the fantasy 

scenes of Moreau. According to one of his students, Henri Evenepoel, 

Moreau once remarked that "'if you don't have imagination, your color 

will never be beautiful. Color must be thought, dreamed, imagined. . 

rn137 Moreau 's extreme inner sensitivity in matters involving art, 

evident in his confession that his feelings superceded what he saw or 

touched, is a quality that Matisse, too, had and one that he describes in 

his statement from the "Notes": "I am unable to distinguish between the 

feeling I have for life and my way of expressing it." 138 In another 

instance, Moreau's preoccupation with subjectivity and the expressive 

effects of plastic elements was directly transmitted to Matisse, who in 

his 1908 essay states, "What I am after above all is expression. The 

entire arrangement of my picture is expressive. n} 39 

In one of his Cahiers, the contents in place perhaps before 1890, 

Moreau reveals his concern for the expressive potential of plastic, 

formal means, divorced from the descriptive dictates of an observed, 

recorded subject: 

One thing dominates with me, the greatest impetus and ardor 

for abstraction. The expression of human feelings . . to 

render visible the interior flashes which one cannot 

account for and which, translated by the marvellous 

effects of the purely p I as tic, open up truly magical 

horizons." 140 
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Moreau states clearly that by "expression" he means a quality that 

resides in the total aesthetic composition, a quality that has priority 

over naturalistic representation. We see, then, that several emphases 

bind Matisse to Moreau, emphases that reach back to Bernard and Denis, 

both of whom also sought "plastic" creative expression, possible 

through the purely formal elements available to an artist, rather than 

literal expression. An inspiration to the "plastic" expression may be 

feelings, and thus be subjective, but the formal equivalents, or formal 

means of expression, are of an objective nature. The 

subjective/objective relationship in the art of Matisee, then, is a variant 

of the spirit/matter duality that was quite familiar to the Americans. 

Yet a third source of Matisse's perspective and philosophical 

stance was Henri Bergson, who maintained that intuitive experience, 

which constituted the true source for knowledge of reality, expressed 

itself as a continuous revelation through art.14 I When Matisse began 

teaching Americans in 1908, his modern subjective thrust in art was 

well-established and, no doubt, he incorporated into the classes his 

theoretical and philosophical concepts.14 2 Behind their teacher's 

avowed emphasis on making art a personal expression were not only 

the ideas of Moreau but Henri Bergson's theories as well. Matisse's 

receptivity to Bergson's metaphysical thesis was apparently heightened 

through discussions on the subject with the American Matthew Stewart 

Prichard, the British-born advisor to art collector Isabella Stewart 
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Gardner of Boston and assistant director of the Boston Museum of Fine 

Arts in 1902.143 Prichard, a Byzantinist and Renaissance scholar with 

an interest in modem art, went to Paris in 1907, where he attended 

Bergson's lectures at the College de France and subsequently met 

Matisse. The two often discussed Bergson's theories, particularly the 

contentions involving the intuition set forth in Creative Evolution.144 

A letter from Prichard to Gardner indicates that during the first decade 

of the century the study of Bergson's philosophy in this country was in 

vogue, not just among academics but in art circles as well. Prichard 

recounted to Gardner the substance of a lecture Bergson delivered in 

December 1910 in Paris: 

He [Bergson] said the great portrait painter reached the 

reality of his subject, his rhythm, and it was there that 

painting touched music--of course, philosophical justification 

of the "Postimpressionists," Cezanne, Matisse & Co., but that 

most painters only gave that which resisted reality, the life, 

the rhythm of the subject, meaning the corporal envelope-

matter. I am afraid this report is not very clear, but you can 

picture my joy at hearing from his mouth on so solemn an 

occasion his ratification of that which we have reached here 

as the result of our study (based of course in greatest measure 

on Bergson's works) and of my experience.14 5 

Noteworthy is the fact that an American not usually associated 

with European modem art should equate the paintings of Matisse and 

Cezanne with music, rhythm, reality, the spirit of Bergson, and, by 



171 

these associations, should see Matisse and Cezanne as artists who refused 

to be constrained by matter. In this light, then, it is apparent that the 

philosophies of the two artists had sufficient similarities to evoke 

comparisons and to suggest that Matisse's ideology was greatly 

influenced by, moreso, indebted to, Cezanne's works. The differences 

lay in their focuses; as Stein explained, "Matisse is intuitive, he is 

intelligent, [and] in his own way he is as persistent as Cezanne himself," 

whereas "Cezanne was what few good painters are, an intellectual 

[who] thought clearly and expressed himself precisely." 14 6 

Within this new and expansive art world was the need to invoke a 

vocabulary sufficient for the moment and for the art. As argued 

earlier, "plastic" became invaluable to any intelligent discussion of the 

new art forms. Influential figures in the Parisian art scene 

consistently linked "plastic" with the formal means of expression in 

Cezanne's art: Stein, in a purely formal, analytical sense, applied 

"plastic" to Cezanne's particular treatment of form (and likely to spatial 

relationships in his work, in accordance, then, with Waldstein's 

"plastic" and "pictorial" approaches to art and Berenson's "plastic

pictorial" visualization), whereas Denis's "plastic expression" and 

"plastic beauty" related not only to objective aspects in the ordering of 

formal elements in Cezanne's designs, but to their subjective origins as 

well. In similar fashion Matisse, although he perceived the "plastic" 

sculptural qualities in Cezanne's color constructions as did Bernard, was 

sensitive to Cezanne's art as an expression of feelings disciplined by the 
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intellect, a perspective very compatible with the matter/spirit pattern 

of thought held by many American early modernists. Moreover, 

Apollinaire, although writing about Matisse's art not Cezanne's, used 

"plastic" to convey both the handling of matter and an artistic state of 

mind keyed to unrestrained formal manipulation. Further, this usage of 

"plastic" as a term sufficiently flexible to accommodate art as a formal 

expression fed by inner aspirations was consonant with Denis's and 

Matisse's objective/subjective bent, which endowed the word with 

significant philosophical potentialities. Quite fortunately for the 

Americans, then, influential French critics and artists had an approach 

to "plastic" expressions that incorporated concrete matter with 

immaterial ingredients, a tradition of thought with ties to Jam es, 

Feno Bosa, Dow, and Stillman. The circumstances for the Americans in 

Paris, therefore, were conducive to an enlightening experience of close 

study and analysis of Cezanne's works, made more lasting by new 

critical awareness and vocabulary. In large part supplementing the 

visual opportunities, "plastic" served as a verbal "window" through 

which they could view more clearly the new art world. 
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NOIFS 

CHAPTER III 

1 Letter from Maurice Prendergast to Walter Pach, dated December 1909, 
Walter Pach Papers, A. A. A., Reel: 4216, fr. 820-1. 

2 Hedley Howell Rhys underscores the importance of reading scholarly 
journals and books about art history in Prendergast's artistic 
development. See Rhys, Maurice Prenderirnst: 1859-1924, exh. cat. 
(Cambridge: Harvard University Press, 1960): 19. See Chapter 5 of this 
dissertation for a more complete account of Prendergast's reaction to 
Cezanne's works in oils and watercolors during the Paris exhibitions of 
1907. 

3 Mathews, Maurice Brazil Prendergast. Charles Prendergast. A 
Catalogue Raisonne, p. 36. Meier-Graefe's Der Modeme Impressionismus 
(Berlin: Julius Bard, 1902, 1903, 1904 [volume II in the series Die Kunst 
compiled by Richard Muther]) had chapters on "Die 
Neoimpressionisten," "Der Impressionismus Japans," "Henri de 
Toulouse-Lautrec," and "Paul Gauguin," but did not contain any 
illustrations of paintings by Cezanne. The later book by Meier-Graefe 
was Impressionisten: Guys-Ma net- VanG o gh-Pi s s arro- Cezanne 
(Miinchen and Leipzig: R. Piper & Co., Verlag, 1907), which contained 
reproductions of the following eleven paintings by Cezanne: Pastorale, 
1870 (V. 104); L'homme au chapeau de paille [Portrait de Boyer], 1870-1 
(V. 131); Paysage, 1885-7 (V. 482); La Tentation de Saint-Antoine, 1873-7 
(V. 241); Plateau de la Montagne Sainte-Victoire, 1882-5 (V. 423); Mardi 
Gras, 1888 (V. 552); La Moisson, 1875-6 (V. 249); Madame Cezanne dans la 
serre, 1890 (V. 569); Les Joueurs de cartes, 1890-2 (V. 560); Nature morte 
a la commode, 1883-7 (V. 497); Portrait de /'artiste, 1877 (V. 290). From 
evidence in a sketchbook dated 1909-11, Prendergast either owned or 
had access to Meier-Graefe's major work on aesthetics Modern Art: 
Being a Contribution to a New System of Aesthetics (1908). The chapter 
"Paul Cezanne" in Meier-Graefe's Modern Art included three high
quality reproductions of paintings by Cezanne: L'Enlevement, 1867 (V. 
101), a painting the H. 0. Havemeyers purchased in 1903; Dejeuner sur 
l'herbe, 1869-70 (V. 107); and Compotier et assiette de biscuits, ca. 1877 
(V. 209). By 1908, Meier-Graefe was well-known among progressive 
artists in America, his book having received good comments from 
competent critics such as Christian Brinton. Brinton reviewed Modern 
Art for the popular monthly magazine Putnam's, asserting that Meier-
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Graefe was at his best in this work as a "sprightly and penetrating 
essayist" ("Modernism in Art," Putnam's 5, no. 5 [February 1909): 618). 
For a study of Meier-Graefe, and his role in the beginning of "formal" 
art criticism, see Kenworth Moffett, Meier-Graefe as Art Critic 
(Miinchen: Prestel-Verlag, 1971). 

4 See Gail Levin, "Marsden Hartley" in The Advent of Modernism, exh. 
cat. (Atlanta: High Museum of Art, 1986): 97. 

5 For an example, see Hartley's Landscape, Lewiston, 1908, illustrated in 
Barbara Haskell, Marsden Hartley (New York: Whitney Museum of 
Modem Art, 1980): 14. The inspiration Hartley experienced when 
Prendergast introduced him to Cezanne was likely strengthened by 
Prendergast's unrefined and incomplete translation of Emile Bernard's 
article, "Paul Cezanne" (L'Occident 6, no. 32 [July 1904) : 17-30) and the 
special note that the elder early modernist from Boston made of 
Bernard's comments on Cezanne as a "mystic." See Nancy M. Mathews, 
"Maurice Prendergast and the Influence of European Modernism" in 
Maurice Brazil Prendergast. Charles Prendergast. A Catalogue Raisonne 
(Munich: Prestel Verlag, 1989): 8. 

6 "291-and the Brass Bowl," in On Art by Marsden Hartley, Gail R. Scott, 
p. 85. Concerning Weber's influence on Hartley, see Barbara Haskell, 
Marsden Hartley, p. 22; see also Abraham Davidson, Early American 
Modernist Painting. 1910-1935 (New York: Harper Row, Publishers, 
1981): 23. 

1 Having failed to see the exhibition of Cezanne watercolors at "291" in 
March before his summer in Maine, Hartley finally viewed Cezanne 
paintings firsthand in either late 1911 or early 1912, when Arthur B. 
Davies took him to see the H. 0. Havemeyer collection in New York. On 
this visit, Hartley later recounted to Gertrude Stein that he had seen 
nine paintings by Cezanne (Letter from Hartley in Berlin to Gertrude 
Stein, dated October, 1913, and cited in Donald Gallup, ed. The Flowers of 
Friendship: Letters Written to Gertrude Stein [New York: Alfred A. 
Knopf, 1953): 30). The Havemeyers began buying Cezanne paintings in 
1901 from Vollard in Paris, at first on the advice of American 
Impressionist painter Mary Cassatt. During the 1890s, Cassatt had 
bought a painting by Cezanne and praised him as an artist until around 
1909, when she persuaded Louisine Havemeyer to sell two of her 
Cezannes (Frances Weitzenhoffer, The Havemeyers. Impressionism 
Comes to America [New York: Harry N. Abrams, Inc., Publishers, 1986): 
191). See also Nancy Mowll Mathews, Cassatt and Her Circle. Selected 
Letters (New York: Abbeville Press, Publishers, 1984): 270, 275, 295 and 
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301. Most of the Cezanne paintings in the Havemeyer collection at the 
time Hartley viewed it can be identified; among them are the following: 
L'Enlevement, 1867 (V. 101); Fleurs dans un vase de verre, 1875-77 (V. 
184); Poterie, tasse et fruits, c. 1877 (V. 213); La Montagne Sainte
Victoire, 1885-87 (V. 452); Portrait de Boyer, 1870-71 (V. 131); a still life 
with flowers, 1879-80, uncatalogued by Venturi; Nature morte, 1890-94 
(V. 597); a winter landscape of Auvers, dated c. 1873 (this painting is 
almost a complete replica of Les Chaumieres, 1870s [V. 135]); and a still 
life of flowers also uncatalogued by Venturi. These works, including 
the uncatalogued ones, may be seen in Weitzenhoffer, The Havemeyers. 
Venturi, Cezanne. son art, also documents Le Golfe de Marseille, vu de 
L'Estaque, 1882-85 (V. 429) and Rochers, 1894-98 (V. 673) as being part of 
the Havemeyer collection, but does not give the year of purchase, which 
may have been after Hartley's visit. 

Stieglitz's exhibition, Watercolors by Cezanne, March 1-25, 1911 had 
featured 20 watercolors by the artist, all obtained by Steichen from the 
Bernheim-Jeune gallery in Paris. See Appendix B for identification of 
15 of the watercolors displayed, and the one oil that Agnes Ernst Meyer 
lent to the exhibition (William Innes Homer, Alfred Stieglitz and the 
American Avant-Garde [Boston: New York Graphic Society, 1979]: 154). 
Most scholars agree that Hartley did not see the Cezanne watecolors at 
"291," although there is no specific accounting for the reason, certainly 
none by Hartley (Haskell, Marsden Hartley, p. 21; Homer, Stieglitz and 
the American Avant-Garde, p. 154; Gail R. Scott, Marsden Hartley [New 
York: Abbeville Press Publishers, 1988]: 34). Two letters that Hartley 
wrote to Stieglitz in 1911--in July and August --indicate his desire to see 
an original work by Cezanne. Hartley was recovering from scarlet 
fever in January and February, 1911, during which months he had been 
hospitalized for six weeks (Haskell, Marsden Hartley, p. 187; Townsend 
Ludington, Marsden Hartley. The Biography of an American Artist, p. 
69). This condition could have kept him indisposed for part of March as 
well. 

8 A discussion of these prints in relation to specific works of art by 
Prendergast, Hartley, and Weber constitutes portions of Chapter 5 in 
this dissertation. 

9 Ileana B. Leavens, From "291" to Zurich. The Birth of Dada, p. 57 and n. 
2 and n. 3, p. 163; Sandra E. Leonard, Henri Rousseau and Max Weber 
(New York: Richard L. Feigen & Co., Inc., 1970): 26, n. 54. See also "The 
Reminiscences of Max Weber" (microfiche of typscript of interviews by 
Carol S. Gruber, January-March 1958, Columbia Oral History Research 
Collection, Columbia University): 248. Weber speculated that he brought 
back "about a dozen" Druet prints, but at the time of his death there 
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were eighteen prints in his collection (This information provided me by 
Mr. Clive Phillpot, Director of the Library at The Museum of Modern 
Art). As early as 1904, the importance of photographic reproductions to 
European advocates of modern art and to Cezanne enthusiasts became 
evident, since in that year, the Salon d'Automne, exhibiting thirty oil 
paintings by Cezanne in the "salle de Cezanne," for the first time also 
featured a separate photography section, which included nine 
photographs of Cezanne's paintings. See Ellen C. Oppler, "Fauvism 
Reexamined" (Ph.D. diss.: Columbia University, 1969): Chap. 10. The 
Druet photographs of paintings by Cezanne, large format black-and
white photographs, 30 x 40 cm or 50 x 60 cm, were sold for thirty francs 
each in Druet's Paris gallery of modem and impressionist paintings. 
Leavens cites as an information source for the Druet reproductions 
Laurent Vizzavona, "Druet, photographe des impressionistes," Terre 
d'images 4 (1964): 506-8. See also Matisse's account of the importance of 
the Druet photographs in "Interview with Jacques Guenne" in Jack D. 
Flam, ed., Matisse on Art (New York: E. P. Dutto, 1978): 56. 

10 Henri Rousseau once told Weber that he "'could finish"' Cezanne's Les 
Grandes Baigneuses, 1906 (V. 719) after viewing the painting at the 
Salon d' Automne Cezanne Memorial Retrospective in 1907. See Carolyn 
Lanchner and William Rubin, "Henri Rousseau and Modernism" in 
Henri Rousseau, exh. cat. (New York: The Museum of Modem Art, 1975): 
48, n. 55. 

11 Weber's Druet images, now in the collection of The Museum of 
Modern Art in New York, are of the following paintings by Cezanne: 
five Bather themes--Trois Baigneuses, 1879-82 (V. 381); Cinq Baigneuses, 
1885-87 (V. 542); Baigneur aux bras ecartes, 1885-87 (V. 549); Groupe de 
baigneurs, 1892-94 (V. 590); Les Grandes Baigneuses, 1898-1905 (V. 719); 
four still lifes--Le Vase bleu, 1883-7 (V. 512); Sucrier, poires, et tapis, 
1890-94 (V. 624); Pommes et oranges, 1895-1900 (V. 732); five protraits-
Portrait de Cezanne, 1879-82 (V. 365); Portrait de Cezanne, 1879-82 (V. 
366); Portrait de Louis Guillaume, 1879-82 (V. 374); La Dame a l'eventail, 
1979-82 (V. 369); Madame Cezanne au fauteuil jaune, 1890-94 (V. 572); 
four landscapes--La Mer a l'Estaque, 1882-85 (V. 399); Gardanne, 1885-6 
(V. 430); Prairie et ferme du fas de Bou/fan, 1885-7 (V. 466); Bibemus, 
1900-2 (V. 782). The dates for the lithographs are from Douglas Druick, 
"Cezanne's Lithographs" in Cezanne. The Late Work, exh. cat. (New York: 
The Museum of Modern Art, 1977): 124-35. Cezanne executed three 
lithographs during his lifetime; the third, a self-portrait (Portrait de 
Cezanne, 1896-8), could have also been on view at "291." 

12 "Reminiscences of Weber," pp. 248-9. While still in Paris, he had 
once shown them to Picasso who, while viewing the prints of Cezanne's 
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work, spoke of the French painter's art as being "tres rare" (Leonard, 
Rousseau and Weber, p. 33). In 1907, Weber wrote to Abraham Walkowitz, 
a friend and fellow early modernist that "as for my sending you 
something in the way of Cezanne's work . . . I'll tell you what I'll do if 
you are willing, I'll buy you a fine reproduction of a Cezanne portrait . . 
. or a landscape for 30 francs in Druet's" (Letter from Weber in Paris to 
Walkowitz in New York, dated 15 November 1907, Max Weber Papers, A. 
A. A., Reel: NY 59-8, fr. 379). 

13 Hartley is referring to a statement Emile Bernard alleged Cezanne to 
have made to him as he reported it in, "Paul Cezanne," L'Occident 6 (July 
1904): 17-30; the English trans. of Cezanne's statement from Bernard's 
1904 essay is in Cezanne in Perspective, Judith Wechsler, ed. (Englewood 
Cliffs: Prentice-Hall, Inc., 1975): 42. Denis in his article "Cezanne," 
L 'Occident (September 1907) included the same phrase, noting that it 
had been quoted from Bernard. Hartley no doubt knew Cezanne's 
utterance from having read Fry's translation of the article by Denis, 
which included what Cezanne said (thrice handed down from the 
original source) as: "There is no such thing as line," he [Cezanne] said, 
"no such thing as modelling, there are only contrasts. When colour 
attains its richness form attains its plentitude" (Denis, "Cezanne--11," 
Burlin&"ton Ma&azine [1910]: 276). For the French version of this phrase 
in B~rnard's 1907 article, see P. M. Doran, Conversations avec Cezanne, 
(Paris: Macula/Pireer Brochet, 1978): 63 ("Quand la couleur est a sa 
richesse, la forme est a sa plentitude"). 

14 It is difficult to know exactly which book by Meier-Graefe Hartley 
means. According to Douglas Hyland, Marius de Zayas had sent Stieglitz 
a book on Cezanne in 1910 (Marius de Zayas. Conjurer of Souls, exh. cat. 
[Lawrence, Kansas: Spencer Museum of Art, The University of Kansas, 
1981): 30). It is possible that the book de Zayas sent was the German 
version of Meier-Graefe's monograph Paul Cezanne (Mtinchen: R. Piper 
& Co. Verlag, 1910). Among the thirty-seven reproductions of Cezanne's 
paintings in the monograph, not translated into English until 1927, 
were the eleven high-quality Cezanne illustrations that had earlier 
appeared in Impressionisten: Guys - Manet - VanGo~h - Pissarro -
Cezanne. Following is a list of the thirty-seven reproductions of 
paintings and one crayon sketch by Cezanne from Meier-Graefe's 1910 
monograph, with asteriks beside the eleven that had earlier been 
included in Impressionisten: Portrait de /'artiste, 1873-6 (V. 286); *La 
Tentation de Saint-Antoine, 1873-7 (V. 241); Baigneuses devant la tente, 
1883-5 (V. 543); Les Ondines, 1883-5 (V. 538); L'Enlevement, 1867 (V. 101); 
Dejeuner sur l'herbe, 1869-70 (V. 107): Scene fantastique, 1873-5 (V. 
243); *Pastorale, 1870 (V. 104); *Mardi Gras, 1888 (V. 552); Etudes pour le 
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"Mardi Gras," 1888 (V. 1473); Le Bain, 1892-4 (V. 588); Les Baigneurs au 
repos, 1875-6 (V. 276); Femme a la fourrure, 1879-82 (V. 376); *Madame 
Cezanne dans la serre, ca. 1890 (V. 569); Madame Cezanne, 1894-5 (V. 
704); * L'Homme au chapeau de paille (Portrait de Boyer), 1870-1 (V. 
131); Portrait de Victor Chocquet, 1876-7 (V. 283); Le Fumeur accoude, 
1895-1900 (V. 686); *Portrait de /'artiste, ca. 1877 (V. 290); Les Joueurs de 
Cartes, 1890-2 (V. 560); La Maison abandonee, 1892-6 (V. 659); Moulin sur 
la couleuve, a Pontoise, 1879-92 (V. 324); *Paysage, 1885-7 (V. 482); Bords 
de la Marne, ca. 1888 (V. 629); *La Moisson, 1879-82 (V. 249); *Plateau de 
la Montagne Sainte-Victoire, 1882-5 (V. 423); La Route tournante, 1879-
82 (V. 330); La Montagne Sainte-Victoire, 1894-1900 (V. 663); Environs de 
Marseilles, 1882-5 (V. 407); Fortifications a la glaciere, 1879-82 (V. 322); 
Gardanne, 1885-6 (V. 430); Vase de tulipes, 1890-4 (V. 618); La Pendule 
noire, 1869-71 (V. 69); La Corbeille de pommes, 1890-4 (V. 600); *Nature 
morte a la commode, 1883-7 (V. 497); Cezanne a la barbiche, 1890-1900 
(V. 693). 

15 Excerpts of four letters Hartley wrote while m Maine in 1911 to 
Stieglitz, A. S. A., Yale U. 

16 Sandra E. Leonard comments that artists in the first decade of the 
twentieth century coveted photographs of contemporary art and that 
they were both in short supply and expensive (Rousseau and Weber, p. 
26, n. 54). 

1 7 Letter from Clifton Wheeler to Pach in Paris, dated 3 January 1911, 
Walter Pach Papers, A. A. A., Reel: 4217, fr. 16. 

18 Letter from Sheeler to Pach, dated 26 October 1910, Pach Papers, Reel 
4216, fr. 846. 

19 See James R. Mellow, Charmed Circle. Gertrude Stein & Company 
(Boston: Houghton Mifflin Company, 1974): 183. 

20 Charles Sheeler Papers, A. A. A., Reel: N Sh 1, fr. 62. 

21 Refer to Appendix A. The Druet exhibition included works by Pierre 
Bonnard, Cezanne, Henri Cross, Denis, Gauguin, Van Gogh, Aristide 
Maillol, Odilon Redon, Ker-Xavier Roussel, Georges Seurat, Paul Signac, 
and Felix Vallaton. Carol Troyen and Erica E. Hirshler comment on 
Sheeler in connection with the Druet exhibition (Charles Sheeler: 
Paintin~s and Drawin~s. exh. cat. [Boston: The Museum of Fine Arts, 
1987): 4), but much more significant were the exhibitions of his works 
at the Salon d'Automne in 1904, 1905, 1906, and 1907. 
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2 2 The reproduction is a replica of a pamtmg catalogued by Venturi as 
Fumeur accoude, 1895-90 (V.686). It can be seen in the 1913 photograph 
of Sheeler's studio in Troyen and Hirshler, Charles Sheeler, p. 5. 

23 Ottile de Kozmutza's short article "The Art of Cezanne" carried three 
illustrations of paintings by Cezanne, but the quality of the 
reproductions was poor and the accompanying remarks confusing 
(Burr-Mcintosh Monthly 16, no. 60 [March 1908]: n. p.). 

24 The years spent abroad by these Americans, not always in Paris, 
indicates the breadth of exposure to art outside their own country: 
Prendergast (1886-87, 1891-94, 1898-99, 1907, 1911-12, 1914); Marin 
(1905-9; 1910); Hartley (1912-13, 1914-15); Weber (1905-8); Demuth 
(1907-8, 1912-14); Scharnberg (1904, 1908-10); Sheeler (1904-5, 1908-9); 
Bruce (1904-5, 1905-36); Russell (1906, 1908-16, 1916-31); Macdonald
Wright (1907-14, 1914-15). Demuth, Dow, Fry, Macdonald-Wright, Marin, 
Prendergast, Ross, Weber, and Leo Stein all studied for periods of time at 
the Academie Julian. See Catherine Fehrer, "New Light on the Academie 
Julain and its Founder (Rodolphe Julian)," Gazette des beaux arts ser. 6, 
no. 103 (May-June 1984): 206-16; also note Fehrer's essay "History of the 
Julian Academy" in The Julian Academy: Paris. 1868-1939, exh. cat. (New 
York: Shepherd Gallery, 1989): 1-20. 

25 See Appendix A for information on the sites and occasions for 
viewing works by Cezanne. For information on the annual exhibition 
groups, see Ian Dunlop, The Shock of the New (New York, St. Louis, San 
Francisco: American Heritage Press, 1972); Elizabeth G. Holt, ed. I...h.-'. 
Expandin& World of Art. 1874-1902 (New Haven and London: Yale 
University Press, 1988); and Mary Anne Stevens, "Innovation and 
Consolidation in French Painting," in Post-Impressionism. Cross
currents in European Paintin~. exh. cat. (London: Royal Academy of 
Arts, 1979-80): 19-25. From its beginning in 1903, the Salon d'Automne 
pioneered in the exhibition of new, liberal, and contested forces in art, 
but less so than the more radical Salon des Independants, founded in 
1884, with the commitment to no jury and no awards. Cezanne exhibited 
three canvases at the Salon des Independants in 1899, and again in 1901 
and 1902 he displayed works at this Salon (John Rewald, Paul Cezanne. A 
Bio&raphy, trans. Margaret Liebman [New York: Simon and Schuster, 
1948]: 175, 184). 

2 6 Leonard, Rousseau and Weber, p. 11. Regarding the academic 
restrictions in the New York art world in the first decade of the century, 
see Lois Marie Fink and Joshua Taylor, Academy: The Academic Tradition 
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in American Art, exh. cat (Washington, D. C.: National Collection of Fine 
Arts; Smithsonian Institution Press, 1975). 

27 Particularly revealing is information found in the manuscript of a 
paper he delivered for the Matisse Symposium at the Museum of Modern 
Art in 1951 (Weber Papers, A. A. A., Reel: NY 59-6, fr. 147-55) and in 
portions of "Reminiscences of Weber." 

28 "Matisse Symposium," Weber Papers, A. A. A., Reel: NY 59-6, fr. 147. 

29 "Reminiscences of Weber, " pp. 118-9. 

30 "Matisse Symposium," Weber Papers, Reel: NY 59-6, fr. 152. 

31 Letter from Weber in Paris to Walkowitz in New York, dated 
September 1907, Weber Papers, A. A. A., Reel NY 59-8, fr. 369. 

32 Letter from Weber to Walkwitz, dated 3 October 1907, Weber Papers, 
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6 8 Concerning Stein's and Berenson's common attraction to formalist 
qualities in art, see Patricia McDonnell, "Representation in Early 
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CHAPTER IV 

AFfER EUROPE: THE AMERICAN CONIBXT FOR A CONTINUED FOCUS ON 

cEzANNE 

After the early modernists gained a new awareness of modem art 

through their European experiences, which provided both a first-hand 

study of Cezanne and abundant resources that this country lacked, these 

artists expanded their investigations of Cezanne once they returned 

home. Clearly, both the Americans' criticism and art theoretical 

writings reveal the reverence with which they regarded his works . 

Measuring Cezanne's achievements within the context of contemporary, 

modernist art forces, several Americans interpreted his art from 

original points of view and, through their writings, formulated the 

tenets of a unique American tradition in art theory, an early modernist 

one . Their perspectives having been broadened by visual and 

intellectual experience of the European avant-garde and the magisterial 

role of Cezanne in bringing it forward, most of the Americans, upon 

their return , found that numerous contemporary artistic impulses in 

their own country were forceful complements to a continued study of 

Cezanne. For instance, the artistic forces of photography, japonisme, 

and primitivism were instrumental in maintaining a milieu wherein 
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artistic visions were flexible and receptive to new ideas. 

Prior to their European ventures, American artists had perceived 

their own country as "barren" and lackluster in its offerings of visual 

art, a place virtually alien to the enigmatic challenges of an artist like 

Cezanne. However, a sustained exposure to Cezanne's art and the 

intellectual critical outreach associated with it contributed to a 

sophistication, breadth of knowledge, and perception among American 

early modernists that all but a few of their countrymen lacked. I T h e 

factors that contributed to their continued growth, specifically the 

artistic forces and intellectual traditions in this country that 

precipitated an on-going research of his art, are all of paramount 

importance to the subject of this dissertation. Therefore, a major 

purpose of this chapter is to evaluate the extent to which (1) the context 

of this country's offerings affected the early modernists' involvement 

with Cezanne's art and (2) the artistic environment at home took on 

greater meaning as a result of their European experiences. 

One area that assumed greater significance after the artists 

returned home was principle of design, the relationship of formal 

elements, as pictorial parts, to the composition as a whole. Moreover, a 

key factor that augmented this approach to art and enhanced the 

Americans' appreciation of Cezanne's painting was their individual 

exploration in the fields of photography, Japanese prints, and primitive 

art. They noted that the modern appeal of formal relationships in the 

latter artistic traditions allowed easy associations with the treatment of 



200 
form and structure of composition in Cezanne's work. In contrast to the 

early modernists, who were exceedingly receptive to new ideas and 

flexible with interpretations (having worked in a variety of artistic 

mediums after distilling firsthand experiences with Cezanne's painting 

and contemporary artistic traditions), many respected critics in this 

country sincerely admired Cezanne, but were handicapped in finding a 

way to him. As writers, they lacked the comparatively "ecumenical" 

perspectives of the ten American artists who had learned from the 

source and who were, as a result, better equipped both by means of 

painting and writing to formulate a theoretical base for modern art in 

their own country. 

The discoveries that these early modernists made while abroad 

enabled them to perceive the unique and original qualities in Cezanne's 

art and, simultaneously, to account for other enriching artistic currents 

that placed Cezanne in a more formally accessible context. Because 

their interests in Cezanne were stimulated by knowledge of other 

artistic developments, they were better prepared to adapt new ideas 

from his work to their individual creative needs, and their confidence 

in doing so was, in turn, bolstered by the timely design theories 

advocated by Fenollosa, Dow, and Ross. If these men had helped prepare 

early modernists for elements in modem design prior to their own 

encounters with Cezanne, certainly the precepts of the three 

teacher/authors had even greater significance for placing the probe 

into Cezanne's work on a long-term basis. Once home from Europe, 
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early modernists were more able to evaluate, and analyze Cezanne's art 

in the light of Ross's theory that "given a certain outline and certain 

tones, measures, and shapes to be put into it, it is the Problem of Pure 

Design to do the best we can, getting as many connections making unity 

as possible. n2 

The broadened artistic perspective gained in their overseas 

travels afforded the early modernists a new-found visual satisfaction in 

the gallery scene that evolved in New York between 1910 and 1920.3 

Subsequent to Stieglitz's two exhibitions in 1910 and 1911, opportunities 

for viewing Cezanne's art in gallery shows occurred almost annually 

throughout the second decade.4 Sixteen works by Cezanne were 

exhibited in 1913 at the Armory Show; in 1914, one work was shown at 

the Bourgeois Gallery. In 1916, his works were part of several exhibits: 

at the Montross Gallery (seven or eight oils and thirty watercolors), at 

the Bourgeois Gallery, twice at the Knoedler Gallery, and three different 

times at de Zayas's Modern Gallery. In 1917, there was a Cezanne 

Retrospective at the Arden Gallery, and in 1919, his works were 

displayed at the Arden Gallery and the de Zayas Gallery. In 1920, 

Cezanne's art could be seen at the Montross Gallery, the Colony Club, the 

Metropolitan Museum of Art, and the de Zayas Gallery. 

Many of these exhibits displayed Cezanne's works as bases of 

comparison with art by other European modernists or with works from 

non-Western cultures. This manner of showing the works, much like 

the one that Stein had used, was particularly evident in the exhibitions 
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staged by Marius de Zayas.5 Although these opportunities to view 

original works by Cezanne were not equivalent, either in scope or 

frequency, to those available on the continent, they were, nonetheless, 

critically important for most of the Americans, who were still 

assimilating the formal complexities of Cezanne's works. Part of what 

they brought home was an inclination to combine ideas from different 

artists and traditions, which required continued exposure to those art 

forms, regardless of the extent of the diminished scale. 

When, with significantly expanded artistic perspectives, early 

modernist painters returned to this 

legacy of each one was still intact. 

country, the American cultural 

If anything, it was sharpened and 

given new latitude by authentic experience that the Parisian milieu 

offered, and nowhere was this more evident than in certain early 

modernists' theoretical writings. More than the most open-minded 

critics in this country, artists such as Weber, Hartley, Sheeler, 

Scharnberg, and a few others were able to discuss the "plasticity" in 

Cezanne's paintings in terms of the expressive potential in shapes and 

formal relationships without neglecting the matter/spirit sensibilities 

often associated with his art. Having insights that no professional art 

writer possessed, a handful of pioneer painters, stirred by the modem 

appeal of Cezanne's art, articulated new observations on the subject. In 

doing so, they professed various interrelationships between nature, 

design, and human intervention (intellect and imagination), thus 

formulating a key principle of American early modernist theory. 
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Few professional critics genuinely understood the new and 

emancipating facets of modernism, nor did they possess the first-hand 

experience of Cezanne that these artists did. Hartley, for example, after 

his extensive exposure to European art, easily recognized the same 

elements of self-expression and liberation in the works of Cezanne and 

Whitman. He noted, "It is the mark of good taste to reject that which is 

unessential, and the 'tact of omission' [is] well exemplified in Cezanne. 11 6 

Further, he stated, "I have felt the same gift for life in a still-life or a 

landscape of Cezanne's that I have felt in any of Whitman's best pieces. 

The element in common with these two exceptional creators in 

liberation. ,,7 In Hartley's view, both Cezanne and Whitman possessed 

genius, by which he meant "a higher perception, the degree of 

understanding," a modern freedom conducive to self-expression. 8 He 

wrote, 

Cezanne's fine landscapes and still-lifes, and Whitman's 

majestic line with its gripping imagery are one and the same 

thing, for it reaches the same height in the mind. They walk 

together out of a vivid past, these two geniuses, opening the 

corridors to a possibly vivid future for the artist of now, and to 

come.9 

Hartley's reverence for Cezanne in the context of liberation, both 

spiritual and physical, takes on a greater significance when seen in a 
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light of respect for the past, a source in its own right for the creative 

process, regardless of medium. 

When judging the full impact of the European experience on the 

early modernists and the progressive outlook that each obtained as a 

result, it becomes evident that the more seasoned perspective with 

which each artist returned had been broadened to a large extent by the 

European tendency to identify the formal merit in Cezanne's art and to 

relate it to various art sources and traditions, including those from the 

"vivid past." 1 O A synthesis or blending of sources, then, underlay the 

Americans' approach to modem art and energized their individual 

investigations of Cezanne. As a result, the early modernists brought to 

this country the European tendency to make associations between 

Cezanne's art and that of widely divergent traditions and eras, an 

approach that Alfred Stieglitz's activities expedited. 

Stie~litz 

To some extent, the interest in different art sources and eras, 

notable in Hartley's words and inherent to various aspects of modem art 

theory on the continent such as that of Matisse, did exist in America. 

Multi-faceted and highly flexible, like the term "plastic" which served it 

so well, the approach of aesthetic fusion was not as succinctly 

personified in a single figure in this country as it was abroad (e.g., in 

Matisse), although Stieglitz's catholic attitude in matters concerning art 
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bore some comparison. A pioneer in introducing modern European art 

to an American audience, twice in 1908 Stieglitz offered the early 

modernists support by displaying their works, as well as vanguard 

European art, which Americans appreciated more deeply after an 

exposure to Parisian resources. I I He, more than any other individual 

American, extended the possibilities for viewing a mixture of art 

originating from different traditions and executed in varied mediums: a 

Mecca of visual stimulus between 1908 and 1917, "291" was critically 

important as an American source that enabled progressive artists in 

this country to continue to explore and experiment in pursuit of an 

original artistic language. The Americans had learned in Europe how 

great artists like Cezanne had selected from artistic precursors 

particular aspects and then amended them to accommodate their 

individual needs. Stieglitz's efforts broadened the access to other 

artistic precedents that the Americans so eagerly sought. 

In his own work in photography, Stieglitz combined an early 

modernist sensibility attuned to original aspects in art with a basic 

matter/spirit ideology.I2 Prints taken around the tum of the century, 

such as The Terminal (1892), Winter Fifth Avenue (1893), and The Flat

iron Building (1902-3) reflect a relationship that he felt between his 

own identifiable emotions and the concrete objects or forms that 

attracted his attention as external phenomena. I 3 Speaking of his 

photography in this period, Stieglitz explained that "shapes, as such, 

mean nothing to me, unless I happen to feel something within, of 
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which an equivalent appears, in outer form."14 He further articulated 

the importance of a fusion between matter and spirit in his work by 

saying that "the quality of touch in its deepest living sense is inherent 

in my photographs. When that sense of touch is lost, the heartbeat of 

the photograph is extinct." 15 Because the sense of touch directed 

attention to external matter and phenomena seen by the lens and an 

intimate way of knowing it, Stieglitz chose for the photogravures that 

he reproduced in Camera Work a Japanese tissue that enhanced a sense 

of physicality and tactility in the photographic prints. I 6 

In Stieglitz's view, touch was also important as a source for both 

spirit and feelings. He felt that the external world provided the key to 

meanings of the self and revelations of inner visions, a perspective 

much like that of European writers (e.g., the Belgian author Maurice 

Maeterlinck, French Symbolist poet Stephane Mallarme and Russian

born Expressionist artist Wassily Kandinsky), but also linked to the 

theoretical bases of writings by Whitman and Emerson. I 7 Moreover, in 

his correspondence with Scharnberg and Sheeler, who ardently sought 

his support, Stieglitz wrote of "spirit" as a coordinate of "feeling" in an 

individual, both of which were not only critical to an artist seeking the 

"honesty of self-expression . . . [and] revolt against the autocracy of 

convention," but also signaled the intuitive sense of loyalty vital for a 

personal relationship. I 8 In a letter to Sheeler, Stieglitz reveals the 

intensity of his emotions: 
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The room was filled with sunshine. In fact and in spirit. . I 

cannot tell you [Sheeler] how glad I am that you feel as you do 

about me. It means so much. Especially now it means more 

than ever. And as you know this feeling that you have could 

not exist if I did not have a similar feeling towards you. And I 

have always had it. From the first moment that you came into 

291.19 

Soon after, Scharnberg also gained the support of Steiglitz, who 

wrote, "What you felt while you were at 291, I also felt. It was really the 

first time that I felt that there was a real connection between us . It is 

queer how the point of contact suddenly appears. From seemingly 

nowhere."20 This contact was tremendously important, for it 

represented the enfranchisement of Stieglitz, the acknowledged 

champion of early modernist painting and the best-known advocate of 

vanguard European art in this country prior to 1913 and the Armory 

Show. 

Stieglitz's Cultivated Taste for Cezanne 

Not only was Stieglitz's belief system as an artist based upon 

dualities, but his practical actions as entrepreneur at "291" were as well. 

When Stieglitz began staging exhibitions of non-photographic art at 

"219" in 1907, he intended for the paintings and drawings in his shows 

to serve as a foil for the photography he displayed. By providing direct 
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comparisons with other mediums, he meant to enhance the cause of 

photography as a fine art. 2 I He justified his comparisons to a Camera 

Work subscriber with the following explanation: 

Before the people at large and for that matter the artists 

themselves, understand what photography really means, as I 

understand the term, it is essential for them to be taught the 

real meaning of art. 

antiphotographic. . 

Their vision [the artists] is 

It is this anti [ -]photography in their 

mental attitude and in their work that I am using in order to 

emphasize the meaning of photography.2 2 

However, upon noticing that non-photographic art was receiving 

more attention than photography, Stieglitz increased his commitment to 

modem art, and saw in works by Cezanne, for example, an approach to 

the objective world that was not unlike his own.23 It was in this focus 

on the objective world, one in which singular objects in nature had the 

potential to express inner experiences, that encouraged Stieglitz to ally 

modem art with photography, his own included.24 Therefore, modem 

art, in his view, reflected "all sorts of individual efforts to express with 

colors and forms individual conceptions of the whole meaning of 

natural objects," and was not inimical to the interests of photography.2 5 

In Stieglitz's assessment, both art forms merely presented two different 

ways of approaching the objective world. Recent scholarship, 

moreover, contends that Stieglitz's emphasis on straight, sharp-focus 

photography, as opposed to soft-focus 'pictorial' imagery, led many 
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Americans to question impressionism as a progressive style in modem 

art.26 Favoring a style of photography that was compatible with the 

clearly defined form in modern painting, Stieglitz presumed that an 

inter-media relationship existed between artists working toward the 

same goal, one that focussed on form and the material object. In the 

words of Lewis Mumford, "Stieglitz preached the lesson of the concrete. . 

He did not achieve objectivity by displacing humanity but by giving 

its peculiar virtues and functions and interests the same place that he 

[gave] to steam engines, skyscrapers, or airplanes. "2 7 

Stieglitz's adoption of a more modern aesthetic in photographic 

images was not immediate, just as his ability to appreciate the new 

trends in European art, including the finer points in works by Cezanne, 

did not happen instantly. Begun in the 1890s in discussions on art and 

aesthetics with Caffin and Hartmann, who were art and photography 

critics knowledgable about Dow's theoretical treatise on composition, 

Stieglitz's education in matters of European modem art accelerated 

considerably after meeting painter-photographer Eduard Steichen in 

1900.28 Subsequent trips abroad in 1904, 1907, 1909, 1911 deepened 

Stieglitz's exposure to modern European art. Especially instrumental in 

his development was the trip taken in 1909, during which he heard Leo 

Stein discuss the virtues of modem art in a broad context, new with old, 

modern with ultra-modern.29 Upon his return to this country, Stieglitz 

supplemented his enlightenment by daily contact with Weber in 1909, 

de Zayas in 1910-11, and Hartley in 1913.30 
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Although still a novice regarding modem art, Stieglitz in March 

of 1911 staged an exhibition of twenty watercolors by Cezanne at "291," 

the first solo show of that artist's work in this country. 3 1 Having a 

genuine appreciation for the watercolors, Stieglitz also considered that 

an understanding of Cezanne was essential, that, he noted, without such 

an understanding, "it is impossible to grasp, even faintly, much that is 

going on in the art world today."32 In addition, it is likely that Stieglitz 

wrote the art-critical summary that appeared on the editorial page of 

Camera Work regarding Cezanne's watercolors, an incisive, formalist 

summation of certain aesthetics in these works: 

On first glancing at the few touches of color which made up 

the water-colors by Cezanne, the fount of inspiration of the 

younger school of painting, the beholder was tempted to 

exclaim, "Is that all?" Yet if one gave oneself a chance, one 

succumbed to the fascination of his art. The white paper no 

longer 

sunlight. 

seemed empty space, but became vibrant with 

The artist's touch was so sure, each stroke was so 

willed, each value so true, that one had to surrender to the 

absolute honesty, sincerity of purpose and great mentality of 

him whom posterity may rank as the greatest artist of the last 

hundred years. 3 3 

By the end of 1911, Stieglitz had enough confidence to make 

comparative and analytical statements regarding modern art. While in 
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Paris that year, he wrote to Hartmann on December 22 about his 

experience during two days at the Louvre: 

In reality[,] I saw for the first time. All this I did in the 

company of De Zayas or Steichen, or both. De Zayas has 

developed most remarkably. . . . What a pity you couldn't have 

been with us. You would have thoroughly enjoyed the 

treasures we were privileged to see. In short[,] my 

experiences were most unusual and I think they come at the 

psychological moment. Paris made me realize what the seven 

years at "291" had really done for me. All my work, all my 

many and ugly experiences had all helped . . . to prepare me 

for the tremendous experience. Think of it, several hundred 

Cezannes any number of Van Goghs and Renoirs--these are 

the three really big modern painters. Matisse is doing some 

beautiful work, but somehow or other it didn't grip me.3 4 

Until 1917, the year he closed "291" and suspended publication of Camera 

Work, Stieglitz was a premier force in the development of American 

early modernism. Not only keeping alive an experimental approach to 

Cezanne, one that bridged Western and non-Western modern traditions 

in art, for almost ten years Stieglitz also encouraged an open forum of 

art commentary that welcomed change and artistic investigations. 

Brought to the fore was a need to redefine the function and meaning of 

art, a need that forced the most responsive, progressive critics, to re-

evaluate aesthetic canons and face the challenge of Cezanne's art. 
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Cezanne in American Art Criticism 

Taking a stand on the issue of Cezanne and, in some measure, 

justifying personal opinion and taste became a necessity for viable art 

criticism. Those ingrained conservatives who never budged from an 

unrelenting, strident negativism in all matters concerning Cezanne 

today count for almost nothing in the development of an American 

genre in art crtiticism. 3 5 In contrast and exceptions to the rule, a few 

art writers, who earnestly rose to the occasion to the best of their 

abilities, forged responsible commentary about the unorthodox pictorial 

situations that they found in Cezanne's art. 

However, Roger Fry considered the general competence of American 

art criticism in 1911 to be sufficiently substandard to warrant 

terminating a planned American section of art criticism in the London-

based Burlington Magazine. Fry voiced his decision to American 

publisher August F. Jacacci: 

We have been considering the whole position of the American 

side of the Burlington Magazine , and feel that the best plan 

will be for us to give up any hope of having a regular 

American department such as we used to have. The difficulty 

which you yourself have always felt at getting good writers 

makes this, I fear, inevitable. We have spent a 

disproportionate sum on the American contributions, and the 

difficulties of editing are so great, owing to the need of 
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reference to this side, that it seems best finally to abandon it. 

This will not prevent us, however, from publishing 

contributions from time to time when anything desirable 

turns up and when you can find writers capable of treating 

the subject adequately .3 6 

In truth, there were few exceptions to Fry's observations, for the 

most insightful criticism was to be found in a very select genre of 

writings by artists, namely those who had gained firsthand experiences 

with modern European art on the continent. In many cases, these 

Americans addressed the formal values of Cezanne's art with articulate, 

creative dialogue, thus facilitating the emergence of a new genre in 

early modernist theory and criticism. Self-expressive and interpretive, 

this kind of art writing, valuable as commentary upon issues that 

motivated progressive artists toward experimentation in the light of 

Cezanne, was far superior to the sincere but less forceful efforts of 

professional non-artist critics. Not artists themselves and possessing 

limited acquaintance with original works by Cezanne, even the most 

intellectual critics failed to focus on the art itself as a physical object 

with pictorial problems which the artist singularly and individually 

addressed. 

At the time of Cezanne's first shows in this country at "291," there 

were critics who were capable of defending the right of this 'radical' 

artist to achieve self-expression by his own unique means, but, with the 

exception of Willard H. Wright, the problem came in articulating an 
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analysis that would help the public understand Cezanne's styte.37 Of the 

intelligent, resourceful writers about art, many were contributors to 

Camera Work and did write on Cezanne in the periods both before and 

after the Armory Show, but most lacked authentic artistic experiences 

that would qualify them to address Cezanne's achievements such as 

relationships of color and form at the expense of literal representation 

of the depicted subject. Although a number of non-artist critics in this 

category used the term "plastic" in relation to Cezanne, it did not support 

original appraisals of pictorial design or art-historical comparisons. 3 8 

It was after the Armory Show that serious-minded critics did speak to 

current trends in modem art, but they were often not as attentive to the 

art itself as to recondite issues placed under the umbrella of art. Camera 

Work writers such as Maurice Aisen, John Weischel, and Marius de 

Zayas assumed rather distant stances for critical dialogue on various 

profound issues in which the term "plastic" was an indispensable tool to 

incorporate Cezanne into arguments that were exceedingly 

philosophical , but were so at the expense of attention to art in its own 

right. 3 9 Suitable to these authors' discourses, which were committed in 

various ways to advancing avant-garde theories of evolution in art, 

Cezanne's work exemplified the deep changes in the traditional nature 

and function of the art object. In that capacity, it served these three 

writers as a foil against which to present reflections and philosophical 

theories that arose within the intellectual and artistic climates.4 O 
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One of the most sincere attempts to articulate the formal features in 

Cezanne's art and to establish a framework for approaching them is the 

art criticism of Charles Caffin. Of the numerous critics who wrote for 

Camera Work, Caffin was closest to Stieglitz, not only in terms of artistic 

ideology and spiritual Symbolist persuasions, but also as a valued, 

trusted friend.41 An advocate of the Fenollosa-Dow system of aesthetics, 

Caffin often applied artistic ideas derived from Eastern art traditions, 

such as the non-representational values in design and composition, to 

works by Cezanne.42 Like Dow, Caffin emphasized the underlying 

structure of a composition, the relationship between line, mass, color, 

and light/dark contrasts. These formal values, however, were not tied to 

external appearances, but were autonomous and implied a "universal" 

and "harmonious balance of matter and spirit. .. 4 3 

In Caffin's view, Cezanne's greatest achievement in painting was to 

make the abstract--or the spirit, that which is unseen and universal--

implicit in the realm of the concrete as the art object or painting. 

Cezanne accomplished this feat through his ability, in Caffin's view, to 

render form with simplicity and concrete significance, in other words 

with "plasticity." In 1910, he elaborated his view: 

[Cezanne] had a natural tendency to simplify the object 

viewed by reducing the effects of distance and by flattening 

the planes into a pattern. On the other hand he had instinct 

for the value of bulk of form. . He not only simplifies form 

but renders its plasticity. While divesting it of its accidental 
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associations, he expresses its essential qualities, rendering 

abstractions of its shape, and bulk, color and texture.4 4 

This early use of the term "plasticity" in regard to Cezanne's depiction of 

form suggests a knowledge of Weber's art language, and his reference 

to "essential qualities" and "abstractions" indicates both a shared 

concern for the matter/spirit dichotomy and an awareness of Dow's and 

Fenollosa's theoretical principles in art.45 Furthermore, in the same 

essay, Caffin continued, 

The final aim in Cezanne's simplification is to reach an 

organic unity, in order that the expression may be a single and 

harmonious one. Thus the process of gradual elimination to 

which he subjects his vision of appearances is twofold. It is 

regulated by the double purpose of reaching the ultimate 

suggestion of abstract expression and of organizing that 

expression into a unit.4 6 

Caffin's ideas about art--as in the case of Cezanne's that not only 

"simplifies form but renders its plasticity" and can convey some aspect 

of the "universal spirit"--have affinities with Fenollosa's understanding 

of art as an expression that combines concrete image and abstract 

thought to reach a level of universal significance.4 7 In Fenollosa's 

words: "Now a thought, though valuable in its way, is something very 

different from an image. A thought is an abstraction, the dropping 

of particulars, and the holding onto a few universal relations ... 4 8 This 
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tendency to combine formal aspects in art with non-material 

implications continues in Caffin's art-critical writing, particularly 

when the subject is Cezanne. In a major article on Cezanne written in 

1911, Caffin affirms, 

[Cezanne] first and foremost reasserted the principle of 

design as being the foundation of all art. . . . It was precisely 

in the matter of design that the impressionists had failed. 

Their compositions were inorganic, unorganized. It was 

through design that Cezanne would bring the modern painter 

into touch with the great masters of the past. . . . His designs 

must be an organized system of planes, composed of objects, 

plastically real, enveloped in the rhythm of atmospheric 

depth. He established as the principle of form in nature that 

it is based upon the geometric figures of the sphere, cone and 

cylinder. . [One] recognizes that Cezanne's influence is 

tending to bring painting once more into serious alignment 

with everything else that is worth while in modern 

civilization. It is working to affect a harmony between two 

factors that have hitherto been accepted as irreconcilable-

materialism and idealism.4 9 

Of importance is that Caffin does not overtly avoid discussion of 

formal qualities and merits of design in Cezanne's art. However, it is 

through pictorial values characteristic of non-Western art that Caffin 

considers Cezanne's concrete statements in painting. In a pattern 

similar to the development of modernism in this country, Caffin's 

arguments set a somewhat jagged course, in this case an emergence 



218 

from vague Eastern and Symbolist tenets toward firmer formalist 

precepts in art. This perspective underscores the fact that American 

criticism--and early modernist painting, as we shall see--drew from 

many sources. Still dependent upon examples from abroad and lacking 

the benefit of native precedents, progressive ventures in art writing in 

this country had clearly entered the modern mainstream, but with 

somewhat different origins and priorities from European endeavors in 

similar fields. 

Certainly, Caffin was not alone in facing difficulties as a critic. 

All but a few lacked the aesthetic instincts or precepts sufficiently 

sophisticated to meet the pictorial challenge in Cezanne's painting, thus 

the need for foreign guideposts, critical precedents, and references to 

other sources in context with new developments in art. 5 O Far more so 

than Caffin, who countered difficult critical situations by infusing 

commentary with familiar aesthetic precedents from other traditions, 

most art critics simply chose to avoid the "deeper problems of art," as 

one of the most articulate non-artist critics, Willard H. Wright, phrased 

it, because most were "aesthetically illiterate."5 1 

In truth, the degree to which art criticism and art-theoretical 

writing in this country remained reputable depended in large measure 

upon the articulate voices of early modernist disciples of Cezanne, who 

were practicing artists themselves. It was from their firsthand 

experience of Cezanne and from their gifts in writing as artists on the 

subject that most professional critics gained, in a secondhand manner, 
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Yet, even when early modernist artists, 

possessing a greater stockpile of facts and artistic perceptions than 

most, first encountered Cezanne, the impact of his art may have been 

instantaneous, but the capacity to assimilate the unusual techniques, or 

to apply them in an artistic manner, was not immediate. It was only 

over a period of time that the absorption of new aesthetic premises 

related to Cezanne's example advanced, having been greatly facilitated 

by formal discoveries in other concurrent artistic forces such as 

photography, Japanese prints (japonisme), and primitivism. Thus, upon 

meeting Cezanne's art face-to-face, many early modernists, to their 

advantage, had already developed a taste for change and formal 

inventiveness through acquaintance with features in these concurrent 

artistic forces. 

Artistic Context: Photo&raphy. Jaoonisme. and Primitivism 

In addition to the activities of influential individuals such as 

Stieglitz and those closely associated with him at "291," the research into 

Cezanne's art and the tradition of early modernist painting that 

accompanied it was furthered in America by forces that existed 

concurrently in the artistic environment from 1900 to 1920. 

Photography, japoni sme, and primitivism, for example, promulgated an 

open-minded approach to the treatment of form and design in modem 
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creative expressions, and therefore made an advance into the 

complexities of Cezanne's art less daunting.5 2 The shared concern 

among the early modernists for design and for direct presentation of 

geometric form underscored the validity of creative expressions from 

these three developments as visual traditions that reinforced interest in 

the means of expression in art, means that served purely formal and 

self-expressive ends.53 Mainstream currents in the vanguard milieu, 

both abroad and at home, photography, japonisme, and primitivism 

offered early modernists artistic principles that were conducive to 

formal experimentation and, thereby, enhanced the appeal of Cezanne's 

art. Thus, it is inaccurate to assume that the artistic response to Cezanne 

was an isolated phenomenon, incubated in a vacuum. In the full 

context, there were numerous connections among these coexistent 

forces in the artistic environment that strengthened the Americans' 

commitments to experiment with features in Cezanne's visual 

statements. 

Photography 

Photography offered ideas for compositional experimentation 

because it allowed for various means in balancing the effects of two

and three-dimensional relationships in a single design. Even before 

1900, Dow had used nineteenth-century architectural photographs, 
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along with Japanese color prints, as models for design, being 

particularly attentive to the flattening effects and abstract qualities 

formed by the major vertical and horizontal lines of a compositional 

grid.5 4 Weber, who spoke of Dow as the "great teacher of the design, the 

pattern, the two-dimensional," had certainly broadened his perception 

as a painter by experimenting with photography and following Dow's 

example.55 Moreover, his compositional expertise with the camera was 

so well-received that in 1910 he was asked to deliver a talk, 

"Photography," at Clarence White's School of Photography in New York. 

Apart from principles of composition , Weber maintained a 

separation of the two mediums, each of which he valued for its own 

intrinsic characteristics. In his notes for the address at White's school, 

Weber very carefully differentiated between photography and 

painting, considering the former dependent upon "an automatic 

instrument" and the latter a means for creating "architectonically" 

with emphasis on the tactile nature of an art worked by the hand.5 6 At 

the same time, however, he viewed photography and painting as being 

in a complementary, rather than a competitive, relationship. Noting 

that the photographer lays greater "stress upon the choice of material," 

Weber then contrasted the mediums and related "plastic" to a sense of 

touch peculiar to the physicality of painting: 

The painter may begin with a vision or idea (previously 

gained from observation of nature) then go again to nature 
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for facts or truths, while you begin with facts or beauty of 

nature. The difference between these two ans is a plastic one, 

also. There is such abstract beauty in painting[ ,] in the use of 

the material alone which photography does not afford. The 

very to u ch of the painter reveals his strength or grasp of 

matter, and form and color in space and light. The 

photographer of the future will uplift and dignify his 

profession and an through a study of plastic and genuine an 

principles , and thus only shall it be called into the ranks of 

art.5 7 

Also attentive to photography, Hartley once admitted, "I can say 

without a qualm that photography has always been a real stimulus to me 

in all the years I have been personally associated with it. .. 5 8 In another 

instance, he analyzed the relationship between painting and 

photography from a different vantage point, asserting that Sheeler had 

"probably added to his photographic work a different type of sensibility 

by reason of his experience in . painting."59 Sheeler, like Hartley , 

found inspiration in photography for his oil painting. One example is 

the use of the photograph of an ancient architectural monument in 

Tibet as the subject for an oil painting, llasa, 1916.60 In this work , he 

translated the crisp, precise contours of the architectural structure in 

the photograph to a hand-rendered version of the same configurations 

in his oil. 

Working with a wide range of subjects in his art photography, 

which included paintings by Cezanne, Sheeler shot images of American 
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Indian vessels, Pre-Columbian and African masks, and Oriental 

sculptures. He relied upon sharp-focus realism, precise central 

placement, and clear lighting to emphasize the curves and straight 

edges of painted and sculpted objects. The direct presentation in 

painting or photography of pared-down form--whether primitive or 

oriental--was distinctively modem, as was the regard for the subject as 

a self-sufficient, autonomous design entity that transcended 

chronological or cultural boundaries. Possessing a catholic sense of the 

"great tradition" in all good art, Sheeler claimed, "All the arts we revere 

come out of the same main trunk. An underlying current goes through 

all the way to Renaissance, Egyptian, Chinese, back to cave painting. 11 6 1 

In 1917, after working in art photography for both Stieglitz and de 

Zayas, Sheeler, together with Scharnberg and Paul Strand, participated 

in a three-man exhibition of photography at the Modern Gallery. 

Among the photographs that Sheeler displayed was a cityscape of New 

York, which a well-respected press critic, Henry McBride, compared to 

Cezanne's Bouquet de fleurs, 1902-3 (fig. 6): it "has the incision of a 

Meryon print and the inevitableness of Cezanne's Bouquet des Fleurs 

[sic]." 6 2 The Cezanne painting was already known to informed 

modernist audiences in New York, who had seen it the year before at an 

exhibition at de Zayas's Modem Gallery. 63 McBride's observation 

further reinforced the affinity of photography with painting, in this 

case an oil painting by Cezanne. 
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Certain characteristics in Cezanne's art, the extraordinary balance 

in arrangements based on either centrality or asymmetry, the use of 

crossed axes and interpenetrating planes, which may suggest depth but 

never quite allow the eye to progress too far beyond the basic 

squareness and flatness of the canvas, were stylistically compatible 

with similar architectonic designs found in modem photography. For 

example, the well-known photograph by Steiglitz, The Steerage, 1907 

(fig. 9), a special favorite of Weber's, was reproduced in Camera Work 

(October 1911), and in 1915 de Zayas printed the same Stieglitz image in 

the magazine 2 91. 64 He commented that Stieglitz's image exemplified 

"the desire of modem plastic expression . . to create an objectivity" and 

eliminate the subject. 6 5 On the basis of abstract relationships in 

geometrical "straights and curves," yet another critic compared the 

composition of Stieglitz's Steerage to a still life by Cezanne, to Sucrier, 

poires et tapis, 1890-94 (fig. 7), a work in which "Cezanne reduce[s] 

objective nature to the simplest geometrical forms."6 6 

The importance of geometry in these compositions by Stieglitz and 

Cezanne was a feature of Japanese ukiyo-e prints as well. 67 In these 

nineteenth-century works, compositions are often built upon abstract 

relationships of simplified geometric form, the abstract quality being 

emphasized by bold cropping that corresponds with similar effects in 

photography and in compositional arrangements in paintings by 

Cezanne. For American artists interested in new aesthetic options and 

open to fresh influences from "non-traditional" art and graphic 
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mediums, an eagerness to make visual corroborations naturally led to 

the transposition of ideas from one artistic tradition to another. The 

process of a free exchange in aesthetics enriched in general artistic 

enterprise and particularly the attempt to assimilate ideas about 

Cezanne's art. 

Japonisme 

With no established boundaries to repress the artists' conceptions 

of formalist properties, the early modernist approach to art was 

inclusive, formally-oriented, and keenly attuned to direct, simplified 

geometric forms and the spatial dynamics that they easily establish. By 

1900 and even before, a number of early modernists and critics, 

through attentiveness to compositional qualities in photography and 

Japanese art, were better-prepared to appreciate Cezanne's innovations. 

In fact, many artists in this country found in Japanese art bountiful 

ideas for revitalizing imagery, breaking academic norms of 

representation, and establishing a modern daring for "rebellion against 

the accepted and the traditional. n6 8 

Free from a literal, prescriptive formula, Japanese artists 

transformed subjects into stylized, highly sophisticated designs. Their 

prints demonstrate a non-conformist aesthetic that did not go unnoticed 

by scores of progressive Americans who were seeking freedom from 
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imitative styles and new avenues to modern artistic expression. Like 

many of their contemporaries at the beginning of the century, Stieglitz 

and Steichen responded to the simplicity, abstract pictorial 

relationships, and narrow vertical formats that characterize Japanese 

prints. 69 Responding to an aesthetic favored by Caffin, Hartmann, and 

Dow, Steiglitz further demonstrated his enthusiasm for Far Eastern 

aesthetics when he staged an exhibition of twenty-one Japanese prints 

at "291" in the summer of 1909. 70 Colleagues viewing the works were 

quick to recognize associations among the works from different 

traditions he exhibited at "291." For instance, in a 1909 review of oil 

paintings by Hartley at "291," Hartmann pointed to similarities among 

photography, Japanese art, and Hartley's textural, structural strokes of 

"plastic color. .. 71 He noted especially the "Segantini" stitches that 

actually allow the eye to reconstruct "the plastic modeling" of the 

image. 72 Further, he reflected on photography as an artistic precedent 

for painters like Hartley whose style "ignores all previous laws . . . and 

depict[s] life in scraps and fragments ... 7 3 He suggested a three-way 

relationship by noting that lessons in the principles of color came from 

Japanese art, whereas the "lens of the camera taught the painter the 

importance of the single object in space, [and] to realize that all subjects 

can not be seen with equal clearness ... 7 4 

In another instance, Hartmann, reflecting upon the ideas of Dow 

and Fenollosa and articulating opinions within the context of modernist 
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aesthetics, referred to both primitive and Japanese art in his comments 

about Cezanne: 

Cezanne with his direct virilty of unusual colors and his 

straightforward policy of tones has some of that prim it if 

robustness of vision. He advanced beyond the suggestives of 

Japanese pictorialism. The Japanese conquered flat surface 

representation without the aid of perspective, but where one 

of their draughtsman depicted in two planes without relief, 

drawing a crow on a fir branch against a ridge of snow, he 

[Cezanne] furnished merely a poetic description.? 5 

Hartmann's text was probably written in 1911 in conjunction with 

Stieglitz's exhibit of watercolors by Cezanne, works in which delicate, 

diluted color films easily called to mind the subtlety of tint application 

in East Asian art. To express a sensitive appraisal of one particular 

landscape by Cezanne in the exhibit, La Montaigne Sainte-Victoire, 

1885-7 (fig. 8), an anonymous writer revealed substantial knowledge of 

Oriental art. 7 6 The critic wrote, 

After the heated discussion occasioned by the exhibition of 

the Post Impressionists in London, the announcement of a 

roomful of water color drawings by Cezanne, the master of the 

whole school, might be expected to create a sensation among 

the followers of new movements . the exhibition will create 

no sensation whatever, to the master's credit be it said. [His] 

pictures . are as quiet and cool and self-possessed as nature 

herself in her most untroubled moments. One fine little 

landscape, a mountain that might be Fujiyama, but appears in 
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the catalogue as 'Mount Victoire' rising very solid, very 

dignified, and serene, is modeled with a few forcible strokes of 

pale greenish grayish neutral color. There is so little to say 

about the picture, and it is so potent to stir the imagination of 

the lover of nature, that one is tempted to leave the rest of the 

exhibition alone and go an inch or two into the cause and 

effect of this kind of art. The Chinese and Japanese as a 

people love nature more consistently than any other of the 

Eastern races, and many of their greatest works in essence 

resemble this by Cezanne--they are executed . . . almost in 

monochrome and with an extreme economy of treatment, on 

the ground, to quote a Japanese critic, that 'the provision of 

too many sensible attributes in a painting is apt to hinder the 

play of the imagination on the part of the beholders. . . In 

the ultimate analysis painting is, aesthetically speaking, but a 

product of the imagination, and is to be enjoyed by the same 

faculty .'7 7 

Progressive and conservative critics alike, noting the abstract 

qualities of severely simplified form, broken lines , and non-

particularized color marks, linked Cezanne's watercolors with Japanese 

art. Likewise, the patches of bare, uncolored paper in Cezanne's 

watercolors that were often geometric in shape were recognized as 

being similar to those in u k i yo - e prints. Whether liberal or 

conservative, many writers who connected Cezanne's watercolors with 

Japanese art had carefully viewed individual works from both traditions 

and, in both cases, had noted the formal appeal and non-illustrative 

intentions of artists who focused primarily on picture-making. One 
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example is F. J. Mather, an articulate, arch-conservative critic who 

wrote a competent visual analysis that connected Cezanne's watercolors 

with Japanese art. He stated, 

White paper is good enough for a crag and also for the sky. . . . 

Superficially these drawings resemble the work of those early 

Kano painters of Japan, who deliberately enlivened their 

subtle ink washes with a little tint. And again the work is like 

the best Far Eastern landscapes in its abstinence from 

particular effects. . . . The water-colors are among the most 

abstract forms of expression conceivable. Like Far Eastern 

drawings, they are merely symbols for swing and spatiality .7 8 

The critics' use of current tastes and trends within the artistic 

domain for approaching Cezanne's art, with which most, in .1910 or 1911, 

were barely familiar, reveals that many were quite knowledgable about 

non-Western art. In a number of instances, writers faced with 

Cezanne's modem art sought recourse in Japanese aesthetics, using that 

as a base for comparisons. Thus, a background in non-Western art was 

extremely important, not only in validating the art critics' credentials, 

but also in providing them with a means for recognizing and analyzing 

certain qualities in Cezanne's painting.? 9 

American artists had, of course, learned about both Cezanne and the 

pictorial sophistication in ukiyo-e prints at the same time at the Stein's. 

Leo's explanations of design principles in Japanese prints had 

supplemented considerations of compositional features in Cezanne's art. 
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Thus, Americans discovering Cezanne's appeal by carefully noting 

compositional qualities in his art and, simultaneously, hearing Stein 

comment about the Japanese "higher grade of landscape," one "going 

beyond the limits of a naturalistic vision," would find that same "vision" 

in Cezanne's works.80 Stein had described qualities in Cezanne's 

compositions, such as the manipulation of planes, as being similar to the 

Japanese practice of raising the "horizon above the correct perspective 

level" so that "objects placed upon it are more completely seen, and 

there is less dependence upon aerial perspective, or upon the relations 

of diminishing size. n81 An appreciation of Japanese pictorial devices 

may well have stirred Stein's interest in the first painting by Cezanne 

that he and Gertrude purchased from Vollard, La Conduit d'eau, 1879-82 

(fig. 3). Compositional principles and the treatment of space in this 

painting by Cezanne--the sharp angles, planes perpendicular and 

parallel to the support, and the manner in which Cezanne renders the 

foreground structure with a three-dimensional completeness that 

normal sighting could not accomodate--apply as well to pictorial 

features in Japanese prints.8 2 

Through comparisons with non-Western ukiyo-e prints, Americans 

developed a sensitivity to traits commonly found in Cezanne's art. 

Notably, the taste for simple forms, crisp geometric shapes, and pictorial 

elements aligned to the flat, square support found satisfaction in 

Cezanne's ability to create tension between the reality-definition of 

three-dimensions and the design imperatives of two-dimensions, 
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features that were highly prized by Stein, Fry, and Denis alike. The 

Americans regarded this design feature and the spatial dynamics it 

generated as a highly original trait in Cezanne's art. A remark Weber 

made regarding a characteristic in Cezanne's painting is particularly 

pertinent, especially considering his high opinion for Japanese prints, 

which, along with African art, he collected. One wonders if Weber, who 

was always sensitve to formal design qualities in art regardless of 

origin, would have said upon seeing Cezanne's Les Grandes baigneuses, 

ca. 1898-1905, on view at the 1907 Salon d'Automne, "As in the 

watercolors, much of the barren paper is visible. But somehow, the way 

he painted the canvas, though bare, geometrically plays as important a 

part as the parts that were covered with pigment," had he not had 

protracted exposure to Japanese prints. 8 3 

Encounters with art that suggested new ideas in original 

compositional structure, use of color, and treatment of form stimulated 

inventive attitudes and creative expression among the ten Americans, 

and often did so as a combination of impulses rather than as the 

application of singular effects. These precedents spread a vindication 

for artistic license, the will to experiment, and an eagerness to seek 

design principles that ignored all curtailments upheld by academic 

acceptability in art, particularly so when seen in the light of Cezanne. 

Again, Weber's words exemplify the enthusiasm that liberating artistic 

forces engendered in the early modernist approach to art and serve as a 

fitting summation of the effect of Cezanne's works, and japonisme, on 



American perspectives. 

learned to love the 

"Through him [Cezanne]," 

archaic. Through him I 

232 

stated Weber, "I 

altered my 

interpretation or understanding of the Far Eastern art. I learned to 

distinguish the three-dimensional painting from the two-dimensional 

flat painting. 11 8 4 

Primitivism 

To a large extent, the ability of American modernists to 

understand Cezanne depended upon the ease with which each could 

place his painting into some familiar artistic context. Photography, 

Japanese prints, and primitivism all contributed to a particular setting 

of artistic ideas and conditions that influenced American responses to 

Cezanne's painting. Conducive to a modem vision, this context 

encouraged formal expressiveness, individual technique, and 

independence from any demands for a detailed likeness. Features in 

these fields of art spurred inclinations to formal experimentation in the 

interests of direct expression, originality, and secession from or break 

with stale conventions, in short to understanding art as a function 

primarily concerned with the means of expression. 

As early as 1894, in a combination lecture and lantern slide 

presentation, Fenollosa had emphasized individual vision in art, noting 

that "imagination implies originality ... g 5 His remarks contributed to the 
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modern outlook by showing that an from vastly different cultures and 

epochs (Chinese, Japanese, Italian Renaissance and Dutch Baroque) can 

still share a common base in terms of a "close similarity in power of 

imaginative construction. "86 Five years later, Fenollosa's protege Dow 

based his teaching text, Composition, upon the design principles of 

Japanese ukiyo-e prints and noted the basic artistic adaptability of 

"primitive form," that which is basic and elemental, to order and 

harmony in composition. 8 7 In Dow's view, in music as in an, the new 

and the old were continuous in creative expression. From the "Pan-

pipes of old," he wrote, "music has developed to the masterpieces of 

modem times. "88 Like his mentor, Dow adopted an open-, broad-minded 

approach to art: 

Patterns marked with sticks on Indian bowls and pots, or 

painted in earth colors on wigwam and belt, or woven on 

blanket, this form of art has grown, through the complexities 

of Egyptian and Peruvian textile design to the splendor of 

Byzantine mosaic, the jewel patterns of the Moguls, and Gothic 

sculpture: from rock-cut pillars of cave temples to the 

colonnade of the panhenon. 8 9 

Relevant to an in general in the late nineteenth and early twentieth 

centuries, the term "primitive" had a wide range of attributions, much 

more so than it does today. Designating not only early and proto-

Renaissance art, the an of tribal cultures, and folk an, the term also 

referred, in many instances, to Japanese prints. 90 It was comparable to 
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"archaic" in the sense that both applied to forms of stylized, non-

illusionistic art in its beginning or original stages. However, unlike 

"primitive" art, "archaic" art belonged to an order that was destined to 

achieve, in some form and at some time, a lasting acclaim in the 

tradition of Western art, such as fifth-century B. C. Greek classical 

sculpture.91 

Most fully developed as a European phenomenon, primitivism, 

like japonisme, was a vital source for new modes of formal transaction 

in tandem with the burst of creativity set forth by major French Post

Impressionists , Cezanne being in the forefront. Like non-Western 

traditions, which featured technical virtuosities completely alien to the 

normative academic standards for naturalism, Cezanne's art had an 

uncompromising directness, simplicity of form, and truth to the means 

of expression that found no favor with hard-set, stale artistic 

conventions. Offering qualities entirely compatible with these modern 

perceptions, japonisme and primitivism constituted a part of the whole 

phenomenon of modem art and presented new realms in aesthetics that 

meshed nicely with American early modernist interests in Cezanne's 

highly original pictorial situations. 9 2 

Cezanne's treatment of form, if not pivotal, was highly 

influential in leading many modern artists to appreciate the "plastic" 

qualities in primitive art and vice versa. The antimony between two

and three-dimensional vision was discussed earlier in terms of Japanese 

prints and as an issue that led to Denis's comments on Cezanne's 
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Now, in the context of the 

dichotomy between sculpture (primitive sculpture) and painting, we see 

that Cezanne provided solutions to problems particularly bothersome to 

Fauve painters, Matisse most importantly. In the dramatic surface 

effects of Fauve painting, color was emphatic, but was not used in the 

service of structure and form. With the new focus on sculptural form 

inspired by the interest in primitive art that blossomed in the early 

twentieth century, there was the need for a balance between color as a 

decorative surface pattern and color as the basis of structure in 

modelling. For many modernists , the bridge between surface design 

and modelling could be found in Cezanne because his art, linked with 

primitive art in the sculptural effects and severe simplifications of 

form and with the flat requirements of surface design in ukiyo-e prints, 

answered the two- and three-dimensional demands in painting. 9 3 

The direct expression, simple geometric form, even the awkwardness 

in primitive art, all spoke of origins and originality. An open rejection 

of the jaded, closed societies, primitivism emphasized pure essentials and 

related easily to the basic qualities of color and form relationships , as 

well as the unadorned architectural or compositional plan, in Cezanne's 

paintings. 94 Early modernist documentation to this effect exists in 

Weber's memoirs. He spoke of a visit to the Palais du Trocadero to see 

African art soon after his arrival in Paris 1905 and noted the "verity" 

and "passion" of subsequent discussions concerning "the art of the 

primitives and the new paths plowed by the masters (Cezanne, Renoir, 
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Gauguin) ... 95 At a slightly later date, the words of Weber's friend, 

photographer Alvin Langdon Coburn, confirmed the appeal of basic 

qualities in Cezanne's watercolors. After viewing a group of his works , 

Coburn wrote Weber, "What a pity I could not have made a portrait of 

Cezanne! There was a room full of about thirty watercolors of his at the 

last Grafton show that were simply marvelous for simple directness of 

observation ... 9 6 

More than japonisme, primitivisim had strong ties with Symbolist 

aesthetics, primitive cultures answering directly to the sentiment of 

this late ninteenth-century movement whose principle figures yearned 

for a return to natural, primitive states of existence and found in the 

purity of such a stimulus for creative processes.97 Matisse, although 

not a major figure in the Symbolist movement, had studied under the 

Symbolist artist Gustave Moreau. Harboring a number of his teacher's 

sentiments, Matisse certainly acquiesced to the group's anti-descriptive 

aesthetics and to their desire to look back to art of the past or "other" 

cultures for inspiration, rather than to the expressions of an imperfect 

present. Echoing a prevalent sentiment among leading Symbolists, 

such as Denis, who had mentioned Moreau, Persian carpets, mosaics, and 

Veronese in his article on Cezanne, Matisse spoke of measuring the 

worth of his work by comparing it to past art, art which had stood the 

test of time.98 With an intense desire to learn the truth about art in 

general by seeking out the sources for the natural non-mimetic 

expressions in primitive art, Matisse had spoken of the "plastic" 
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sculptural power of Cezanne's art and, together with the influential art 

critic Guillaume Apollinaire, was instrumental in establishing "plastic" 

as a term applicable to primitive art. 

Possibly introduced to the term "plastic" by Matisse in a 1907 

interview, Apollinaire at that time quoted that artist's words, "I must 

express myself with purity . . . by putting down four or five spots of 

color . . . or by tracing four or five lines that have plastic expression. "9 9 

In the same 1907 interview, Apollinaire spoke of Matisse's "plastic 

expression" in art as a "lyrical expression," one in which formal 

elements are freely manipulated for expressive but not literal purposes. 

Of note, too, is Apollinaire's mention of "plastic script" as an important 

source for an artist. I 00 By "plastic script" Apollinaire meant the art of 

ancient civilizations and primitive cultures, "the hieratic Egyptians, the 

refined Greeks, the voluptuous Cambodians, the productions of the 

ancient Peruvians, the African Negro statuettes proportioned in accord 

with the passions that inspired them," the gauge against which Matisse 

measured his own modern art.101 Artistic references to varieties of 

traditions enhanced Matisse's stature as an artist, in Apollinaire's view, 

and Matisse "by constantly comparing his art with other artistic 

conceptions," ensured an open-mindedness to "plastic arts" that the 

French critic fully acclaimed. I O 2 

Thus, Apollinaire and, more so, Matisse established that "plastic 

expression" referred to art that was not "an appendage of literature" but 

was instead an arrangement of formal elements determined by the 
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artist's feelings. IO 3 The art theories of not only Matisse but also 

Apollinaire were known to progressive American artists and critics. In 

fact, the prominent American art critic Willard Wright, who referred to 

an artist as "the conscientious seeker for significant plastic expression," 

praised Apollinaire for his enlightened attitude toward new artistic 

efforts and was, undoubtedly, mindful of his critical terminology. IO 4 

Primitivism, then, encompassed both art and an approach to art 

based upon self-expression and individualism, a freedom from 

inhibitions and a means for access to the "essential." Matisse himself 

had said, "When the means of expression have become so refined, so 

attenuated that their power of expression wears thin, it is necessary to 

return to the essential principles." I 05 Using a similar diction, Denis, 

who was also concerned with the power of expression, stated that 

"[Cezanne] is a simple artisan, a primitive who returns to the sources of 

his art, respects its first postulates and necessities, limits himself by its 

essential elements, by what constitutes exclusively the art of 

painting." 106 Further, Denis made explicit links between "plastic 

expression," primitive art, and Cezanne. Cezanne, according to Denis, 

transposed "the data of sensation into the elements of a work of art," 

into a "plastic expression" that "aims at the creation of a concrete 

object," a sincere "original expression" in the way that primitive art 

is.107 

On the American front, critics, as well as early modernist 

painters, followed European precedents by connecting Cezanne, "plastic 
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expression," and stylistic aesthetics associated with primitivism. I 0 8 For 

art writers, as well, this was true, particularly for gallery owner Marius 

de Zayas. In his major publication A Study of the Modern Evolution of 

Plastic Expression, a collaborative effort with Paul Haviland, de Zayas 

argued that modern art had no future without departing "from 

established standards in plastic expression," and reverting to new 

sources in primitive forms and designs, primitive art being most 

important as "the work most closely related to the feelings." 109 Another 

source was Cezanne, whose basis of inspiration was the outside world 

and whose "plastic expressions" had a modem intellectual manifestation 

that bespoke essential, primitive form, as de Zayas clarified by 

including only one illustration in A Study of Modern Evolution of Plastic 

Express ion pamphlet, a reproduction of Cezanne's four-figure Les 

Joueurs de cartes, 1890-2 (fig. 10). To a large degree, de Zayas's 

admiration for the originality in Cezanne's power to discover new 

shapes arose from a scientific approach that encompassed complex 

evolutionary theories concerning modern artists' difficulties in 

discovering new forms.110 

For Matisse, however, formal considerations prevailed in any 

theoretical stance, certainly in one exemplified by the art of Cezanne. 

"Plastic," for example, applied to primitive art, to the uniquely 

expressive construction of volumes with a "fine plastic power" such as 

that found in African art and in Cezanne's sculpturesque treatment of 

form, as well as to formal elements in a composition with "plastic 
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expression." 111 Matisse had made clear to audiences of early modernists 

the extent to which the volumes in African art appealed to him, the 

fullness of sculptural forms close to the solid volumes in Cezanne's 

objects. According to Weber, there were discussions on that subject in 

the Matisse Class in 1908: 

[Matisse] was very proud of his small but very choice 

collection of African Negro sculpture, and this was before 

Negro sculpture overwhelmed . . . the art of the continent. He 

would take a figurine in his hands, and point out to us the 

authentic and instinctive sculpturesque qualities, such as 

marvelous workmanship, the unique sense of proportion, the 

supple palpitating fullness of the form and the equilibrium in 

them.112 

Such a demonstration surely clarified for the Americans present the 

flexibility of artistic considerations that "plastic" connoted. To find the 

truest "plastic" nature of form, Matisse, because of his open-minded 

response to formal affinities in art regardless of the medium or culture, 

could measure the chromatically-rendered volumes in Cezanne's forms 

with the solidly cut forms in African sculpture, gauging in each 

medium the "fullness of form."113 Weber's attention to the expressive 

potential of primitive forms is easy to trace, not only in his remarks 

about the fourth-dimensional power invested in a "Tanagra" or "Congo 

statuette," but by the inclusion of these forms in paintings such as 

African Sculpture, 1910.1 14 Furthermore, his recollections of the class 
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document Matisse's instruction about the impact of "basic principles of 

design and color in the ancient arabesque of Far Eastern art--Chinese, 

Persian and Hindu . upon Western art" and his focus on "essential" 

form in African and Greek archaic sculpture.115 Admittedly "inspired 

by Cezanne's archaic gifts and primitivism," Weber remembered 

learning from Matisse: 

In calling our attention to the salient points in the human 

body, its movements, volume, sculpturesque content and 

equilibrium, he would refer to African Negro sculpture, the 

great archaic Greek of the fourth and fifth centuries B. C. , and 

unfailingly to Cezanne's architectonic, masonic plasticity. His 

unique vision and unexcelled, meticulous execution, spiritual 

values, poetic nuance and significant gesture were sought, no 

less than the plastic attributes and values .1 1 6 

In another instance, he recalled, 

As the years rolled on, Cezanne's spmt and concept reigned 

supreme. Young aspiring painters from all over the world sat 

for hours at a time, analyzing Cezanne's color construction 

and design; his alluring archaic type of beauty and austerity, 

which rehabilitated and enriched the art and intrinsic 

meaning of painting then, and for all time. I 1 7 

Americans valorized archaic and primitive art both for the introduction 

to Cezanne's works that each offered, and for the means by which each 

reflected the current interest of a wider European avant-garde, 
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including the naive "primitive" work of Weber's self-taught artist 

friend Henri Rousseau.11 8 

In addition, in the scholarly writing of Julius Meier-Graefe, who 

was familiar to many progressive American artists, there were 

references to "primitive" and "archaic" qualities in Cezanne's art. 

Writing about a still life by Cezanne, Meier-Graefe noted, "I feel as if I 

had been looking at some amazing primitive sculptures. . . . The effects 

he produces are primitive . . . in so far as they give us that icy sense of 

grandeur which we enjoy in the contemplation of ancient 

masterpieces. 11 119 Certainly, too, many early modernists from this 

country knew of Bernard's criticism, an early sample of which had 

described a portrait by Cezanne, presumably Portrait de Madame 

Cezanne, 1872-7 (fig. 1), as being "essentially hieratic and of a purity 

known only to the pure, primitive masters. 11 120 To illustrate the breadth 

of meaning in "primitive," there is Cezanne himself who claimed that "I 

am a primitive. I've got a lazy eye. I have twice presented myself to the 

Ecole, but I do not get the proportions right: a head interests me , I make 

it too big." 121 Fry as well , whose words were familiar to American 

modernists, had in 1910 separated Cezanne from the Impressionists on 

grounds of the keen design of his primitivism: 

Cezanne, when rendering the novel aspects of nature to 

which Impressionism was drawing attention, aimed first at a 

design which should produce the coherent, architectural 

effect of the masterpieces of primitive art. Because Cezanne 
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thus showed how it was possible to pass from the complexity of 

the appearance of things to the geometric simplicity which 

design demands, his art has appealed enormously to later 

designers. They recognize in him a guide leading them out of 

the cul de sac into which naturalism has led them. Cezanne 

himself did not use consciously his new-found method of 

expression to convey ideas and emotions. He appealed first 

and foremost to the eye. I 2 2 

"Primitive" in this context refers to the masterpieces of early Italian 

painting, 123 and, although the term appears five other times in Fry's 

Preface to the 1910 Manet and the Post-Impressionists exhibition, it has 

different connotations, primarily a concern with design and 

compositional coherence. Fry sets the focus of Cezanne's primitivism on 

formal expression, such as the "geometrical simplicity which design 

demands," and recognition of the need to "subordinate consciously the 

power of representing parts of [a] picture as plausibly as possible, to the 

expressiveness of [the] whole design."124 

Clearly, for the ten American artists of concern here, 

primitivism was a powerful force in the artistic milieu. Multi-faceted 

and without clear boundaries, primitivism implemented the Americans' 

understanding of Cezanne. As an artistic force, it broadened the 

formalist, design-oriented modernist vision, energized the taste for 

experimentation and, in the words of Denman Ross on the subject of 

design, raised the standards in painting for "getting as many 

connections making unity as possible." 125 Intent on inventiveness as 
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they expanded their knowledge of Cezanne, the early modernists viewed 

primitivism and japonisme not only as general stimulants to aesthetic 

explorations but also as forces entirely compatible with a modern 

approach to Cezanne's art, whether the focus be on the "fine plastic 

power" of Cezanne's form or on the spatial relationships or 

compositional structure of such form.126 

In a number of cases, the sustained, visual probing of formal, 

structural aspects and relationships between aesthetic expressions of 

diverse origin is demonstrated in an artist's writings as well as in works 

executed in a physical medium. With ease, for example, Weber in 

"Chinese Dolls and Modem Colorists" (1910) compares achievements in 

primitive, Oriental, and Cezanne's art, works that are "masterpieces" but 

"unpretentious and distinguished ones," on the basis of sincerity of 

expression and rejection of scientific color theory .127 In his text, 

Weber suggests a link between art and ways of life that recalls Hartley's 

sentiments about Whitman and Cezanne, when Hartley wrote, "They are 

most of all, the primitives of the way they have begun, they have voiced 

most of all the imperative need of essential personalism, of direct 

expression out of direct experience." 128 

Because they were attentive to alternative forces in different 

artistic traditions, m particular in the fields of photography, japonisme, 

and primitivism, the early modernists worked toward formulating 

sophisticated aesthetic value systems that were capable of addressing 

and assimilating the complexities in Cezanne's art. Their exposure to art 
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forms from different cultures and the premium they placed on design, 

inventiveness, and originality expedited the attempts to experiment and 

to adapt liberating ideas from Cezanne to individual artistic idioms. 

Often the testing of new possibilities led the early modernists into 

forays with diverse art styles, including cubism, futurism, and 

abstraction, but the return to Cezanne's art, the durable paragon of 

formal construction, was inevitable. 

Furthermore, these Americans repeatedly referred to Cezanne's 

original, unmatched pictorial achievements in their art-critical and 

theoretical writing. Portions of artists' writings not only demonstrate 

the relevance of non-Western art traditions to resourceful adaptations 

of Cezanne's painting style, but they also establish a tradition of early 

modernist art theory, one that offered progressive, enlightened 

commentary on new issues in art and on the extent to which these 

developments hinged upon Cezanne's painting. For the first time, 

American artists practicing primarily in this country offered an avant

garde corpus of critical/theoretical discourse, fully informed by 

European currents yet solidly built upon individual experience and an 

American intellectual legacy. 

Professional critics had tried to establish such a tradition, but had 

not entirely succeeded, largely because they lacked a perspective 

sufficiently comprehensive to address the modern painting of Cezanne 

in the context of current artistic trends and past art. Nor could they 

assess Cezanne's achievements from personal experience as artists. 
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Thus, they occasionally used Cezanne for personal purposes, advancing 

a singular favored style or ideology, but one separated from any sincere 

appreciation for the extent of this modern master's artistic 

achievements . 129 In contrast, the early modernist writings combined 

knowledge gained from broad exposure to new art, with Cezanne in the 

forefront, with perspectives based upon the thought of native literary 

icons. Their background thereby accounted for a liberated, modern 

outlook that embraced change and struck, finally , an irremedial break 

from the confines of "genteel" conservative conventions. 

Artist's Writini:s: An Early Modernist Critical Tradition 

Though widely divergent in manner of expression, the discourse of 

early modernist artists bears similarities in content. Most often, either 

in theoretical arguments or formal analyses, there is reference to some 

physical, "plastic" aspect in Cezanne's art. Among these characteristics 

are: volumetric forms; new priorities in design, such as form 

relationships; and Cezanne's "plastic expression," which exemplified 

formal, pictorial concerns, simplification and direct self-expression, at 

the expense of mimetic illusionistic demands. Furthermore, when an 

early modernist referred to some "plastic" feature in Cezanne's work, 

there was the implication (as with the "plastic expression" of Denis or 

Matisse) that the goal was flexibility in the manipulation of formal 
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elements and a kind of "primitive" purity and sincerity in the treatment 

of form for expressive purposes. I 3 0 

Occasionally, the Americans wrote of their own painting using 

the same terminology that they applied to the expressive qualities and 

devices in Cezanne's art. An example is Weber, writing in 1913 about his 

own Cubist-oriented Crystal Figure studies: 

They are in plasticity, what they are. . . They are not 

intended to illustrate . nor can writing or speaking help 

explain them. They are not pictorial explanations of facts, 

things or events. They are expressions of fancy[,] of form, 

of color, of design. . . Just study in them the infinity of tints, 

the delicate adjustments of color and spacing and form. I 3 I 

At other times Weber and a number of his fellow modernists 

focused on the emotive force that Cezanne's formal arrangements 

evoked and on the matter/spirit concordance associated with his art. 

Among the artists who had had contact with Matisse, there was a 

tendency to demonstrate the sense of permanency in Cezanne's art by 

comparing it with the art of ancient civilizations or cultures untouched 

by the corruption of modern life. This scheme also sanctioned 

Cezanne's works by implying that his treatment of form had an affinity 

with the "essential" form seen in the art of earlier great periods, 

namely the eras of Egyptian, Assyrian, Archaic and Classical Greek 

sculpture. I 3 2 The appreciation of such early art that had withstood the 
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testimony of time had its corollary in American philosophy: James had 

advocated "plastic truth," the value of which comes from looking at old 

truths, which he described as being more "plastic," their "plasticity 

being measured by their success in "lean[ing] on old truth and 

grasp[ing] new fact."133 Likewise, the policies of both Stieglitz and his 

cohorts at "291" were based upon keeping the past constantly in mind 

when considering works of art. Indeed, a Camera Work critic wrote the 

following maxim for Stieglitz's publication: 

The real truth is that the Photo-Secession Galleries are an 

imaginatively ideal link between the present and the past. 

Throbbing, pulsing with life, the life and artistic achievement 

of today, it is neverthetless a life that connects itself 

immutably with the past, because its roots, as has been said of 

all religions, are so 'deep in the earth of man's nature.'134 

Much of the strongest early modernist commentary in this 

country echoed the connotations that Matisse and other French artists 

and writers had given to "plastic," especially as a term uniquely 

pertinent to Cezanne. American artists were also sufficiently well-

assured to establish their own associations between "plastic," modem, 

ancient, and primitive art and Cezanne, combining concepts from non-

Western, European, and native sources. In both their writings and their 

artistic expressions they sought to get "as many connections making 

unity as possible."135 Between 1900 and 1920, a vital criterion for 
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originality in art, in the eyes of early modernists, was its order of 

formal validity in terms of "plastic relations," "plastic design," or 

"plastic expression," all phrases that immediately provoked 

consideration of some quality best seen in the art of Cezanne. Even 

Hartley's comment on the "Red Man" as a "genius in plastic expression" 

suggested a relationship not only to originality and free expression in a 

primitive form of art, but also to Cezanne.13 6 Modern creativity in a 

"plastic expression," whether applied to the Red Man or to Cezanne, 

signified an emphasis on physical materials, not seen without 

subjective counterparts, and a free inventive expression through the 

medium, rather than an exact, literal reproduction of observable 

realities. Also associated with the phrase was the perception of art as an 

autonomous entity, made so by the relations of parts to each other and to 

the whole for which they exist. 

Marsden Hartley 

Hartley deeply admired the American Indian's "plastic 

expression" in which hues of the earth on flesh served as a medium for 

a spiritual drama about freedom, nature , and basic needs in both art and 

life. The formalist-orientation and lyrical undercurrent typified by 

Matisse's "plastic expression" and in Denis's ideas concerning Cezanne's 

"plastic expression" applies as well to Hartley's concept of the Red Man's 
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art as a "plastic expression," in all three cases of which a 

subjective/objective transferal is implicit in decorative formal 

arrangements. American landscape painting would, according to 

Hartley, remain mediocre unless artists had the courage to "get a 

connection with their own native land" and shun "effete conventional 

methods," as Cezanne had done.13 7 

In the late 1910s, Hartley's esteem for the American Indian was 

based upon the similarities to a particular unity that he detected in 

Cezanne's art, his way of life, and the peculiar fusion of his spirit with 

his native land, notably in the motif of Mt. Sainte-Victoire. For 

American landscape painters, there were regions of their own country, 

in Hartley's view, that offered the "primal significance of a classical 

subject," and extended "the superb invitation to be for once original," to 

consider "painting as a means of expression" and to escape the pitfalls 

in conventional aesthetics that kept a painter from first-hand contact 

with the land.13 8 In some ways sharing characteristics with the native 

American Red Man were Cezanne and Whitman, also "primitives" 

according to Hartley, who were at the "the gateway for our modem 

esthetic development, the prophets of the new time." 139 He wrote of 

Cezanne and Whitman: 

They are most of all, the primitives of the way they have 

begun, they have voiced most of all the imperative need of 

essential personalism, of direct expression out of direct 
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experience, with an eye to nothing but quality and proportion 

as conceived by them.14 O 

From Hartley's perspective, Cezanne's art was first and foremost a 

technical, aesthetic feat, "a removal of all significance from painting 

other than that of painting for itself." 14 1 For example, according to 

Hartley, Cezanne's watercolors, "so rich in form as well as radiant with 

light," were like new instruments making possible "the realization of 

finer plastic relations." 14 2 No matter that Cezanne often left his 

watercolors "unfinished," they were unique because even if only "at the 

halfway point ... the design [was] always locked."143 Reasoning with a 

formal, analytical power more natural to a painter than to a non-artist 

writer, Hartley considered Cezanne to be one of "the great logicians of 

color," and "certainly the most logical analyst of light the world has 

ever known."144 Moreover, he claimed, 

No one will ever be able to paint like Cezanne ... [will] ever 

appear again with so unbelievable a faculty for dividing 

color sensations. Has anyone ever placed his color more 

reasonably, with more of a sense of time and measure than 

he?145 

When first confronting Cezanne's work in its original state, 

Hartley was profoundly moved, particularly attracted to his color, and 

even when broached about other matters of art, he rarely failed to join 
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with these comments some philosophical reference to Cezanne's color 

effects. In a long letter to Stieglitz, also written in 1912, Hartley told of a 

side trip to London and the British Museum where he had viewed the art 

of ancient and primitive cultures: "One gets into such close touch with 

those civilizations which were so prolific in the production of art--the 

Egyptians--the Assyrians--the Africans[,] and learns . . . what the real 

significance of this fine thing is which we call art." 14 6 After noting 

that the art in the British Museum "glorified the specific genius of each 

[civilization], either for purposes of religion or for symbolism or pure 

mysticism," he moved quickly to comments on the color in Cezanne's 

"finest expression as pure vision" in the watercolors.14 7 

While abroad, even though he broadened his interests in 

European mysticism, Hartley was stimulated primarily by physical 

reality and perceptual experience, rather than strictly spiritualist 

inner illuminations.148 Like other early modernists, he responded to 

the legacy of Emerson and Whitman, which both bound his creative 

efforts to subjective encounters with nature, the experiential over the 

purely conceptual, and established the felt experience derived from the 

physical realm as the driving force behind his art. I 4 9 Although 

knowledgeable about European mystics and a broad range of spiritualist 

theories, Hartley's spiritual and subjective approach to art remained 

"experiential." 150 Dependent upon external sources, it arose to a large 

extent from native sources of mysticism, primarily those of Whitman 

and Emerson whose spiritual cast was firmly anchored in the natural 
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world. Thus, even if he might write of Cezanne's watercolors as 

"registrations of pure sensation out of a peaceful state of mind" and 

then deem Cezanne as "the first cosmic painter," the watercolors 

themselves were not cosmic.15 1 Rather, they were concrete 

expressions, "registrations of pure sensation," with references to the 

natural world. Hartley made this reliance upon phenomenal reality 

clear in 1913, when he said of his own work, "I am simply painting vivid 

sensations of finite and tangible things." 1 5 2 

In his correspondence to Stieglitz in 1913, Hartley singles out 

James as a source of inspiration that was responsible for initiating 

changes and experimentation in his artistic expression.15 3 Again in 

1913, Hartley, revealing knowledge of James's chapter on Mysticism in 

Varieties of Religious Experience, divulges mystical inclinations, but 

not as diversions to an artistic impulse arising from the world of 

appearances: 

I am mystic too, What I want to express is not rational but 

universal there is beyond consciousness--another 

consciousness--'that beyond the eyesight is another eyesight' 

as Whitman puts it, For myself I know that art has never 

before gone so deeply into the psychic sensations as it goes 

now--the French look for problems that necessarily amuse 

the intellect but there is something beyond the intellect 

which intellect cannot explain--there are sensations in the 

human consciousness beyond reason--and painters are 

learning to trust these sensations and make them authentic on 
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canvas. This is what I am working for. It has its best example 

in the last work of Cezanne, especially the watercolors which 

are from my point of view mystical expressions--without 

symbolism of course--but they are excursions into a new 

sphere.154 

The intellectual legacy of Emerson, Whitman, and James contributed to 

Hartley's ability to mould extreme subjectivity into an artistic scenario 

that was based upon the need for direct experience of phenomenal 

reality, one filtered into a perspective sensitive to physical objects and 

nature in the manner of Cezanne. Concerning intentions for pictures 

that he executed, Hartley wrote, 

Art creates itself out of the spirit substance in all things. A 

picture is but a given space where things of moment which 

happen to a painter occur. The essential of a real picture is 

that the things which occur in it occur to him in his 

peculiarly personal fashion. It is essential that they occur to 

him directly from his experience, and not suggested to him by 

way of prevailing modes.15 5 

The extent to which personal, perceptual experience of Cezanne's 

watercolors affected Hartley was as broad as the forum for his writing. 

At one time praising Cezanne's watercolors as "mystical expressions," 

Hartley also respected their down-to-earth quality and their 

"autographic" aspect, the works having a "specialized personal 
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signature." 156 When Hartley wrote about Cezanne's art, he was usually 

motivated to do so by the watercolors in which he saw an expression of 

"that which is essential. " 1 5 7 

I wonder if the individual psychology of El Greco, Giotto and 

the bushmen had nothing to do with the idea of life, of nature , 

of that which is essential. Whether the struggle of El Greco 

and Cezanne, for example, had not more to do in creating their 

particular individual aesthetic than any ideas they may have 

had as to the pictorial problem. . . Who will not, or cannot, 

find that quality [the autographic aspect] in those 

extaordinary and unexcelled watercolors of Cezanne, will find 

nothing whatsoever anywhere. There is not a trace 

anywhere in them of struggle to problem: they are expression 

itseif.15 8 

For Hartley, the unique , autographic aspect of Cezanne's watercolors 

exemplified the artist putting himself into his work , thereby 

epitomizing the self-expressive quality in art , perhaps the one most 

highly prized by early modernists. In another instance, when he stated 

that the power of Cezanne's art was so valuable that it "must be accepted 

almost as dogma," Hartley revealed the depth of feeling about his subject 

and his enterprise in summoning an equivalent in writing to match the 

strong perceptions and deep feelings that such "dogma" elicited.15 9 

A characteristic that is prominent in early modernist writing is the 

disclosure that artistic impulses were dependent upon a perceptual 
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experience and a direct contact with the natural, external world. 

Despite the fact that some American writers enlisted European Symbolist 

concepts and terms (e.g., the relationship of "original" to that which is 

"essential," "primitive," and "plastic") to express ideas about Cezanne's 

art , the early modernist approach to art differed significantly from the 

late-nineteenth-century European Symbolist movement. Whereas 

many Symbolists understood the impetus for art to be abstract and 

internal, such as a subjective feeling or an idea that was translated into 

an objective formal arrangement or symbol, the American artists 

typically considered the stimulus as being drawn from the tangible 

world, from perceptual knowledge of a natural form or object.1 6 0 

Charles Sheeler 

In early modernist writing, one repeatedly finds that the authors 

link art of different epochs with Cezanne's painting, frequently using 

the term "plastic" to describe some aspect of his art and often some 

manifestation of order related to it. The interest in order is particularly 

noticeable in the writings of Charles Sheeler, who, despite his claim 

that he did not have a formal theory of art, made numerous statements 

that reveal a blend of American and European perspectives in his 

preferences. Sheeler spent only ten days in Paris, in 1909, having come 
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to that city after studying with Scharnberg the frescoes of Giotto and 

Renaissance masters in Italy. This experience prompted him to write: 

Seeing the works of the great Italians brought to our [his and 

Schamberg's] consciousness that design, in its larger sense, 

comprised the structure of a picture. We had been accustomed 

in arranging objects for a still-life, for example, to select and 

place them ageeably without consideration for other 

relations. It was apparent in the works of Giotto, Masaccio, 

Piero della Francesca and others that forms must be placed 

with primary consideration for their relation to all other 

forms, as well as to those adjacent, in the matter of their bulk, 

color or direction of movement to achieve an architectural

like structure. I 6 1 

The structural clarity and simple forms of the Italian works were 

easily absorbed by Scharnberg and Sheeler, much more so than were 

certain features in art by Cezanne, Matisse, Picasso and Braque, which 

Sheeler saw in Paris.162 Although overwhelmed by the "strange 

pictures" of Matisse and Cezanne, Sheeler, nonetheless, noted the 

"revelations being made by the artists [in Paris] who were opening up 

new territory, charting new roads and revivifying the past by directing 

attention to that which is intrinsic."163 Like other early modernists, 

Sheeler recognized the value of the past as a repository of creative 

expression that had stood the test of time, the position held by Matisse 
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and a thesis important to Emerson, who had argued, "Thus the new in art 

is always formed out of the old."164 

Sheeler articulated another major contribution to early 

modernist theories that heralded the autonomy of art when he wrote: "I 

am largely attracted to things seen in nature by instinct for their 

intrinsic beauty rather than seeing them as manikins upon which to 

drape my pet theories. "165 Sheeler's interest in order, design, and 

nature in relation to art betrays a puritanical strain and the importance 

of native literary works to early twentieth-century modernist artists in 

America. Echoed in Sheeler's words relating design and order to art is 

Emerson's comment: "The world has form and order; there is no trifle, 

there is no puzzle, but one design unites and animates the farthest 

pinnacle and the lowest trench." 166 Neither intuition nor the mystical 

sensations of Hartley were Sheeler's guide; rather, he was intent upon 

order, intellect, good design, and a structured kind of painting, such as 

he came to appreciate in the oil paintings of Cezanne. 

By 1916, Sheeler's salient inclination for organization was even 

better articulated, this time accompanied by spiritual concerns: 

I venture to define art as the perception through our 

sensibilities, more or less guided by intellect, of universal 

order. . . . The highest phase of spiritual life [implies] a 

contact with what we feel to be the profound scheme, system 

or order underlying the universe; call it harmonics, rhythm , 

law, fact, God, or what you wm.16 7 
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Sheeler's stance is a Jamesian perception that knowledge is gained 

through the senses from concrete experience derived from the external 

world, from nature. This position is, in tum, echoed in Emerson's words: 

"The details, the prose of nature he [the artist] should omit and give us 

only the spirit and splendor." 168 

Further, in the same 1916 statement of artistic ideology, Sheeler 

uses "plastic" to suggest an order that is formal, concrete, and a 

manifestation of matter, a context he develops with the use of scientific 

terms: 

I believe that human intellect is far less profound than 

human sensibility; that every thought is the mere shadow of 

some emotion which casts it. . . . Plastic art I feel to be the 

perception of order in the visual world (this point I do not 

insist upon) and its expression in purely plastic terms (this 

point I absolutely insist upon). One, two or three 

dimensional space, color, light and dark, dynamic power, 

gravitation or magnetic forces, the frictional resistance of 

surfaces and their absorptive qualities, all qualities capable of 

visual communication, are material for the plastic artist. . . . 

To oppose or relate these so as to communicate his sensations 

of some particular manifestation of cosmic order--this I 

believe to be the business of the artist. I 6 9 

By including the phrase "cosmic order," Sheeler indicates a familiarity 

with Roger Fry's "Essay on Aesthetics," in which the English critic 
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wrote of "the relation of straight lines to curved" and "one or three 

dimensional space, color, light and dark" as qualities by which the 

"plastic artist" communicates "his sensations of some particular 

manifestation of cosmic order." 1 7 O 

In addition to blending European and American precedents, a 

notable characteristic in early modernist texts, Sheeler also professed a 

more personal ideology. 

guided his creative 

He wrote often about the objective goals that 

expressions, describing them as part of "a 

continuous objective pursuit" for enduring values and underlying 

structures in painting, one that he sought to strengthen by 

detachment.171 He asserted that "the pictures I produce are attempts to 

put down the inherent beauty of the subject with as little personal 

interference as possible." 172 In an undated text, Sheeler matter-of

factly reaffirmed "the visual world" as his source in art, stating that "I 

try to arrive at an organization of forms which represent my 

equivalent of the organization I see around me in nature. There I stop 

without trying to give expression to any hid [sic] or underlying 

meanings." 1 7 3 Specifically, it was structure in the visual world that 

Sheeler sought, structure, too, in the art of Cezanne, particularly the 

still lifes. Writing of Cezanne's achievements in the still-life genre, in a 

text in which the words of Emerson, "the virtue of art lies in 

detachment," are again echoed.17 4 Sheeler wrote: 
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With the advent of Cezanne[,] still-life turned toward a 

complete detachment from human association as a quality 

pertinent to visual expression. It is true that objects of 

association continued to serve Cezanne and largely the artist 

of the present time, but their selection is based upon 

preferences in the matter of shapes, surfaces and quantities 

related to geometric structure. Since Cezanne, still-life as a 

vehicle for the expression of aesthetic principles has been 

elevated to the plane of genre. I 7 5 

Although geometric structure and abstraction interested Sheeler, he 

found the latter was valid only to the degree that it maintained "a credit 

line to nature." 17 6 The "objective pursuit" to uncover structure never 

left the realm of nature: "All nature has an underlying abstract 

structure and it is within the province of the artist to search for it and 

to select and rearrange the forms for the enhancement of his 

design." 1 77 

Morton Scharnberg 

Scharnberg, who had a bent for design and structure equally as 

strong as that of Sheeler, developed theories on art by drawing upon the 

ideas of French artists and writers, particulary those of Matisse and 

Denis. For instance, he uses the phrase "plastic expression" to denote, in 

the broadest sense, a pleasing, decorative, non-illusionisitic art: 
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however, for Scharnberg, "plastic expression" refers not only to art as a 

concrete phenomenon but to a creative expression which originates in 

some way directly from nature and has links to past an.1 7 8 

In an article written to inform Philadelphians of the avant-garde 

art soon to be on view at the Armory Show in New York, Scharnberg 

stressed the importance of connections between earlier and modern art. 

Sharing the same sentiment with Sheeler, who maintained "all arts we 

revere come out of the same trunk," Scharnberg stated that the modern 

works of Cezanne, Matisse, and Picasso were based upon the same ideas 

as the art of "Italy, Greece, Egypt, India, China, Africa, or Mexico ... [or] 

of the art of all centuries since its first manifestations." 179 Almost as an 

afterthought, Scharnberg confessed that after having actually seen 

pictures by Cezanne, Matisse, and Picasso, "I like them, and have been 

much stimulated and influenced by them, but much more so by the old 

art." 180 Sustaining the typical American preference for an empirical, 

perceptual artistic impulse, he referred to "plastic form" as a 

manifestation of perceptual sensation, originating in nature and, as an 

element of "creative, or, rather, interpretive" art, carrying the 

potential for emotion and pleasure: 

The artist does not reproduce that which in itself is 

pleasureable, he receives a pleasureable sensation from 

nature and within himself translates that sensation into terms 

of plastic expression, thereby creating a work of art which 

presents this pleasure in plastic f orm.1 8 1 
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The context for Schamberg's "plastic expression" is a discussion 

of formal elements as having physical, tangible "plastic form" and 

evoking a pleasurable reaction. Divorced entirely from the demands of 

exactitude in representation, Schamberg's phrase directly relates to 

Matisse's "plastic expression": in both cases, the term is used for art with 

purely pictorial significance with no aspiration to translate literally an 

observable reality.182 Schamberg's association of "plastic expression" 

with "pleasurable sensations" sounds much like Matisse's desire "to 

reach that state of condensation of sensations which make a painting," 

sensations that constitute a painting, but have no place in an art that 

merely aspires to translate literally an observable reality .1 8 3 

Matisse, too, in 1909, had said that "plastic form" presented 

"emotion as directly as possible and by the simplest means."184 In 

another instance, expressing his interest in making art that could give 

pleasure, "like a good armchair," Matisse stated, "What I dream of is an 

art of balance, of purity and serenity."185 A major difference between 

Matisse's approach to art and that of Scharnberg, however, was in the 

origin for the creative impulse; for Scharnberg, it was nature, or "a 

pleasureable sensation from nature," but for Matisee, it could be either a 

question of working "purely from [the] imagination" or "directly from 

nature," neither of which should "be preferred to the exclusion of the 

other . " 18 6 Nature was not pre-eminent for Matisse , as it was for 
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Cezanne, and for Scharnberg, and for, typically, the other American 

early modernists . 

In two successive articles written in March 1913 , Scharnberg 

expanded the base of early modernist thought by insisting that art be 

detached from an exact representation of subject matter, an attitude 

learned from the examples of both Matisse and Cezanne . Scharnberg 

declared, 

Cezanne was the head of post-impressionism. He 

recognized that mere representation of form has never been 

an artistic phase in any picture. [Matisse] departed still 

farther from the representation of things and was interested 

only in the harmonic use of form. He used lines and color for 

power, and not literal lines, which express merely the outline 

of the figure, but lines which express the force and energy 

which is running through it.1 8 7 

One day later, Scharnberg published an explanatory statement about his 

own Cubist-inspired paintings and continued with the modernist theme 

of an art inspired by sensations from nature, expressing unity through 

formal relations, but detached from the demands of exactitude: 

Nature gave me pleasure through certain harmonic relations 

of form. What I tried to do was not imitate nature which had 

given me this pleasure, but to express that pleasure 

plastically. Instead of imitating the outlines and local color of 

. . . nature[,] I used line and color for its dynamic power. To 
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those who are sensitive to the power and beauty of line and 

color, my picture expresses the exact sensation I recieved 

from nature . I 8 8 

Basic to Scharnberg, this premise that art was distinct and 

separate from exactitude was also integral to early modernist thought. 

Expressing this proposition again in another theoretical text , 

Scharnberg in 1913 wrote: 

The modem pictures are neither a fad nor an accident. They 

represent a complete logical development. Among the men 

grouped as impressionists there were several[,] most notably 

Cezanne, who realized that modern art up to his time had 

neglected what has always been the most important phase of 

artisitc expression, a consideration of form. As he himself 

said, he wished to make of impressionism something solid and 

durable like the art of the museums. Cezanne was not satisfied 

with the mere representation of nature under conditions of 

light and atmosphere. He felt that in the great art of all times 

mere imitation or representation did not constitute the work 

of art.18 9 

Although the number of his writings is modest, Scharnberg made 

an important contribution to the American tradition of early modernist 

art theory . Particularly precocious in understanding the physical and 

artistic aspects of matter as "plastic form" capable of initiating pleasure, 

Scharnberg also comprehended Cezanne's artistic achievement in terms 
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of form in "pure plastic art" and of harmonic volume in "design in the 

fourth dimension." 190 He wrote: 

We are all familiar with design in one dimension, the 

harmonic use of line as exemplified in art of the Japanese. 

We are likewise familiar with design in two dimensions, or 

'pattern,' as in the art of Whistler, but we have hardly given 

sufficient consideration to the more important problem of 

design in the third dimension, or the harmonic use of forms. 

And here let me distinguish between the mere representation 

or rendering of space and the designing in space. If we 

still further add to design in the third dimension, a 

consideration of weight, pressure, resistance, movement, as 

distinguished from motion, we arrive at what may legitimately 

be called design in the fourth dimension, or the harmonic use 

of what may arbitrarily be called volume. It is only at this 

point that we can appreciate the masterly productions of such 

a man as Cezanne. Good drawing and good color do not consist 

in the accurate imitation of outlines or of local color, even 

under atmospheric conditions, but an appreciation of the 

dynamic power of line and color in the construction of form 

in the expression of volume. I 9 1 

Here Scharnberg goes beyond Matisse to an original, very American, 

emphasis on the physicality of art, to considerations of "weight, 

pressure, resistance, [and] movement,'' and "the dynamic power of 

line and color" in association with Cezanne's "design in the fourth 

dimension." 192 Still, he never relinquishes the pre-eminence of 
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nature as a source for the pleasurable sensation which the artist 

translates into a "plastic expression." 

Schamberg's use of extrinsic, physically measurable terms to 

emphasize the power of Cezanne's art and of his own painting, about 

which he described his use of "line and color for its dynamic power," 

apparently set a precedent for Sheeler. I 9 3 A few years later, a 

similar concern for giving artistic expression to sensations of the 

physicality of matter account for Sheeler's comparable scientific 

terminology when he named "dynamic power, gravitation or 

magnetic forces, the frictional resistance of surfaces and their 

absorptive qualities" as "qualities capable of visual communication 

[and] material for the plastic artist." 1 94 Both artists were writing 

objectively about qualities of matter in connection with art, writing, 

in fact, as though from a knowledge of physics. Scharnberg, 

interestingly, relates mass, matter, and form to "design in the fourth 

dimension," but not directly to a fourth dimension in "plastic art" as 

Weber did in 1910, when he tied both "form at its extremity" and 

matter to the "ideal" and "visionary" fourth dimension, "the 

dimension of infinity. 11 l 9 5 

Although both Weber and Scharnberg relate Cezanne's art 

with some manifestation of the fourth dimension, still there is some 

ambiguity about whether the "harmonic volume" in Schamberg's 

"design in a fourth dimension" pertains to volume in space or 

volume in matter; there is even a suggestion that in Schamberg's 
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view it is possible for space, too, to be a form and to possess the same 

physical qualities as matter. The question then arises, was this 

premeditated on the part of Scharnberg and meant to be a reference 

to the indeterminate bounds of space and matter that Cezanne 

intentionally created with the technique of passage, the pictorial 

blending of solid forms in different spatial planes? With this 

pictorial device, Cezanne had converted space to matter that then 

reacted to weight and pressure as a solid form would. This formal 

pictorial maneuver, completely detached from the needs of 

exactitude, enhanced effects of physicality. By promoting qualities 

of volume and tactility, the pictorial tactic in tum enhanced the 

transposition of pleasurable sensations from nature as well as 

magnified the number of relationships within the whole image. I 9 6 

While in Paris in 1909, Sheeler and Scharnberg saw paintings 

by both Braque and Picasso that, if not Cubist ones certainly were 

paintings in which the pictorial order was built upon overlappings 

and spatial compression, qualities extrapolated from Cezannian 

passage and indicative of a new perception of 'heavy,' tactile 

space.197 In 1913, the year of Schamberg's most extensive 

theoretical writing, he was painting in a colorful cubist mode, an 

example of which is Figure B , Geometrical Patterns, 1913 (fig. 11). A 

painting close in style to those of Synchromists Russell and 

Macdonald-Wright, Figure B , Gemetrical Patterns indicates that 

Scharnberg was aware of Synchromist theories regarding space as 
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volume, later postulated by Macdonald-Wright and Russell in 1914 as 

"space itself . .. having a distinct plastic significance which is 

expressed by color." 198 Similar to Schamberg's interpretation of 

volume in space was the Synchromist idea that space as well as 

matter possessed "plastic" properties. 

Additional evidence found in samples of Russell's writing 

supports the fact that scientific theories and language had some 

impact upon the thought of certain early modernists. In an 

unpublished notebook of 1909-10, Russell's words reveal that he had 

reacted with awe at the qualities of strength and weight in objects 

that Cezanne painted. He, too, employed the language of a physicist 

to express his thoughts: 

In a Chardin & Cezanne is a wonderful presentation of reality 

as it is--its most significant qualities[:] the sense of pressure 

downwards--of the atomic cohesion & compactness in objects-

in other words one feels with [the] intensity of several 

persons--the inevitable conditions of matter--reaching 

towards its center--of the unfranchisable [sp] space between 

objects--of space they occupy themselves, etc.--one feels a part 

of the mate rial world--subject and conscious of its 

conditions.199 

Perhaps unaware of Russell 's penchant for technical diction to 

express the concrete qualities of Cezanne's painting, Scharnberg 

nevertheless progressively deepened his thoughts on modern art and 
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never forsook the empirical base of artistic stimulus from nature. In 

1916, he defined the modem painter as one who looks to natural objects 

without ideas of imitation, with only interest in the visual qualities of 

natural objects which he so "arranges as to express his sense of balance, 

rhythm, order, his most profound visual experience. "200 So similar are 

Schamberg's words to Ross's earlier expression that "harmony, balance, 

and rhythm . . . are the principle modes in which order is revealed in 

Nature and, through design, in works of art" that the elder American art 

theorist may be considered one of Schamberg's American sources.201 

Further, in the same 1916 text, a catalogue preface written the 

year before he died, Scharnberg stated: 

It is sufficient to point out that the whole tendency of the 

modern movement, especially since Cezanne, has been toward 

a greater and greater insistency upon those qualities in 

painting which are most directly capable of stimulating pure 

aesthetic emotion, and a greaater and greater elimination of 

the illustrative, of the photographic, of associative ideas, in 

other words, of the irrelevant. 2 0 2 

Blending ideas from American and European sources to initiate an 

original expression about matters of art, Scharnberg continued to 

develop his theoretical perspective by using Cezanne as a point of 

reference. In the excerpt above, phrases such as "pure aesthetic 

emotion" are obviously related to Fry's rationale based upon "emotional 
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elements of design."203 A connection could also be made between 

Schamberg's phrase and the emotional associations of Clive Bell's 

"significant form," that combination of line, colors, forms, and relations 

of forms (found in the masterpieces of Cezanne, Poussin, and Piero della 

Francesca) that stir "our aesthetic emotions. "2 0 4 

In the last section of the 1916 preface, written the same year as 

Sheeler's entry for the Forum Exhibition catalogue, Scharnberg, like 

Sheeler, refers to a "cosmic order." He states, 

'Form' has become the watchword, not in the restricted sense 

of the representation of volume and space, but in the broader 

sense of the expression of cosmic order through the opposing 

or relating of visual qualities according to the mysterious 

harmonic laws which govern such things.205 

The use of "cosmic order" by both Sheeler and Scharnberg stems, I 

believe, from an interpretation of ideas drawn from Fry's aesthetic 

theory which equates formal strength with an essentially permanent 

and stable order. In "Essay on Aesthetics," Fry repeatedly asserts the 

need for "purposeful order" in the face of emotion and "sensations" 

evoked by art and states that feelings of "great importance in the arts" 

and touching "very deep springs of our nature" constitute "cosmic 

emotion. "206 Both Sheeler and Scharnberg could easily appreciate the 

premium in art that Ross as well as Fry gave to formal order, and design, 

after which could come emotion on the plane of contemplative 
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perception, taken, then, to a cosmic level on the basis of formal 

strength . 

Max Weber 

Hartley, Sheeler, Scharnberg, and Weber all exercised an early 

modernist approach to art that melded European and native concepts, 

distilling them into a perspective that at the time was unusually 

ecumenical for Americans. In addititon to insights gained from Dow 

and Matisse, whom Weber often mentioned in his memoirs, there are 

implications in his writings that the legacy of James and Emerson was 

eminently important.207 As already noted, many of the major tenets of 

Matisse's aesthetics were prominent in the formation of Weber's artistic 

values, among them the richness of creative expressions from different 

cultures, ancient and primitive; the association of emotion and self

expression with "plastic form"; and the concept of "plastic expression" 

as a self-expressive design, one manifesting a non-illustrative, wholly 

pictorial consideration of formal values and the internal relations that 

energized these values.208 Certainly, in "The Fourth Dimension From A 

Plastic Point of View," Weber is close to Matisse in professing deference 

to a wide range of art and in seeking an arousal of imagination and 

emotion by the plastic power of matter as form , which in this case 

possesses the "fourth dimension, the dimension of infinity."2 0 9 
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Following Matisse's approach even further, Weber in the same essay 

emphasizes Cezanne's achievement by placing his work in the context 

of art from the past that bears the special sanction of having withstood 

"the testimony of time. 0 21 O 

Unquestionably, however, American sources also provided Weber in 

1910 with insights into a fourth dimension. Implicit in Weber's 

comprehension of the fourth dimension as an abstract concept or force 

that stems from the concrete experience of art, an entity of form and 

matter, is the thought of William James. A year before Weber wrote 

"The Fourth Dimension From A Plastic Point Of View," James had 

published an article in a widely-read journal in which he stated ideas 

about the fourth dimension that appear to have been a precedent for 

Weber. James wrote, "Abstract concepts, such as elasticity, 

voluminousness, disconnectedness, are salient aspects of our concrete 

experiences which we find it useful to single out. "2 11 In the same 

article, James also speculated, 

Is there perhaps a transmundane experience, something in 

Being corresponding to a 'fourth dimension,' which, if we had 

access to it, might patch up some of this world's z err is s e nh e it 

and make things look more rational than they at first appear? 

Is there a superhuman consciousness of which our minds are 

parts, and from which inspiration and help may come?2 1 2 
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The compounding of abstract concepts with concrete experiences, a 

phenomenon occuring in the "transmundane" fourth dimension that 

James suggested, is a premise inherent in Weber's subsequent thought. 

For instance, in the first sentence of his 1910 essay with "Fourth 

Dimension" in the title, Weber wrote, 

In plastic art, I believe, there is a fourth dimension which 

may be described as the consciousness of a great and 

overwhelming sense of a space-magnitude in all directions at 

one time, and is brought into existence through the three 

known measurements. 

feJt.213 

It is real, and can be perceived and 

While Weber's sensitivity to form and matter (the object) received 

almost immediate satisfaction in Cezanne's treatment of subject matter, 

his apptitude for perceiving concrete subjects in an experiental sense 

found inspiration as well in Cezanne's personal example. In a letter to 

Abraham Walkowitz in 1908, Weber had expressed amazement about 

Cezanne's spirit of dedication to his art: 

[Cezanne] gave so much--and that when he was alone and 

away from everybody. I will repeat what I always thought 

and said. One can paint wherever the sun only shines-

providing that individual is prepared to fight the battle--to 

search--and observe nature. Ah 'tis hard I know but can you 

dream of a better life than this. Cezanne was a saint. Look at 
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him down in Aix--alone and isolated--what he accomplished! 

What a wonder!214 

Although Weber may have considered Cezanne a "saint," prior to 1910, 

he did not use the word "spirit" in his 1910 essay, "Fourth Dimension 

From a Plastic Point of View." However, he summoned metaphysical 

connotations by designating that "real and plastic" achievements in the 

paintings of Giotto and Cezanne could be "perceived and felt," could, as 

well, evoke a sense of the fourth dimension and its associations with the 

"ideal.. and the "visionary. n2 15 

Moreover, Weber can be viewed as placing the artist's works in 

the position of mediating agent between matter and the ideal, art and 

nature, old and new. Appropriate to this premise is the thought of 

James, who had said, "The most ancient parts of truth ... also once were 

plastic. . . They also mediated between still earlier truths and what in 

those days were novel observations. "216 Key to a flexible and malleable 

theory of artistic truths is the artist who can put "the greatest dream or 

vision," the "ideal, perceptive or imaginative faculties of the creator," 

in fact, the artist's own spirit, into the creative process, into the thing 

created, and, thus, into matter.217 It is the artist, according to Weber, 

who fashions matter and the ideal into an inseparable matter/spirit 

bond: "The greatest dream or vision is that which is reg ive n plastically 

through observation of things in nature . "218 The concept underlying 

Weber's theoretical statement is cyclical : the artist observes nature, 
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filters sensations, and mediates, regiving physically and plastically as 

matter, the internalized spirit or essence derived from the experience 

in the natural world. 

Weber's concept of the balance of matter and spirit is quite 

compatible with Emerson's belief that "every natural fact is a symbol of 

some spiritual fact" and with James's statement that "the felt object has a 

plastic reality and outwardness which the imagined object wholly 

lacks . "219 Likewise, Weber's inclusive thought concerning art and 

nature and an ideal fourth dimension that "envelopes a tree, a tower, a 

mountain, or any solid"220 has an affinity with Emerson's composite 

reality of nature, form, matter, and state of mind: 

As the world was plastic and fluid in the hands of God, so it is 

ever to so much of his attributes as we bring to it . . . in 

proportion as a man has any thing in him divine, the 

firmament flows before him and takes his signet and form. 

Not he is great who can alter matter, but he who can alter my 

state of mind. 2 2 1 

When Weber wrote "Fourth Dimension from a Plastic Point of 

View," he was seeking to get a foothold in art circles in New York and to 

regain a position in this country after a three-and-a-half year sojourn 

in Europe. Recourse to Emerson, America's most widely revered cultural 

icon, was natural, particularly so because Stieglitz had encouraged 

artists in his circle to develop individuality and a sense of themselves as 

Americans . 2 2 2 Among the store of ideas that comprised the spirit of 
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"291" was the basic premise that an should express one's feelings about 

an American sense of place in the material world. Weber, in his attempt 

to fit comfortably into the "291" circle--to establish a personal artistic 

identity consonant with Stieglitz's values--would have found 

reassurance in the consistency with which Emerson exalted 

individuality, confirmed the eminence of nature for man's spiritual 

uplifting, and prescribed self-reliance.223 Even Emerson's words "we 

have listened too long to the courtly muses of Europe" were not an 

exhortation to erase all knowledge gained abroad, but an 

encouragement to combine motivation from European origins with 

inspiration derived from native sources. 2 24 

Additional evidence that in 1910 Weber looked for inspiration and 

an individual identity in his native environment and, simultaneously, 

allowed his own unassailable concern with spiritual issues to come forth 

occurs in an orientation in his thought that became increasingly 

unsuppressible throughout the second decade. In an unpublished essay 

of 1910, "Plastic Expression," Weber argues that the anist has mediatory 

powers through which the external (physical phenomenon in nature) 

and the internal (non-material essence) merge within a single creative 

expression: 

Any idea is hardly at its best before it becomes real through 

its accorded means of expression. There isn't a sound, there 

isn't a color nor a form and cenainly there isn't an image 

before it is born of matter. This creation or expression is the 
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dynamic. As matter evolves and man's images are 

enriched through greater knowledge of and intimacy with 

light, motion, sound, color[,] form . . the dynamic energy, the 

fourth dimension in expression must widen, and thus become 

more inclusive. . Dynamic force or power involved in art 

expression becomes more a psychic force, a spiritual force, 

but never wisely is the dynamic separated into two distinct 

classes, the psychic and the physical. The growth and beauty 

and fragrance of a flower is poetic, but it is also scientific. 

The electric engine is powerful and scientific , but it is also, in 

its power and truth, a poem, or a plastic truth. 2 2 5 

In this essay, Weber explicitly connects a spiritual force with the 

fourth dimension, which he had not done in his 1910 essay on the 

fourth dimension published in Camera Work. The emphasis in "Plastic 

Expression" is on the need for the artist to instill his spirit into his art, 

so that the physical (the fourth dimension) and the psychic (the spirit) 

become inseparable. The result, then, is a "plastic expression" that 

possesses spiritual force. Controlling the metamorphosis of dynamic 

energy into dynamic or spiritual force is the artist, the mediator for the 

dichotomy: "Matter in its form or evolution uses man, as a tool. Man is 

the dynamic agent. 11 226 Weber's "plastic expression" has a profundity 

and intent that is quite separate from Matisse's lyrical, formal "plastic 

expression," to which Schamberg's pleasurable sensations in "plastic 

expression" relate. Although both Sheeler and Scharnberg follow 

Weber's example of writing of qualities of matter and the means of 
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expression in art as having "dynamic" properties, only Weber uses 

"dynamic" to express a force with spiritual dimensions. 

Weber's phrase has ties to Denis, who wrote of Cezanne's "plastic 

expression" as art that brought about a correspondence between 

subjective states of mind and their "ideal" objective expression by 

purely plastic, formal means.227 In addition, Weber's 

objective/subjective concern in "Plastic Expression," a variation upon 

the matter/spirit dichotomy, concurs with Deni s's reconciliation of the 

objective and the subjective. Weber wrote, 

It should be the highest aim in the highest art to cope with 

the objective, the visible, the tangible, the subjective with the 

objective, the infinite with the what is. Art must find 

profound plastic means through the psychic, the spiritual to 

convey the invisible, the intangible, the beauty, the fact of 

mystery of reality. 2 2 8 

With exceptional dispatch and at a restless pace, Weber 

assimilated new formal ideas in his art, changing directions and styles 

regularly .229 However, in his writing, one finds a steadfast belief that 

earthly elements, physical force, the art form, or matter, plus the 

"ideal" or "visionary" and the psychic forces of the spirit are one, 

incapable of being separated. After "Plastic Expression," suggesting 

that it was written in 1910 subsequent to the essay that Weber published 

in Camera Work, references to "spirit" and "spiritual" are pre-eminent 
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in Weber's writing, as is the cyclical interaction of material and non-

material forces. In 1915, he wrote, 

As there is no end to time, so there is no end to art. Time 

colors art and art in time evolves. Spiritual innemess urges 

expression of that which is felt and perceived through 

observation and spiritual contact. There ever come new 

physical forces and earthly elements that widen and even tax 

our perception. With these nameless forces new spirit comes. 

It is the phantasy, the poetry, the spirituality that in these 

inherent lies that I am trying to reveal in what to me is their 

most fitting plastic purpose. My hope is to contribute to that 

which in time ripens and becomes vital. 2 3 O 

Emotion, spiritual contact, earthly elements, observation, and 

nature, all implied in "Fourth Dimension from a Plastic Point of View, " 

are still in the forefront of Weber's thought and in his associations of 

"plastic" with matter and spirit. Again, he suggests that the artist serves 

as filter or conduit, an imperative element of the cyclical interchange 

of matter and spirit. He does not, however, specifically speak of the self 

as becoming the inanimate art object; rather, according to Weber, the 

self invests the art object with the spirit of the self which is sustained 

by direct contact with "earthly elements. "231 Of note is the extent to 

which Weber's perspective parallels that of Emerson, particularly in 

expressions such as: "This is art, a nature passed through the alembic of 

man." 2 3 2 He argues that one must first know the spirit, present in 
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matter, or nature; next, allow it to be distilled, even purified, by the 

"alembic" of the self; then, convey it back again as matter, "as that 

which is reg iv en plastically through observation of things in 

nature. "233 Over a five-year period, Weber's message remains virtually 

the same, revealing a debt to Emerson and, subsequently, to one of his 

disciples, Dow. 

Preceding Weber, and a formative factor of his artistic ideology, 

the Fenollosa-Dow method combined principles of design in Eastern art 

with ideas found in Emerson, especially those regarding the value of the 

imagination in art and of nature as a point of reference from which to 

develop original languages of creative expression.234 Dow emphasized 

originality in art and cited nature as a "storehouse of facts," facts not to 

be imitated, however, for "mere accuracy has no art-value 

whatever. "235 Further, Dow stated that "it is not the province of the 

landscape painter to represent so much topography, but to express 

an emotion; and this he must do by art . . . in his composition. One 

uses the facts of nature to express an idea or emotion. "2 3 6 Like Dow, 

Weber in Essays in Art, a work published in 1916, stressed the role of 

emotion in art, stating that "emotion is as the sunlight to the seed of 

art." 2 3 7 He judged quality in art not by a demonstration of technical 

skill, but by the degree to which the maker infused self, feeling or 

emotion into the art: "The maker lives in the things he makes. 11 2 3 8 

Again a precedent for this thought is found in Emerson: 
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He [the artist] must not be in any manner pinched or 

hindered by his material, but through his necessity of 

imparting himself the adamant will be wax in his hands, and 

will allow an adequate communication of himself. 2 3 9 

Believing that the ultimate mystery of composition could not be taught, 

only sensed, hence the importance of exercises and practice, Dow 

impressed upon his students that formal elements in a pictorial 

composition arranged to establish a single harmonious whole was 

paramount to originality.240 The indiviual's stamp came in "the attempt 

to perceive and to create fine relations of line, mass and color. 11 2 4 I 

Fenollosa presented a similar goal, but he stressed man's capacity 

to synthesize--to explore possible combinations and to select whole 

images--through the faculty of imagination, which he kept quite 

separate from thought. For Fenollosa, the whole image is felt, not 

thought, and is created from "plastic and sensitive" elements by the 

"quick power of the imagination which seems in a moment to explore a 

million possible combinations, and to seize upon the right one. n242 

This power, driven by feeling, cannot be taught any more than can 

Dow's mystery of composition by which the artist expresses an idea or 

emotion as a harmonious whole and becomes part of the created thing. 

It is like a special insight or, as Emerson had described it, that "which 

expresses itself by what is called Imagination, a very high sort of 

seeing, which does not come by study. . . . "24 3 For Fenollosa, powers of 
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the imagination and of "construction" or composition determine the 

quality of art, which depends upon the power of the artist to place self 

in art. His theory is similar to Emerson's and Weber's, the latter of 

whom wrote that "to find the quality in a work one must invest it with 

personal quality .... "244 We find, then, that one could trace a line of art 

theory from Emerson to Weber, one that is purely American and based 

on the means of determining quality in art by the degree to which the 

maker distilled and infused self (feeling, emotion, spirit) into the thing 

made. Emerson's belief that "art should exhilarate . awakening in the 

beholder the same sense of universal relation and power which the 

work evinced in the artist" is a precedent for Weber's contention that 

"detecting or sensing quality in a work of art is like finding an answer 

to one's seeking self. It is then that we feel our relationship to the 

universe. "245 

Weber's assessment of the artist as the potential medium 

connecting matter and spirit in the creative endeavor (for him a 

cognition of the "mystery in the being of things" in which physical and 

spiritual are united by a "spiritual tactility") is so like Emerson's 

position that even his diction betrays a close acquaintance with the 

kind of "romantic" denial of time characteristic of Emerson's 

philosophic discourse. 24 6 

for writing, Weber intoned: 

Assuming a similar timeless, cyclical stance 
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All lies silent and in wait for the creative spirit to liberate it 

from its nature bounds. All that was born claims all, clamors 

for rebirth itself--for a higher, purer distinction or destiny. 

Nature creates, art destines. The laws of art gauge and control 

the destiny of matter or nature. Nature preordains; art 

destines--and its destiny is infinity. Between is man with his 

spiritual tactility .24 7 

Weber applied this philosophy of art specifically to Cezanne in 

1916 in the Foreword for an exhibition catalogue of a large show of 

Cezanne's oils and watercolors.248 Praising the works as "the most 

marvelous example of the reorganization of the natural into a purely 

plastic domain," Weber designates Cezanne as the supreme mediator 

between nature and art.249 About the watercolors, Weber notes, "The 

rhythms . . . are what he sought out in nature. . They are expressions 

of the first vital, fresh sensations he received from closest and intense 

observation. "250 Further relating his philosophy of art to Cezanne, 

Weber stated, 

The reality of his art is so marvelous, concrete and poetic that 

he succeeds to a rare degree in making the static to vibrate. It 

is the very spiritualization of matter fonn on earth. They are 

the first writings of a powerfully creative. placid organizing, 

mind controlling emotion and blazing intellect. In these 

water colors can be seen and felt his power of synthesis in 

transforming the chaotic into the purely architectural 

plastic.251 
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Having returned from Europe and seeking emphases upon 

individuality within the American literary scope, early modernists 

focused on writers who exemplifiesd the inseparable links between 

thought and action, theory and practice, and human creative powers 

and nature, traits that often ran counter to European ideas about inner, 

holistic subjectivities as the sole wellspring for art. Typically found in 

early modernist writings are premises based upon the primacy of 

nature as a source to stir inner feelings and the generative artistic 

impulse, which then finds expression through material, plastic means. 

Underlying this early modernist perspective on art, strengthening and 

unifying it, was a recognition that Cezanne was unique and, in the eyes 

of Weber, was a mediator between "two cathedrals, two pictures, two 

symphonies--the outer and the inner."252 According to Weber, the 

artist acts from perceptual experience drawn from the physical realm 

of objects, from an "organic" reality, one that is flexible, rooted in the 

natural world, and realized subjectively. Before James maintained that 

"whilst part of what we perceive comes through our senses from the 

object before us, another always comes out of our own head," Emerson 

had written that "the poet . resigns himself to his mood, and that 

thought which agitated him is expressed, but alter idem, in a manner 

totally new. The expression is organic, or the new type which things 

themselves take when liberated."253 

Although flavored by European precedents, the tradition of early 

modernist art writing had an authentic American stamp, a sense of 
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genesis in this country, and a daring to articulate original ideas 

concerning the function and meaning of art. Intent on a break from 

late nineteenth-century American art and the conservatism that 

fostered it, pioneer modernists probed the art of Cezanne for 

progressive theoretical stances, which they made quite viable by a 

continual reference to his achievements. To a large extent, early 

modernists formulated progressive responses to his art, combining 

ideological as well as formal inquiries, mainly because they were able to 

place Cezanne's painting within various modern artistic contexts such 

as photography, japonisme, and primitivism. Likewise, terms and ideas 

from American philosophical thought justified individuality in artistic 

theoretical reflection and provided a viable, flexible base from which to 

articulate interpretations of Cezanne and the "plastic" qualities in his 

painting. 
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NCJIF.S 

CHAPfERIV 

1 Because exposure to Old Master pamtmg was almost entirely restricted 
to the European experience and was not a source to which Americans 
had ample access upon returning home (unlike Japanese, primitive art, 
and photography), it is discussed in Chapter 5. 

2 Ross, Theory of Pure Design, p. 186. It will be recalled that Fry re
phrased this same passage in his "Essay in Aesthetics," (1909). See 
Vision and Design, p. 22. 

3 Rewald comprehensively recounts the exhibitions and cnt1c1sm of 
this period in his book, Cezanne and America. For a schedule of these 
exhibitions and identification of works by Cezanne featured in them, see 
Appendix B, Cezanne in New York City Art Exhibitions. 1910-1920, of this 
dissertation. 

4 Often the same paintings by Cezanne, loaned by New York collectors, 
were displayed in various exhibitions on different occasions. 

5 de Zayas's group exhibitions often included sculpture, painting, and 
photography by avant-garde European artists displayed alongside 
primitive art, primarily African sculpture. The juxtapositions were 
intended to be provocative, encouraging formalist comparison between 
the various styles and traditions, at the same time demonstrating de 
Zayas's breadth of understanding about the art he exhibited (Hyland, 
Marius de Zayas: Conjurer of Souls, pp. 48-9). The comparative approach 
also allowed de Zayas to advance his progressive theories about the 
evolution of art. See Leslie Cohen, "Marius de Zayas and the Modern 
Movement," M.A. Thesis: The City University of New York, 1973. 

6 Hartley, "Whitman and Cezanne," in Adventures in the Arts, p. 34. 

7 Ibid, p. 35. 

8 Ibid, p. 36. 

9 Ibid. 
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10 Ibid. 

11 See "Appendix I" in Homer's Alfred Stieglitz and the American Avant
Garde for information regarding exhibitions of vanguard European art 
at "291" from 1908 until 1917 (p. 296). 

l 2 On the importance of old and modem masters to Stieglitz in his 
photography, see Sarah Whitaker Peters, Becoming O'Keeffe. The Early 
Years (New York: Abbeville Press Publishers, 1991): 81. On the same 
subject, see James Strother Terry. "Alfred Stieglitz: The Photographic 
Antecedents of Modernism" (Ph.D. diss.: State University of New York at 
Stony Brook, 1980). 

13 See Robert E. Haines, The Inner Eye of Alfred Stieglitz (Washington, 
D. C.: University Press of America, Inc., 1982): 115. This grasp of reality 
was achieved not through quantitative accumulation, but through an 
ideal qualitative synthesis--his renowned doctrine of the equivalent. 
Stieglitz's famous cloud studies, photographs taken at Lake George 
beginning in 1922 and generally referred to as The Eguivalents, mark 
one of the most important phases in his photographic career. But 
discovery of the "equivalent" dates back to works of the 1890s (e.g., ~ 
Hand of Man or The Terminal). For a discussion of Stieglitz's 
Equivalents, see Dorothy Norman, "The Equivalents" in Alfred Stieglitz: 
An American Seer (New York: Aperture Foundation Inc., 1990): 131-6. 
Sadakichi Hartmann's "Alfred Stieglitz, An Art Critic's Estimate," 
Photographic Times 30 (June 1898): 257-62 offers excellent visual 
analyses of Stieglitz's photography in the 1890s. At this time. Stieglitz 
was working in the soft focus 'pictorial' mode favored by Symbolist 
photographers such as Steichen. A good account of Stieglitz as an 
indefatigable proponent for the recognition of photography as a fine 
an can be found in Richard F. Thomas, "The Daring Pathway, Stieglitz's 
Aesthetics" in Literary Admirers of Alfred Stieglitz (Carbondale and 
Edwardsville: Southern Illinois University Press, 1983): 113-17. 

14 Dorothy Norman, Alfred Stieglitz: Introduction to an American Seer 
(New York: Duell, Sloan and Pearce, 1960): 36. The italics are Stieglitz's. 

15 Dorothy Norman, ed. "From the Writings and Conversations of Alfred 
Stieglitz," Twice-a-Year I (Fall-Winter, 1938): 110. Also cited in Bram 
Dijkstra, Cubism. Alfred Stieglitz. and the Early Poetry of William Carlos 
Williams: The Hieroglyphics of a New Speech (Princeton: Princeton 
University Press, 1969): 102. One of the reasons Stieglitz gave for his 
disinterest in paintings by members of "The Eight" was the absence of 
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"freshness" and "any sense of touch" in their works (Norman, Stieglitz. 
American Seer, p. 67). Recent studies on this group of painters, Arthur 
B. Davies, William Glackens, Robert Henri, Ernest Lawson, George Luks, 
Maurice Prendergast, Everett Shinn, and John Sloan are: Elizabeth 
Milroy and Gwendolyn Owens, Painters of a New Century: The Eight & 
American Art, exh. cat. (Milwaukee: Milwaukee Art Museum, 1991); 
Bennard B. Perlman, The Immortal Eight. American Painting from 
Eakins to the Armory Show. 1870-1913 (Cincinnati: North Light 
Publishers, 1979); and William I. Homer, Robert Henri and His Circle 
(Ithaca: Cornell University, 1969). 

16 Norman, Alfred Stieglitz. An American Seer, p. 48. 

l 7 Stieglitz published text from Kandinsky, "Extracts From 'The Spiritual 
In Art"' in Camera Work, no. 39 (July 1912): 34. It was a premiere sample 
of Kandinsky's writings in English. The English translation of 
Kandinsky's complete text Concerning the Spiritual in Art was not 
published until 1914 in London (Constable and Company Limited) and at 
that time it had the title The Art of Spritual Harmony. For a 
consideration of the impact of Kandinsky's proposed mystical 
matter/spirit union on Fry and Weber, see Linda Henderson, "Mysticism 
as the 'Tie That Binds': The Case of Edward Carpenter and Modernism," p. 
31 and p. 35, n. 29. For a discussion of the impact of Kandinsky on 
Hartley and the . "First American Avant-Garde," see Gail Levin, Theme & 
Improvisation: Kandinsky & the American Avant-Garde. 1912-1950, exh. 
cat. (Dayton: Dayton Art Institute; Boston: Little, Brown and Company, 
1992): 22-63. Sarah W. Peters notes the influence of Kandinsky on 
Stiegltiz, Hartley, and other members of the "291" circle (Becoming 
O'Keeffe. The Early Years, pp. 93-4). Peters also believes that the 
aesthetic views of the French Symbolist writer Stephane Mallarme-
which stressed the need to put one's feelings into visible form--were 
highly important to Stieglitz, pp. 67-70; 79. On Stieglitz's admiration for 
the philosophies of Emerson and Whitman, see Sue Davidson Lowe, 
Stieglitz. A Memoir/Biography, p. 212. 

18 "The Editor's Page," Camera Work, no. 18 (April 1908): 118. Stieglitz 
often spoke in terms of the "spirit" of something (e.g., the "spirit of 
'291 "') as though it were the core of a formula that guided him and the 
artistic endeavors of others that he allowed to be in his circle. It has 
been pointed out that Stieglitz's idea of the "spirit of '291 "' was not the 
designation of a singular idea but a reference to a "cluster" of concepts 
with subjective, Symbolist roots. Applied to aesthetic views, "spirit" to 
Stieglitz meant a self-expression that prioritized individualism, honesty, 
and an unjaded commitment to place all manner of feelings about 
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external realities into an observable art form--to bare the soul 
artistically for all to see (Peters, Becoming O'Keeffe, p. 79). Stieglitz 
chose the term "Photo-Secessionist" in 1902 for an exhibit that 
supported free, individual expression among photographers. The term 
itself implies his awareness of developments in European modern art, 
namely the separatist movement of progressive painters in Germany 
and Vienna. The Munich Sezession of 1892 and the Vienna Sezession of 
1897 were the two oldest of the German and Austrian groups of painters 
formed to protest in the cause for more liberal exhibition policies. 

19 Stieglitz's letter to Sheeler, 1 November 1916, A. S. A., Yale U. For a 
period essay on the European Symbolist emphasis on the expression of 
feelings in early twentieth-century American culture, see anon., "The 
Significance of the French Symbolist Movement." Current Literature 44, 
no. 5 (May 1908): 621-3. There are differing opinions about the nature 
of Stieglitz's Symbolist inclinations. Graham Clark suggests parallels 
between Stieglitz and Emerson in terms of "spiritual intensity" and the 
fact that Stieglitz "understood the act of the camera to penetrate a 
surface reality in favor of an essence as higher reality" ("Alfred 
Stieglitz and Lake George, The American Place," History of Photography 
15, no. 2 [Summer 1991]: 81). On this basis, the concept Stieglitz shares 
with Emerson is "correspondence," a theory originating with the mystic 
philosopher Emanuel Swedenborg and adopted by Baudelaire as 
'correspondance' (Richard Wollheim , Painting as an Art [Princeton: 
Princeton University Press, 1987]: 80-2). See also Waldo Frank's views 
on Stieglitz's Symbolist tendencies ("The New World in Stieglitz" in 
America and Alfred Stieglitz: A Collective Portrait, Waldo Frank, Lewis 
Mumford, Dorothy Norman, Paul Rosenfeld and Harold Rugg, eds. [New 
York: The Literary Guild, 1934]: 212-26). 

20 Stieglitz letter to Scharnberg, 4 December 1916, A. S. A., Yale U. 

2 1 On the role of Steichen in encouraging Stieglitz to see the 
complementary nature of modern art and photography, see Paul 
Rosenfeld "The Boy in The Darkroom," America and Alfred Stieglitz, pp. 
82-4. See also, Jonathan Green, ed. "Alfred Stieglitz and Pictorial 
Photography," Camera Work: A Critical Anthology (Millerton, N. Y.: 
Aperture, Inc., 1973): 14. Of the critics who wrote about photography 
and its relationship to traditional art forms in Camera Work, Steichen, 
Caffin, and Hartmann provided Stieglitz with the greatest support for 
the cause of photography as a fine art. Caffin, who wrote a book on the 
subject, Photography as a Fine Art. in 1901, was closest to Steichen in 
maintaining a Symbolist aesthetic based on the idea that the reality a 
picture communicates transcends the strictly external subject matter 
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(Dennis Longwell, Steichen: The Master Prints 1895-1914. The Symbolist 
Period [New York: Museum of Modem Art, 1978]: 14). 

22 Excerpt from a letter Stieglitz wrote to Camera Work subscriber 
George D. Pratt, dated December 7, 1912, A. S. A., Yale U., and cited in 
Timothy Robert Rodgers, "False Memories: Alfred Stieglitz and the 
Development of the Nationalist Aesthetic," in Over Here! Modernism. The 
First Exile. 1914- 1919, p. 60. Rogers notes that Stieglitz's practice of 
initiating exhibitions of modem European art at "291" functioned in a 
"dialectical" mode for clarifying the meaning of photography (p. 60). 

23 Dijkstra, Cubism. Alfred Stieglitz and the Early Peotry of William 
Carlos Williams: The Hieroglyphics of a New Speech, p. 97. For an 
account of Stieglitz's indoctrination into modern art from Hartmann to 
de Zayas, see Lleavens, From "291" to Zurich, pp. 23-4; also note the 
account given in James S. Terry's dissertation, "Alfred Stieglitz: The 
Photographic Antecedents of Modernism," Chap. 5. 

24 Dijkstra, Cubism. Alfred Stieglitz and the Early Poetry of William 
Carlos Williams, p. 98. 

25 Alfred Stieglitz, "First Great 'Clinic to Revitalize Art,"' New York 
American, 26 January 1913, sec. C, p. 5, col. 2. Stieglitz's article was 
written in conjunction with the Armory show. In another portion of 
the article, he wrote: "The sculptors, like Brancusi, for example, show a 
tendency to accentuate a certain feature at the expense of others, for 
the purpose of revealing the inner spirit of their subject" (col. 2-3). 

26 Kermit Champa, "Some Observations on American Art, 1914-1919: 'The 
Wise or Foolish Virgin'" in Over Here: Modernism. The First Exile 1914-
.l.2.12. p. 14. 

27 Mumford, The Brown Decades. A Study of the Arts in America. 1865-
1895 (New York: Harcourt, Brace and Company, 1931): 234. This same 
passage from Mumford on Stieglitz also appears in Miles Orvell, The Real 
Thing. Imitation and Authenticity in American Culture. 18 80- 1940 
(Chapel Hill and London: The University of North Carolina Press, 1989): 
197. 

2 8 For an account of Steichen's knowledge of modern art and 
willingness to share it with Stieglitz, see William Innes Homer, Alfred 
Stieglitz and the Photo-Secession, pp. 140, 183. Stieglitz was often 
puzzled by the modern French art Steichen sent "291" for exhibits 
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between 1908-10. But he realized that there was a select audience for 
the latest styles from abroad, and by exhibiting them he assumed power 
as a proselyte for modem art, thus widening the horizons of American 
cultural life. See Alice Meyer, Out of These Roots: The Autobiography of 
an American Woman, for testimony by a contemporary witness to the 
importance of Steichen's contacts in European art circles and his 
discoveries of American pioneer modernists in Paris (p. 102). Stieglitz 
in New York and Steichen in Paris worked the geographical duality to 
their mutual benefit, keeping lines open between the two cities to 
facilitate arrangements for exhibitions of American and European 
modem art at "291." Steichen's New Society of American Artists in 
Paris, organized in 1908, provided Stieglitz with raw material for various 
shows (Marin was most often in the spotlight with six one-man exhibits 
in New York at "291 "). Other Americans in the Society were: Daniel P. 
Brinley, Arthur B. Carles, Jo Davidson, Richard Duffy, Maximilian 
Fischer, Jacob Kunz, Donald S. MacLaughlan, Alfred Maurer and Albert 
Worcester. See William I. Homer, "The New Society of American Artists 
in Paris: Style and Sources" in The New Society of American Artists in 
Paris 1908-1912 (Flushing, New York: The Queens Museum, 1986): n. p. It 
was Steichen who organized the first exhibitions of modem European 
art for Stieglitz's New York gallery: the fifty-eight drawings by Rodin, 
January 2-21, 1908; an exhibition of watercolors, drawings, lithographs, 
etchings and one oil by Matisse, April 6-25, 1908; 20 Cezanne watercolors 
in March 1911; and a Picasso show in April 1911 among them (For 
listings of other shows of European modem art staged by Stieglitz, see 
Homer, Stieglitz and the American Avant-Garde, Appendix I, p. 296-7. 

2 9 Stieglitz was quite impressed with Stein's ease in performing as 
"salon-talker" and in making decisive announcements before an 
audience of avant-garde personalities and interested newcomers 
(Norman, Stieglitz. An American Seer, pp. 86-7). The position Stein 
undertook as impromptu speaker among an elite company appealed to 
Stieglitz and, apparently, set a precedent for the proprietor of "291." By 
1910, Stieglitz held Cezanne in high esteem and exhibited his art 
(lithographs) for the first time in this country at "291," an 
establishment commonly identified with the promotion of modern 
developments both here and abroad. In Stieglitz's editorial for Camera 
Work, "The Fight for Recognition," no. 30 (April 1910): 21, he redefined 
the intentions of his Photo-Secession: "The works shown at the Galleries 
in painting, drawing and other graphic arts have all been non
photographic in their attitude, and the Photo-Secession can be said now 
to stand for those artists who secede from the photographic attitude 
toward representation of form." See James S. Terry for insights into 
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Stieglitz's learning process in Paris in "Alfred Stieglitz: The Antecedents 
of Modernism," Chap. 5. 

30 In 1907, the year of The Steerage. Stieglitz found the seventy-nine 
watercolors by Cezanne on exhibit at the Bernheim-Jeune gallery in 
Paris incomprehensible, perhaps because his aesthetic at that time was 
keyed to sharp-form imagery. For Stieglitz's full reaction to the 
watercolors including his critical remarks, such as "pieces of blank 
paper with a blotch of color here and there," see Dorothy Norman, 
"Writings and Conversations of Alfred Stieglitz," Twice-A-Year, pp. 80-4. 
In 1909, Stieglitz evidently benefitted more than he wanted to admit 
from Weber's extensive knowledge about European modem masters 
Cezanne, Matisse, Rousseau and Picasso. Stieglitz also respected Weber's 
sophisticated sense of design and put him in charge of mounting an 
international exhibition of photography at the Albright Gallery in 
Buffalo, New York in 1910 (Lowe, Stieglitz. A Memoir/Biography pp. 147-
50). Because there was friction between Stieglitz and Weber and an 
outright break in 1911, it is difficult to know how unbiased Weber's 
accounts of Stieglitz are. In the "Reminiscences of Weber," Weber 
testifies that in 1909 "Stieglitz knew nothing about art. . . . With great 
humility and honesty, I have brought him the first information that 
was authentic" (p. 103). Percy North explores the friction between 
Stieglitz and Weber in "Turmoil at 291," Archives of American Art 
Journal, 24, no. 1 (1984): 12-20. 

31 Concerning the response to the exhibit, Stieglitz related that "the 
exhibit itself was a complete frost. John Quinn said "Stieglitz, Cezanne 
was a great painter, but this stuff is just trash. You oughtn't to show 
such things. There's nothing to it" (Norman, "Writings and 
Conversations of Alfred Stieglitz," p. 84). Five years later, however, 
Quinn, an early collector of modern French art, bought three 
watercolors by Cezanne from the Montross Gallery in New York. 
Quinn's purchases of Cezanne's Rochers pres des grottes au-dessus de 
Chateau Noir, 1895-1900 (RWC 435); Sous-bois, 1882-84 (RWC 169); and 
Maison sur une colline aux environs d'Aix, 1895 (RWC 464) were made in 
January 1916, from the Montross Gallery during a solo exhibition of 
Cezanne works, consisting of seven oils and twenty watercolors. All 
works were on consignment from the Bernheim-Jeune Gallery in Paris. 
For additional information on Quinn, see two works by Zilczer: " The 
Noble Buyer:" John Quinn. Patron of the Avant-Garde and "Alfred 
Stieglitz and John Quinn: Allies in the American Avant-Garde," 
American Art Journal 17, no. 3 (Summer 1985): 18-33. 
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3 2 Statement by Stieglitz from the editorial page of the New York 
Evening Sun, December 18, 1911; cited in Peters, Becoming O'Keeffe, p. 
24. 

33 "Cezanne Exhibition," Camera Work, no. 36 (October 1911): 30. 

34 Cited in Sarah Greenough and Juan Hamilton, eds. Alfred Stieglitz. 
Photo&raphs and Writin&s exh. cat (Washington, D. C.: National Gallery 
of Art, 1983): 193. Also cited in Norman, Stie&litz. An American Seer, pp. 
85-6. 

35 A scathing dismissal of reactionary critics Royal Cortissoz, Kenyon 
Cox, and to a lesser degree Frank Jewett Mather, Jr., can be found in 
Willard Huntington Wright's "The Aesthetic Struggle in America," The 
Forum 55 (February 1916): 201-20, esp. pp. 201-8. 

36 Letter from Roger Fry to August Jaccaci, dated 13 June 1911, August F. 
Jaccaci Papers, A. A. A., Reel: D-118, frame 1357. 

37 Among the progressive critics of the second decade who wrote about 
Cezanne were Christian Brinton, de Zayas, Frederick James Gregg, 
Sadakichi Hartmann, James Huneker, J. Nilsen Laurvik, Henry McBride, 
Walter Pach, John Weichsel, Maurice Aisen, and Willard Huntington 
Wright. For samples of their criticism, see Rewald, Cezanne and 
America. 

38 An exception was Charles Caffin, who as early as 1910 saw the value 
of color and form in Cezanne's art and fully accepted this at the expense 
of a literal representation of the subject. His analyses of Cezanne's 
work, which incorporated the word "plasticity," were strongly indebted 
both in terminology and theory to Emile Bernard. See Caffin, "The New 
Thought Which is Old," Camera Work, no. 31 (July 1910): 23. 

3 9 Maurice Ai sen, "The Latest Evolution in Art and Pica bi a," Camera 
Work, Special Number (June 1913): 14-21: John Weichsel, "Cosmism or 
Amorphism," Camera Work. no. 42-3 (April-July 1913): 69-82; Marius de 
Zayas, "Modern Art--Theories and Representations," Camera Work. no. 
44 (October 1913-March 1914): 13-19; also by de Zayas and Paul B. 
Haviland, not appearing in Camera Work, but published by "219" was A 
Study of The Modem Evolution of Plastic Expression (New York: "291," 
1913). 
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40 In America, de Zayas was a major supporter of the evolutionary 
approach to avant-garde art, one which was opposed by conservative 
art historians and critics. This theory was not applied in a clear and 
focussed manner to art by its supporters and had little effect on the 
American public's understanding of Cezanne's relationship to 
modernism. For this reason, I have not included a discussion of the 
"evolutinary" theory of art in the text of this dissertation. However, I 
refer the reader to other sources on the subject. On the interchange 
between the terms 'evolution' and 'tradition,' as they apply to the 
history of art, see Peter Fingesten, "The Theory of Evolution in the 
History of Art," College Art Journal 13, no. 4 (Summer 1954): 302. The 
question of whether it is either meaningful or feasible to apply a theory 
of evolution to art is treated by Wladimir Weidle in "Biology of Art: 
Initial Formulation and Primary Orientation," Diogenes no. 17 (Spring 
1957): 1-15. Darwinism and Bergsonism, which both stood for progress 
although on entirely different hypotheses, were important to the 
"evolutionary" theory of avant-garde art. Bergson's more romantic 
evolutionary construct remained loose and open to any number of 
interpretations, whereas Darwin's Origin of Species (1859) and The 
Descent of Man (1871) served America's need for an approach to the 
question of evolution and progress in a systematic, scientific manner. 
See David W. Marcell, "The Evolutionary Dialogue," in Progress and 
Pragmatism. James. Dewey. Beard. and the American Idea of Progress 
(Westport, CT.: Greenwood Press, 1974): 93-8. 

41 The relationship between Caffin and Stieglitz comes to light in a 
letter Stieglitz wrote. He confides, "Caffin is no longer. He died 
yesterday .--1 expected it as you know .--One of the few genuinely 
straight men that I have met. Too straight in a way. . . . Keiley gone-
and Caffin gone--Nothing ever came between my friendship with them" 
(Letter from Stieglitz, dated only by the year, 1918, to his former 
secretary at "291," Marie Boursault, A. S. A., Yale U.). Caffin, who had 
been associated with Stieglitz since 1900, was a prolific writer. Author of 
seventeen books, he contributed articles to dozens of magazines, worked 
for three New York newspapers, the Evening Post (1897-1900), the SJtn 
(1901-4), and the New York American (1913-18), and in 1903 served as 
American editor for the London monthly International Studio. 

42 See Roger P. Hull in "Camera Work, An American Quarterly" (Ph.D. 
diss.: Northwestern University, 1970): 112; Underwood in Charles H. 
Caffin, p. 58-9, and Peters in Becoming O'Keeffee, p. 91-2 for discussion 
of the influence of Dow and Fenollosa on Caffin. Regarding Caffin's 
tendency to dwell on the "spirituality" or "charm" of a painting, see 
John Loughery, "Charles Caffin and Willard Huntington Wright, 
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Advocates of Modern Art" AI1S.. 59, no. 5 [January 1985]: 104). From 
Fenollosa through Dow to Caffin, a base for modem art arose through an 
understanding of oriental art and its principles in the development of 
new art language (Underwood, Charles H. Caffin, p. 59). For the 
influence of Dow and Fenollosa on Stieglitz and Caffin, see Judith 
Zilczer, '"Color Music'; Synaesthesia and Nineteenth-Century Sources for 
Abstract Art," Artibus et Historiae no. 16 (1987): 102-3. 

43 Caffin, "Of Verities and Illusions-I," Camera Work. no. 12 (October 
1905): 25. Concerning Caffin's use of the term "abstract expression," see 
also Gillian M. Hill Szekely, "The Beginnings of Abstraction in America: 
Art and Theory in Alfred Stieglitz' New York Circle," (Ph.D. diss.: 
University of Edinburgh, 1971): Chap. 2. 

44 Caffin, "The New Thought Which Is Old," Camera Work," no. 31 (July 
1910): 23. Italics mine. 

45 Caffin, "New Thought Which Is Old," p. 22. Susan Krane in the 
"introduction" to Weber: The Cubist Decade notes the interaction 
between Caffin and Weber prior to 1911, the year when Stieglitz and 
Weber parted company (p. 16). 

46 Caffin, "New Thought Which is Old," p. 24. 

4 7 Ibid, pp. 23; 22. 

48 Fenollosa, Imagination in Art, p. 8. 

49 Caffin, "A Note on Paul Cezanne, " Camera Work. nos. 34-5 (April-July 
1911): 48-9; 51. The issue of materialism and idealism, ignorance on the 
one hand and individuality, self-expression, and culture on the other, 
was a major one in "Fifth Avenue and the Boulevard Saint-Michel," an 
article published in 1910 by Temple Scott, allegedly an insider of 
Stieglitz's "291" circle. See Temple Scott, "Fifth Avenue and the 
Boulevard Saint-Michel," The Forum 44 (December 1910): 665-685, esp. p. 
665. There are major portions of Caffin's text in "A Note on Paul 
Cezanne" that are, frankly, baffling. Although, he freely acknowledges 
his sources, mentioning Bernard four times in the article and often 
quoting from Cezanne's letters, strangely, Caffin does not realize that 
the exhibition of Cezanne's watercolors was not, as he wrote it was, "the 
first occassion of his art being shown in this country." The first such 
event occurred at "291" between 18 November 1910 and 8 December 1910, 
when Stieglitz exhibited Cezanne lithographs (see Appendix B). In the 
same article, Caffin wrote that "he[Cezanne] drew from the nude," as 
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though it were a common practice, which it was not; and that "there 
seems to be no doubt that at some period of his career he[Cezanne] 
visited Spain and gained fuller knowledge . . . of Velasquez and Goya and 
El Greco" (Caffin, "A Note on Paul Cezanne, p. 48). Cezanne never went 
to Spain. 

5 0 For a concise survey of American art criticism during the period 
named, see Rose, "Introduction," Readings in American Art, pp. 20-2. 
See also Peninah Petruck, "American Art Criticism: 1910-1939," (Ph.D. 
diss.: New York University, 1979): 1-90. 

51 Willard H. Wright, "The Aesthetic Struggle in America," p. 205. 

52 Japonisme most literally describes the enthusiam for Japanese art in 
Paris during the second half of the nineteenth century, particularly as 
it affected the Impressionists and the Post-Impressionists . The term was 
first used by the French art critic Philippe Burty in 1872, but Japanese 
art had been in vogue with French artists, critics and connoisseurs 
since the 1860s. Burty explained his concept of J a po n ism e very 
succinctly in an article he wrote for the American magazine Harper's 
New Monthly Magazine in 1887: "(Japonisme]--a new word coined to 
designate a new field of study, artistic, historic and ethnographic" 
("Felix Buhot, Painter and Etcher" 76 [February 1887] : 333). For a brief 
historical summary of J aponisme, see Siegfried Wichman, J aponi sme: 
The Japanese Influence on Western Art in the 19th and 20th Centuries 
(New York: Harmony Books, 1981): 8-14. Other publications to consult 
for information on J aponisme are: Klaus Berger, Japonisme in Western 
Painting from Whistler to Matisse, Cambridge Studies in the History of 
Art, trans. David Britt (Cambridge, New York, Port Chester, Melbourne, 
Sydney: Cambridge University Press, 1992); Japonisme Comes to 
America: The Japanese Impact on the Graphic Arts 1876-1925, exh. cat. 
(New Brunswick: The Jane Voorhees Zimmerli Art Museum at Rutgers, 
The State University; New York: Harry N. Abrams, Inc., 1990); Sally 
Mills, Japanese Influences in American Art, exh. cat. (Williamstown, 
MA: Sterling and Francine Clark Art Institute, 1981 ); Japonisme in Art. 
An International Symposium (Tokyo: Kodansha International Ltd ., 
1980); Japonisme: Japanese Influence on French Art. 1854-1910 
(Cleveland: Cleveland Museum of Art, 1975); C. F. Yamada, ed., Dialogue in 
Art: Japan and the West (Tokyo, New York and San Francisco: Kodansha 
International , 1976); Frank Whitford, Japanese Prints and Western 
Painters (London: Studio Vista, 1977); and Clay Lancaster, The Japanese 
Influence in America (New York: Walton H. Rawls, 1963). 
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I use the term 'primitivism' in its broadest context to denote the 
modernist attitude toward and taste for a particular kind of an, such as 
Medieval sculpture, very early Renaissance painting as well as African, 
tribal, folk, and naive art. See Robert Goldwater, Primitivism in Modem 
Ail. (1938; Cambridge and London: The Belknap Press of Harvard 
University Press, 1986): xxiii-v. For a discussion of the historical and 
artistic importance of primitivism in relation to early modernists 
Hanley and Weber, see Gail Levin's "American Art" in Primitivism in 
20th Century Art: Affinity of the Tribal and the Modern, William Rubin, 
ed., vol. 2 (New York: The Museum of Modem Art, 1984): 453-61. For 
Picasso's association of African art with the styles of Rousseau and 
Cezanne, to which Weber was witness, consult Carolyn Lanchner and 
William Rubin, "Henri Rousseau and Modernism" in Henri Rousseau, 
exh. cat (New York: Museum of Modem Art, 1985): 47-9. For the interest 
that Matisse, teacher to Americans at the Couvent des Oiseaux, had in 
primitive art at the same time that he exalted Cezanne, see Jack D. Flam, 
"Matisse and the Fauves" in "Primitivism" in 20th Century Art, vol. 1, pp. 
211-29. For information regarding Weber's collection of African art and 
Japanese prints, see Levin, "American Art," p. 454. Hartley, who 
compared paintings by Rousseau to examples by the Kwakiutl Indians, 
called the French artist "the true primitive of our so eclectic modem 
period" (Adventures in the Arts. p. 134). See Celeste Connor's discussion 
on Hartley's esteem for clear color and simplification of form in 
American folk art ("Visions and Revisions of American Landscape: 
Paintings and Photographs of the Stieglitz Circle, 1924-1934" Ph.D. diss.: 
University of California at Berkeley, 1989): 91-2; and Amy Goldin's claim 
that there was a relationship between Prendergast's modernism and 
French ideas of primitivism in "How are the Prendergasts Modem?" A rt 
in America 63 (September/October, 1976): 62. 

5 3 Japanese u k i yo -e color prints date from the eighteenth century, but 
first came to Europe in the nineteenth century. The freshness of 
execution, reflecting a freedom from restrictive canons, the brilliant 
color, sophisticated sense of line, and bold design, as well as the subject 
matter (amusements of the common people and their interests), 
attracted the attention of many French nineteenth-century art groups. 
Impressionists, Nabis. and Post-Impressionists valued the workmanship 
and artistic qualites in the ukiyo-e prints, particularly in the freedom, 
boldness and originality of formal expression. Additional information 
concerning technique and history of the Japanese u k i yo- e color print 
tradition is in Edward F. Strange, Hiroshige's Woodblock Prints (New 
York: Dover Publications, Inc. 1983): 1-11. 
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54 Frederick C. Moffatt, Arthur Wesley Dow (1857-1922), exh. cat. 
(Washington, D. C.: National Collection of Fine Arts; The Smithsonian 
Press, 1977): 82. 

55 "Reminiscences of Weber," p. 37. Although it is not documented, 
recent scholarship indicates that Prendergast also studied under Dow 
and learned from him the ease with which design qualities in 
photography could be transposed to compos1t10ns in another 
medium(Nancy M. Mathews, Maurice Prendergast [Munich: Prestel
Verlag, 1990]: 18). 

56 Weber, handwritten draft for "Photography," A. S. A., Yale U., p. 2. 

57 Ibid, p. 2. Weber underlined "choice"; "Photography," pp. 5-6, 9. 
Italics mine. Weber meant by "plastic" art principles a knowledge of 
"form[,] proportion and construction of objects" (p. 9). At the same time, 
aware that Dow and Clarence White, no less than Stieglitz, brought to 
photography an aesthetic having an eastern sensibility, Weber, like 
Dow, applied the same design principles, based on a balance of line, 
mass, and notan (light and dark values), to both art forms. See Nancy E. 
Green, Arthur Wesley Dow and His Influence, p. 13. 

58 Hartley, "The Appeal of Photography, Adventure in the Arts, p. 105. 
The occasion eliciting Hartley's remarks on Stieglitz was an Exhibition 
of 146 photographs by Stieglitz at the Anderson Galleries in Januray 
1921. 

59 Hartley, "The Appeal of Photography," Adventure in Arts, p. 105. 

60 An illustration of the painting and the photograph that inspired it is 
in Theodore Stebbins, Jr. and Norman Keyes, Jr., "Photographer of Art 
and Photographs," Charles Sheeler: The Photographs (Boston: Museum 
of Fine Arts, 1987): 4. For a discussion of Sheeler's aesthetic theory in 
the context of photography, which he practiced throughout the 191 Os 
until his death in 1965, see Karen M. Lucic, "The Present and the Past in 
the Work of Charles Sheeler" (Ph.D. diss.: Yale U., 1989): chapter 3; also 
Theodore E. Stebbins, Jr. and Norman Keyes, Jr., Charles Sheeler: The 
Photographs [Boston: Museum of Fine Arts, 1987]: 2-10). 

61 A. L. Chanin, "Charles Sheeler: purist brish and camera eye," A rt 
News 54, no. 4 (Summer 1955): 71; also cited in Sheeler, Stebbins amd 
Keyes, p. 4. 
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62 Henry McBride, The New York Sun, April 8, 1917; cited in Stebbins 
and Keyes, Sheeler: The Photographs, p. 7. 

63 In the show Paintings by Cezanne: African Negro Sculpture, de Zayas 
exhibited two oils, two watercolors, and a lithograph by Cezanne (see 
Appendix B). 

64 Jonathan Green mentions Weber's pleasure in the formal attributes 
of this particular image by Stieglitz (Camera Work.· A Critical Anthology, 
p. 342). For an illustration of Stieglitz's photograph The Steerage, see 
Homer, Alfred Stieglitz and the American Avant-Garde, p. 71. 

65 de Zayas, from an editorial passage, 291, nos. 7-8 (September-October 
1915): 1. 

66 Huntley Carter, "Two-Nine-One," The Egoist 3, no. 3 (March 1, 1916): 
43. A recent biographer of Stieglitz maintains that it was Weber who in 
1909 directed Stieglitz, while in Paris that year, to visit the Trocadero to 
view primitive art and to the Musee Guimet to see East Asian art (Lowe, 
Stieglitz, p. 143). The painting by Cezanne, Sucrier, poires et tapis (V. 
624) had been published by Stieglitz in the special issue of Camera Work 
in June 1913. 

6 7 For discussion of the geometrical compos1t10ns in 19th-century 
ukiyo-e prints, see Narasaki Muneshige, "Western Influence and 
Revival of Tradition in 'Ukiyo-e"' in Japonisme in Art. An International 
Symposium, p. 320. 

68 Dow, "Modernism in Art," The Magazine of Art 8, no. 3 (January 1917): 
113. 

69Julia Meech, "Reinventing the Exotic Orient," Japonisme Comes to 
America: The Japanese Impact on the Graphic Arts 1876-1925, p. 222. 
Deborah Johnson explores the interchange between East Asian art, 
photography, and French landscape painting in the late nineteenth
century in "Confluence and Influence: Photography and the Japanese 
Print in 1850," The Rise of Landscape Painting in France Corot to Monet, 
exh. cat. (Manchester, N. H.: The Currier Gallery of Art, 1991): 78-97. 

7 O Hartmann, of German-Japanese ancestry, had some authority on the 
subject and had written a book to support it (Japanese Art [Boston: L. C. 
Page and Co., 1904]). Caffin was both an admirer of Japanese art and an 
avid advocate of Fenollosa's theories on the merits of Japanese art and 
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culture (Underwood, Charles H. Caffin, pp. 58-9). Caffin's partiality to 
Japanese art is also evident in his articles, "Of Verities and Illusions," 
Camera Work, no. 12 (October 1905): 25-9 and in "Of Verities and 
Illusions.--Part II," Camera Work, no. 13 (January 1906): 41-5. Stieglitz, 
too, knew and respected Japanese aesthetics through association with 
Caffin and also through familiarity with Dow's theories of design 
(Peters, Becomin~ O'Keeffe, p. 90). 

71 Hartmann, "Unphotographic Paint;--The Texture of Impressionism," 
Camera Work no. 28 (October 1909): 20. 

72 Ibid, p. 21. 

7 3 Ibid, p. 22. 

74 Ibid, p. 23. 

7 5 Hartmann, "Pictorial Projection," an undated text written for Camera 
Work but never published, cited in Weaver, Sadakichi Hartmann-
Critical Modernist, pp. 228-9. 

76 La Montagne Sainte-Victoire is catalogued as RWC 279, 1885-87. 

77 Anonymous, The New York Times, 13 March 1911, sec. v., p. 15; also 
cited in Rewald, Paul Cezanne. The Watercolors, p. 151. The art critic for 
the New York Times, Elizabeth Luther Cary, most likely wrote this 
review. Cary was an articulate advocate of nature as a generative 
source for artistic inspiration. She wrote that the hope for raising "our 
[American] painting from general mediocrity to general excellence lies 
in the painter's interest in what he sees in nature. . . . If he is 
interested enough to tum the language of nature into the language of 
art, there is at least a fair chance that his accomplishment will tell what 
he feels and imagines; and there is more than a fair chance that, being 
American, he will feel and imagine at least vividly if not profoundly" 
(Cary, "Art Critics and Art Interpreters" Putnam's Monthly 3, no. 3 
[December 1907]: 359. Earlier in the article Cary takes Caffin to task for 
finding American character and painting '"materialistic rather than 
spiritual"' in his book Story of American Painting. According to Cary, 
"we Americans, as Mr. [William] James has told us, are 'almost incredibly 
romantic."' She continues, "our painters have given many more signs of 
our interest in the spiritual and unseen than in the material and 
obvious" (p. 359). 
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78 Frank J. Mather, "Paul Cezanne," The Nation 102, no. 2637 (13 January 
1916): 58. 

7 9 Many professional critics were already aware of the American 
modernist artists' interest in Cezanne and of their investigations of 
various innovative aspects of his work. They were also aware that the 
artists had incorporated aesthetic concepts of design from the Japanese 
u k i yo - e print tradition into their work, notably contrasting diagonal 
and horizontal axes, cropping to emphasize flatness, asymmetry, bold 
colors, and elevated viewpoints. There are major references to the 
characteristics of ukiyo-e prints in Weber's art in Percy North's "Max 
Weber, The Early Paintings (1905-1920)," Ph.D. diss.: Wilmington: The 
University of Delaware, 1975, esp. p. 24. For similar traits in 
Prendergast's art, see Cecily Langdale, Monotypes by Maurice 
Prendergast in the Terra Museum of American Art (Chicago: Terra 
Museum of American Art, 1984): 28 and Mathews, Maurice Prendergast, 
pp. 15-6. Concerning Hartley's knowledge of ukiyo-e prints, see 
Barbara Haskell, Marsden Hartley, p. 13. In America, access to Japanese 
ukiyo-e color woodblock prints was not restricted to exhibitions at "291"; 
an interested public also had abundant opportunites to view this form of 
Japanese art. As early as 1893, Fenollosa organized and wrote the 
catalogue for a large exhibition of prints by Hokusai at the Boston 
Museum of Fine Arts, and two years later, was responsible for the first 
major exhibition of u k i yo - e paintings and prints in America, Th e 
Masters of Ukiyo-e, A Complete Historical Description of Japanese Prints, 
staged in New York at the Fine Arts Building. Other large shows of 
ukiyo-e prints in New York were held in 1902 and 1908. For the more 
serious students and artists, excellent sources on Japanese prints were 
the books, various presentations, and lectures by Fenollosa, Ross, and 
Dow. Dow, for example, often brought prints by Utamaro, Hokusai, and 
Hiroshige to his classroom at the Pratt Institute in Brooklyn; this he did 
while Weber was a student there from 1898 until 1900 (Holger Cahill, 
Max Weber, [New York: The Downtown Gallery, 1930]: 5). A 
contemporary account of the triadic educational efforts of Fenollosa, 
Ross, and Dow to promote Japanese principles of design is Frederick W. 
Coburn's "Art Movements of Today, 11--The New Composition" The 
National Magazine 17, no. 6 (March 1902): 744-9. 

The popular eightennth-century ukiyo-e print tradition in Japan, 
grew out of an earlier movement in painting bearing the same name. 
The subject for these mass-produced woodblock prints varied from 
vernacular amusements of the common people and their interests to 
genre scenes of theatre, sports, domestic and courtesan life. The color 
printing of the ukiyo-e art often called for twenty to thirty color blocks 
to achieve the right gradation of color tones. Thus, only the highest 
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level craftsmanship sufficed to obtain the desired effects in color and 
design (See Timothy Clark's "Introduction" in Ukiyo-e Paintings in the 
British Museum [London: The British Museum Press, 1992): 8-16). 

80 Stein, Appreciation: Painting. Poetry and Prose, p. 104. 

81 Stein, A-B-C of Aesthetics, p. 165. 

82 The contradictions in perspective are typical of ukiyo - e prints in 
which one often looks down on one element in the scene and up at 
another (Gabriel P. Wies berg, "Japonisme: Early Sources and the French 
Printmaker 1854-1882" in Japonisme. Japanese Influence on French Art 
1854-1910, p. 14). See Shiff, Cezanne and the End of Impressionsim. for a 
discussion of Cezanne's method of creating an evenly diffused light in 
his painting by means of color (hue) regulation referred to as I a 
peinture grise (pp. 200-4). 

83 "Reminiscences of Max Weber," p. 230. Weber was referring to Les 
Grandes baigneuses, ca. 1900 (V. 719). 

84 "Reminiscences of Weber, " p. 119. This is true even without 
documentation that could verify that Cezanne had an artistic interest in 
Japanese prints. On a purely visual basis, it would seem that in some 
instances Cezanne did adapt ideas from the ukiyo-e print to his own 
needs , although contemporary accounts suggest otherwise. A young 
admirer and biographer, Joachim Gasquet described Cezanne as "a 
passionate reader of Stendahl, Saint-Beuve and the Goncourts. . . He 
was a child of his age, he accepted what was in the air" ("Provence" in 
Joachim Gasquet's Cezanne. A Memoir with Conversations, p. 94). On the 
same page in the Memoir, Gasquet continues, 

People talked about the Japanese and the Chinese. When I led the 
conversation towards them, he [Cezanne) said, 'I don't know 
anything about them. I've never seen their work. He had 
merely read the two Goncourt volumes on Utamaro and Hokusai , 
and to the creative mind of a painter a hundred pages of text do 
not convey the same thing as a line, or two or three brush 
strokes. If there was a link . . that link was accidental and in 
any case purely intellectual. There was no exchange, no 
potential influence . 

Edmond de Goncourt wrote two popular books on ukiyo-e master 
printmakers , Utamaro (Outamaro , le peintre des maisons vertes [Paris: 
Biblioteque-Charpentier, 1891) and Hokusai (Hokusai [Paris: 
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Biblioteque-Charpentier, 1896). Neither book by Edmond de Goncourt, 
Outamaro, le peintre des maisons vertes or Hok us a r, contained 
illustrations, although in each there were precise descriptions, 
allusions to the high quality of color in the "impressiones moderns," 
and praise of specific works by each artist, some with exact pictorial 
analysis. Two highly-placed present-day opm1ons maintain that 
Cezanne held no interest in Japanese printmaking: Rewald, The History 
of Impressionism (1946; New York: The Museum of Modem Art, 1973): 
208 and Gerald Needham, "Japanese Influence on French Painting 1854-
1910," Japonisme: Japanese Influence on French Art 1854-1910, pp. 115, 
128. However, a pivotal figure to Cezanne during his Impressionist 
phase in the 1870s was Camille Pissarro, who openly admired the 
technical achievements in Japanese prints, and even collected them. 
For an account of the close bond between Cezanne and Pissarro, see 
Richard R. Brettell, "Pissarro, Cezanne, and the School of Pontoise" in A 
Day in the Country: Impressionism a,nd the French La,ndsca,pe, exh. cat. 
(Los Angeles County Museum of Art; New York: Harry N. Abrams, Inc., 
1984): 181. Considering Pissarro's pedagogical relationship with 
Cezanne in the 1870s and the fact that Pissarro adapted Japanese 
compositional features into his own canvases during this time, it is 
believable that Cezanne would have been an astute witness to the older 
painter's redeployment of elements from Japanese prints to his own 
artistic ends. Concerning Pissarro's role of mentor to Cezanne, see 
Fran~oise Cachin, "Looking at Pissarro," in Pissarro, exh. cat. (London: 
Haywood Gallery; Arts Council of Great Britain, 1981): 53. Also refer to 
Christopher Lloyd, "Camille Pissarro and Japonisme," Japonisme in Art. 
An International Symposium, pp. 173-88. Lloyd maintains that the 
influence of Japanese prints on Pissarro dates from as early as 1870-1, 
the time when Pissarro and Monet painted together at Louveciennes. 
Works by both painters at this time often incorporate roads placed 
either at a right angle to the picture plane or leading off at a sharp 
diagonal, both compositional features common to Japanese prints (p. 
176). Lloyd also points to the salient motif of trees in Japanese prints 
and to the fact that this subject (particularly the branches of a tree) 
serves to unify a composition. By 1870 or shortly thereafter, Pissarro 
imposes compositional unity in his own work by using these same 
devices (p. 179). And, noteworthy is the fact that trees as subject matter 
are prominent in Cezanne's oeuvre, even as early as 1865-8 in works 
like S ous-bois. [Venturi 30]. whereabouts unknown. About Cezanne's 
Sous-bois Venturi notes, "Influence de Pissarro et de Courbet" (Cezanne, 
son art son oeuvre, p. 74). Pissarro met Cezanne in 1861 at the Atelier 
Suisse and in 1863 and 1865 in Paris, the two saw much of each other 
(Brettell, "Camille Pissarro: A Brief Chronology," in The Impressionist 
and the City: Pissarro's Series Paintings, exh. cat. [New Haven and 
London" Yale University Press, 1993]: xi-iii). In the 1870s, Pissarro 
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often incorporated into his paintings design elements that were 
effective agents for moving the spectator's eye across or into the 
composition and that were also commonly found in Japanese prints. An 
example is the placing of a road at a very prominent diagonal or right 
angle to the picture plane, an axial arrangement that Cezanne also 
frequently used in early landscapes such as La Route du village, 1 8 7 2-3 
(V. 134). Cezanne continued to use this artistic arrangement in 
paintings entitled Route tournante. or some variation on that basic title, 
throughout the seventies until his death in 1906. See Venturi's 1936 
Catalogue Raisonne of works by Cezanne. According to Theodore Duret, 
an avid collector of Japanese prints and early supporter of the 
Impressionists, writing in 1878, the juxtaposition of bright colors was a 
primary factor in the language of Japanese prints, which was 
introduced into the Impressionists' vocabulary (See Shiff, Cezanne and 
the End of Impressionism, p. 87; p. 259, n. 62). Pointing to the new 
effects in Japanese color prints, which are "strikingly faithful" to 
nature, and where "the most glaring, piercing colors were placed side 
by side," Duret claimed that before Japan: "Nature with its frank colors 
was in plain sight yet no one ever saw anything on canvas but 
attenuated colors, drowning in a general half-tone" (For excerpts from 
Duret's Les Peintures Impressionistes [Paris, 1878], including his 
discussion on the unmodulated color in Japanese prints in place of 
careful value gradations (chiaroscuro), see Nochlin, Impressionism and 
Post-Impressionism 1874-1904, pp. 7-9. It was this anti-academic feature 
of seeing and painting in terms of color relationships to the exclusion 
of black and white value relationships that brought Cezanne 
prominently to the attention of Bernard, Denis and Riviere and Scherb 
(Shiff, Cezanne and the End of Impressionism, pp. 123; 268, n. 45-6). The 
lack of spatial differentiation by aerial perspective in Cezanne's 
paintings, a feature also fundamental to Japanese prints, was 
specifically noted by Denis who, in 1907, wrote that "the decorative 
effect and the balance of the composition appear all the more complete 
owing to this sacrifice of aerial perspective" (Denis, "Cezanne--II," p. 
279). In recent years, one scholar has maintained that two important 
exhibitions of Japanese art in Paris in 1883 and 1890 (years when 
Cezanne spent time in that city) expressly coincide with pre-eminent 
changes in Cezanne's work: a transition to the '"classical structural'" 
phase after the event of 1883 and after 1890 a progression into the late 
"crystallized"' phase. See Klaus Berger, Japonisme in Western Paintint: 
from Whistler to Matisse, p. 113. The two exhibitions referred to in 
Berger's allegation are: Exposition retrospective de /'art japonaise in 
1883 at the Galerie George Petit, which featured color wood-cut prints 
from the collection of Theodore Duret, and Maitres de l'estampe 
japonaise at the Ecole des Beaux-Arts in 1890, which focussed on an 
evolutionary, historical framework for u k iyo- e color wood prints. 



306 

Berger also holds the opinion that by mountain subject matter as well as 
by the geometric, structural emphasis, Cezanne was influenced 
primarily by Hokusai's ukiyo-e prints on both occasions (pp. 115-19). 
According to Kurt Badt (The Art of Cezanne, trans. Sheila Ann Ogilvie 
(1956; New York: Hacker Art Books, 1985]), Cezanne in his own work 
underwent a perspicacious evaluation of painting in the realist 
tradition as exemplified by both Manet and Courbet. This was one 
reason for the tension between two- and three-dimensional readings of 
his paintings; awareness of "Japonaiserie" was another. Many 
compared the flat quality of Manet's painting to the flatness of a 
playing card, a kindred tendency to the modem flair for the flat 
Japanese style (pp. 115-6). Cezanne, though not a close friend of Manet, 
admired his talent and even came to Paris in 1883 on the occasion of his 
funeral (not to mention the 1883 exhibition of Japanese prints). Badt 
suggests that the connection between Cezanne and the art of Japan is 
evident in his famous letter to Pissarro, dated July 1876. In this letter, 
Cezanne remarks to his friend about the flattening, silhouette effects of 
the sunlight at L'Estaque, which make his paintings seem like "playing
cards" (p. 116). 

85 Fenollosa, Imagination in Art, p. 9. 

86 Ibid, p. 11. 

87 Dow, Composition, p. 26. 

88 Ibid. 

89 Ibid. In the summer of 1886, Dow and Paul Gauguin had painted at 
Pont-Aven in Brittany, and, a few years later, Dow's work and his 
teaching reflected impulses from both japonisme and primitivism. See 
Eleanor Green, Arthur Wesley Dow and His Influence, p. 7. Kirk 
Varnedoe places Gauguin as the seminal figure in modernist 
primitivism ("Gauguin" in Primitivism in 20th Century Art, vol. I, p. 
179). Levin points out that Dow was not only indebted to Japanese 
aesthetics in his teaching, but that he also exhorted his students to 
maintain a receptivity to a "'primitive state of mind'" ("American Art" 
in Primitivism in 20th Century Art, vol. 2, p. 453). 

90 See Vamedoe's explainations of artistic ramifications of the term 
"primitive" in "Gauguin" in Primitivsm in 20th Century Art, p. 181. 

91 Recent scholarship by 
"primitive" and "archaic" in 

Susan Rather includes a discussion of 
the context of American early twentieth-
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century artistic discourse and relates the pos1t1ve meaning in both 
significations with modernist art. See Susan Rather, A re ha ism. 
Modernism. and the Art of Paul Manship (Austin: The University of 
Texas Press, 1993 ). Rather explains that modem artists valued the 
"expressive directness" and closeness to "origins" in primitive art, a 
stage in stylistic sequences that preceedes the "archaic," which is 
destined for some degree of "classical equilibrium" by the standards of 
Western civilization (pp. 2-3). 

92 An authoritative treatment of primitivism is in Rubin's 2 vol. 
collection of essays by eminient scholars on the subject, Primi tiyjsm in 
20th Centucy Art. See also Robert Goldwater, Primitivism in Modem Art, 
enl. ed. (1938; Cambridge: The Belknap Press of Harvard University 
Press, 1986). The art of both non-western traditions stimulated 
flexibility in art, japonisme in both Europe and America held greater 
currency with avant-garde artists in the second half of the nineteenth 
century, while in the early twentieth century, primitive art was more 
significant in liberating artistic spirits from cultural codes that feared 
change. Regarding the timing of these two artistic influences, see 
Needham, "Japanese Influence on French Painting 1854-1910," p. 115. 
Celeste Conner discusses the rebellious implications that primitive art 
and Japanese prints had for American avant-garde artists who were in 
no way hesitant to favor art that was 'anti-academic' ("Visions and 
Revisions of the American Landscape: Paintings and Photographs of the 
Stieglitz Circle, 1924-34" [Ph.D. diss.: The University of California, 
Berkeley, 1989]: Chap. I). 

93 For a discussion of Cezanne as "guiding light" between surface design 
and modeling, see Jack D. Flam, "Matisse and the Fauves" in Primitivism 
and 20th Century Art, p. 212. One reason that Americans tended to place 
Cezanne in a context of many artistic sources, primitive, archaic, or Far 
eastern art, was that Matisse had so consistently done so. Stein, of 
course had, and French critics, too, often linked Cezanne with Matisse, 
then extended the comparison to the art of a foreign culture. In 
painting, Louis Vauxcelles tied Matisse to Cezanne by the "glimmering 
red and yellow glints in the apples and lemons .. . [that] are a match for 
a beautiful Cezanne," and then, in a broader context, described a statue 
by Matisse as being "half-Gothic, half-Hindu" (Louis Vauxcelles, "The 
Salon d'Automne" Gil Blas [30 September 1908], cited in Jack D. Flam, ed., 
Matisse. A Retrospective, p. 72). In another instance, a critic stated, 
"[Matisse's] efforts have aided the development of our techniques of 
creative expression--not by extravagant innovations, but simply by 
relying on the instinctive inspiration of medieval artists, Hindus, and 
Oriental decorators" (Georges Desvallieres, Preface to "Notes of a 
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Painter" La Grande Revue [25 December 1908], cited in Flam, Matisse. A 
Retrospective, p. 76). Most importantly, perhaps, is Matisse's own 
testimony to his artistic beliefs in the "Notes of a Painter," which 
contains references to Cezanne, Egyptian and Greek statuary, and to the 
frescoes of Giotto at Padua, these last meriting "primitive" connotations 
as Italian trecento painting. About these frescoes, Matisse said that "I do 
not trouble myself to recognize which scene of the life of Christ I have 
before me, but I immediately understand the sentiment which emerged 
from it, for it is in the lines, the composition, the colour" (Matisse, 
"Notes of a Painter" in Matisse on Art, p. 38). 

94 In the early twentieth century, discontentment, remorse for the loss 
of innocence, and an uneasiness with irrevocable changes intrinsic to 
modernity made the seemingly untarnished existence in pnm1t1ve 
cultures and the art associated with them all the more attractive. For 
the importance of primitive art to the modern spirit of revolt and the 
hope for a nai've union with nature, see Katia Samaltanos, Apollinaire. 
Catalyst for Primitivism. Picabia. and Duchamp (Ann Arbor: U. M. I. 
Press, 1981): esp. pp. 3-8. 

95 "Reminiscences of Weber," p. 65. 

96 Letter from Coburn, in London, to Weber, in New York, dated 8 
February 1913, Weber Papers, A. A. A., Reel: N 69-85, fr. 292. Coburn's 
letter indicates that he was referring to the Cezanne watercolors in 
Fry's Second Post-Impressionist Exhibition (October 5, 1912 - January 
1913). According to Douglas Cooper, in January, another installment of 
33 paintings and 7 watercolors by Cezanne was made in the show, still 
quite short of the count Coburn gave of thirty watercolors. See Cooper, 
"The Post-Impressionist Phase," The Courtauld Collection. A Catalogue 
and Introduction (London: Athlone Press, 1954): 55, n. 5. 

97 See Charles Edward Gauss, Aesthetic Theories of French Artists. 1855 
to the Present, pp. 53-4. 

98 "Henri Matisse" (1907) in Apollinaire on Art, Breunig, ed., p. 39. 

99 Apollinaire, "Henri Matisse" (from La Phalange, 15 December 1907), 
cited in Breunig, Apollinaire on Art, pp. 38-9 

100 Apollinaire, "Henri Matisse," in Breunig, Apollinaire on Art, p. 38. 

101 Ibid, p. 38. 
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102 Ibid. 

103 Matisse, "Notes of a Painter, 1908" in Flam, Matisse on Art, p. 35. 
Matisse's awareness of the expressive formal power and, especially, the 
volumes in African art can be traced to the autumn of 1906, when Andre 
Derain showed two Ivory Coast carvings to Matisse and Picasso, both of 
whom, as a result of this experience, began to collect the art of tribal 
cultures. See John Elderfield, "The Pastoral, the Primitive, and the 
Ideal" in The "Wild Beasts." Fauvism and Its Affinities, pp. 109, 157, n. 55. 

104 Willard Huntington Wright, "The Aesthetic Struggle in America," 
The Forum 55 (February 1916): 202; 212. 

105 Matisse, "Statement to Teriade, 'The Purity of the Means'" in Flam, 
Matisse on Art, p. 74. First published as E. Teriade "Constance du 
fauvisme," Minotaur, II, no. 9 (15 October 1936): 3. 

106 Denis, "Cezanne--1," p. 219. 

107 Denis, "Cezanne--11," p. 275. 

1O8 These associations, which continued to elicit enthusiasm among 
early modernists once returned from , Europe, will be discussed more 
fully in later sections of the chapter. 

109 de Zayas and Paul B. Haviland, A Study of the Modem Evolution of 
Plastic Expression (New York: "291," 1913): 20. 

11 O Cezanne, like the African artists, had remarkable powers in 
expressing originality through form, or "distortion of form," alone a 
great contribution leading to "the consequent discovery of new forms . . 
. as we can see in the work of Cezanne .... [and] in the work of Matisse 
and Picasso, [and in] the art of certain primitive races, such as the 
sculpture of the African Negroes" (de Zayas, Preface to Exhibition 
Illustrating the Evolution of French Art from Ingres and Delacroix to 
the Latest Manifestations, exh. cat. (New York: Arden Gallery, 29 March 
1919 to 24 May 1919): n. p. 

111 As early as 1900-1, a classmate of Matisse at the Academie Carriere, 
Jean Puy, remarked on Matisse's care in seeking "a fine plastic power" 
in his figural painting (Benjamin, "Critics and Counselors" in Matisse's 
"Notes of a Painter," p. 76.). 
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112 "Reminiscences of Weber, " p. 74-5. 

l l 3 Ibid. 

114 For an illustration of African Sculpture, see Percy North, M...a...x 
Weber: American Modem, exh. cat. (New York: The Jewish Museum): 26. 

l15 "Matisse Symposium," Weber Papers, A. A. A., NY 59-6, fr. 152, fr.157 . 

116 Ibid, fr. 156. 

11 7 Ibid, fr. 151. 

118 See Carolyn Lanchner and William Rubin , "Henri Rousseau and 
Modernism," in Henri Rousseau, pp. 35-51, esp. p. 36. 

119 Meier-Graefe, Modem Art, p. 267. 

120 Bernard, "Paul Cezanne," Les Hommes d'Aujourd 'hui (1891), cited in 
Nochlin, Impressionism and Post-Impressionism, p. 101. For further 
consideration of Cezanne's primitivism in French criticism, see Shiff, 
Cezanne and the End of Impressionism, p. 168-74. 

121 R. P. Riviere and J. F. Schnerb, "L'atelier de Cezanne" La Grande 
Revue (25 Deceber 1907), cited in Doran, Coversations avec Cezanne, p. 
87; also Wechsler, Cezanne in Perspective, p. 59. 

122 [Fry and Desmond Maccarthy], "The Post-Impressionists," Manet and 
the Post-Impressionists, exh. cat. (London: Grafton Galleries , 8 
November 1910 to 15 January 1911; London: Ballantyne & Company Ltd., 
1910): 10. The emphasis on 'design' suggests that Fry was at least 
familiar with if not drawing upon Ross 's theories of design in an 
attempt to formulate new principles that he could apply to the Post
Im press ion i sts . 

123 See Alan Bowness, "Introduction," Post-Impressionism. Cross 
currents in European Paintin&, exh. cat. (London: Royal Academy of 
Arts, 1979; London Weidenfeld and Nicolson, 1979): 10. 

124 "The Post-Impressionists," Manet and the Post-Impressionists, pp. 10; 
12. In connection with his first Grafton exhibition, Fry had patiently 
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attended to clarifying salient qualities in Post-Impressionist art by 
writing prolifically on the subject. The widespread publication of his 
numerous essays, letters to editors, and reviews provided this country 
with badly needed examples of art-critical writing. Equally important, 
though, Fry's thoughtful discussions on the subject of Post
Impressionist art and artists offered specific and extremely articulate 
answers to puzzling questions that had formerly been directed at 
"modern" art. Both during and after the exhibit, as he wrote 
voluminously in explanation and support of the an he chose to show, 
Fry also provided an education in modem trends of an for Americans in 
dire need of such enlightenment. At the beginning of the second 
decade in America, there was no clear focus on theories offering 
meaning or analysis concerning modem an, much less the painting of 
Cezanne. Of importance to an criticism and histroy alike, then, were 
the statements Fry offered on the subject of an he was exhibiting at the 
Grafton Galleries. Post-Impressionist art was modern art; Fry's term 
"post-impressionist" merely stated the art-historical position in time of 
the artists whose works he exhibited. Although many London critics did 
not embrace the new painting that Fry exhibited, they could still hold a 
reader's interest, whereas more blatantly negative New York writers 
could not. With concise criticism, amply substantiated with art
historical references, British critics argued their case in a manner that 
American critics at that time could not. Many readers in this country 
were aesthetically innocent enough to take offense at reportage on an 
described as having "primitive" qualities, which they thought meant to 
be in some sense barbaric, without even realizing that Fry had extended 
the term "primitive" to Cezanne in relationship to Italian painting. The 
association of "primitive" with an artist unfortunately aroused 
indignation from large numbers of unenlightened Americans who were 
sure that such an was vulgar, uncivilized, and retrogressive. For a 
discussion of the problem American reviewers had in analyzing 
primitive an in the light of a conventionally 'classical' tradition in 
western an, see Howard Risatti's section 'The Primitive Impulse and The 
Ideal of Beauty,' in "American Critical Reaction to European Modernism" 
(Ph.D. diss.: University of Illinois, 1978). 

125 Ross, A Theory of Pure Design, p. 186. 

126 See Benjamin, Matisse's "Notes of a Painter." p. 76. 

127 Weber, "Chinese Dolls and Modem Colorists," Camera Work, p. 51. 

128 Hanley, Adventures in the Arts, p. 36. 
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12 9 A number of these critics wrote theoretical essays about cultural 
developments for Camera Work and enlisted Cezanne in some fashion to 
authenticate views which strayed far from the domain of art. They 
attempted to maintain relevance, however, by repeatedly conscripting 
the term "plastic" to describe divergent concepts. In de Zayas's view, 
science was the religion of his day and it dictated modem developments 
in art in an evolutionary pattern. Peppering his text with variations on 
"plastic," Maurice Ai sen applied theories of psychical sources for 
inspiration in art to Cezanne in "The Latest Evolution in Art and 
Picabia," Camera Work, Special Number (June 1913): 14-21. John 
Weichsel, equally dependent on some form of "plastic" in his text, 
detected that modem art was headed into vague, cosmic levels and 
sought to turn the tide by reintroducing the physicality of Cezanne's 
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CHAPTERV 

cEzANNE AND AMERICAN PAINTING 

Aware that art was heading in new directions, the ten 

progressive Americans under study in this chapter initiated far

reaching changes in their work by exploring modem tendencies in the 

painting of Cezanne. By analyzing the innovations in his art, each of 

these early modernists sharpened individual sensibilities to the 

qualities of structure and design in a composition. In addition, 

Cezanne's art served to demote conventional standards of value and to 

exemplify new possibilities of expression through purely formal means. 

By virtue of being progressive and not seeking literary, dramatic, or 

associative content in painting, these Americans were drawn to the 

pictorial architecture (or type of structure for a composition) and the 

formal coherency in Cezanne's pictures, to his skill in constructing 

forms with convincing solidity and in organizing the internal relations 

that made them parts of a unified design. 

Although their interpretations of his work varied, as the ten 

early modernists modified their artistic idioms, certain consistent 

patterns of artistic expression emerged as a result of their response to 

Cezanne. Some were initially attentive to the painterly construction of 

volumetric, solid objects and the highly tactile surfaces that drew 
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attention to the work of art as a physical object, whereas others focused 

on the opposing two- and three-dimensional pictorial demands and the 

manner in which Cezanne accommodated them in his "plastic" designs. 

To manifest the appeal of these challenges, American disciples of 

Cezanne frequently employed an abstract, geometric structuring of 

elements in the composition, arrangements that formed an upward and 

outward expanding "V" (or its triangular inversion), a layered 

organization of horizontal bands and wedges, or an architectonic 

gridlike format based on rectilinear axes. Ultimately, Cezanne's ability 

to create dynamic spatial relationships, tensions between volumes 

demanding space but set into flattened pictorial structures that 

answered claims of the support plane, evoked the most original 

responses from the early modernists. To a large extent, this occurred 

because the early modernist vision recognized in Cezanne's painting 

major compositional traits that were already known from another 

source, the non-Western artistic tradition of Japanese prints that 

featured precise, geometric form, spatial inconsistencies, and non

conventional compositional arrangements. 

From experimentation with new ideas about formal organization, 

manipulation of shapes, and non-hierarchical color relationships to 

rejection of conventional spatial norms, these Americans revealed the 

extent to which they were, in the broadest sense, disciples of the French 

master. However, stylistic changes rarely occurred in a smooth 

progression. Although the early modernists viewed paintings from all 
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periods of Cezanne's oeuvre, they did not easily incorporate the 

intricacies of Cezanne's "plastic colour," which expresses solid, weighty 

qualities of three-dimensional form in which "the volumes are palpable 

and complete." 1 Also, the spatial ambiguities, multiple perspectives, 

disruption of planes, and faceting of objects in Cezanne's paintings 

were not always readily absorbed. The subtle adjustments between a 

two-dimensional canvas and a three-dimensional object in space were 

too complex to allow for a facile implementation.2 Indeed, their ability 

to extract ideas from Cezanne's works and apply versions of these 

innovations to their own art depended upon a wide exposure to modem, 

progressive art ideas from both Western and non-Western traditions. 

However, the fact that it was difficult to assimilate Cezanne's unusal 

techniques, and that there were delays in applying them in an artistic 

manner, proved to be to the Americans' advantage, for, rather than 

attempting blanket appropriations of pictorial schemes at the outset, 

they were cautious and highly selective. The personal interpretations 

of selected features from Cezanne's art, both in terms of technique and 

choices of themes, reflected the individual aesthetic needs and 

experiences of each painter during the period in question. 

A major purpose of this chapter, therefore, is to consider how 

specific, individual artistic expressions by the Americans demonstrate 

that their study of Cezanne's art was a liberating endeavor that 

crystallized innate artistic instincts and inclinations and channeled 

them into a distinctly modernist vision. The process of study, 
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selectivity, and experimentation that was energized by Cezanne's art 

brought to greater heights innate creative aptitudes and empowered the 

Americans to develop individual, original artistic idioms. Furthermore, 

during the latter years of the second decade, these artists found in 

Cezanne's painting a model of proven, durable order that provided a 

means whereby they could retrench from the earlier enthusiastic 

momentum to revamp their painting. Visual analyses of their specific 

works reveal the extent to which Cezanne's art inspired, challenged, 

and established their confidence--how his example became a touchstone 

basic to the development of an American tradition in early modernist 

painting.3 

For example, Prendergast's pioneering grasp of design principles 

prior to 1900 earned him a high distinction, when Pach claimed that he 

was "the first American to appreciate Cezanne ... 4 A generation older 

than the other nine artists, Prendergast, who worked in watercolors 

primarily but also in lithography, pastels, and oils, exemplifies an 

American painter who, at an early time, established progressive 

pictorial preferences and standards. Prendergast's sophistication 

enabled him to focus on certain formal features in Cezanne's paintings, 

selectively drawing from them those that best served his own artistic 

needs. After a rather lengthy investigation of Cezanne's art, 

Prendergast between 1910 and 1913 undertook painting in a distinctive 

Cezannesque style. During this time he attempted new interpretations 

of motifs associated with Cezanne, deepened his concern with the 
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relationships between forms, and emphasized effects of tactility, not just 

by endowing forms with a quality of weight and volume (plasticity) but 

also by creating surface textural effects, always accommodating the 

two-dimensional reality of the support. Not interfering with the 

element of individuality in his painting, the example of physical effects 

in Cezanne's oil painting instead stimulated Prendergast's innate artistic 

interest in tactility and directed new attention to the plasticity of 

volumetric form. 

Maurice Prendergast 

In order to understand the background that accounts for 

Prendergast's ability to appreciate Cezanne, one must recognize that 

America before the tum of the century had a very advanced modernist 

phase of artistic theory (Waldstein, Fenollosa, Dow, and Ross) and 

activity, one that had its roots in a synthesis of Eastern and Western 

aesthetic ideas more than in Post-Impressionist sources.5 Prendergast 

was as much a product of this early phase as he was a precursor to the 

subsequent one into which it expanded when, in the first decade of this 

century, Cezanne was linked with modernism. Prior to or possibly 

concurrent with Prendergast's early, perceptive enthusiasm for the 

achievements of Cezanne, his refined compositional arrangements in 

monotypes and watercolors of the 1890s reflected a modernist vision 

more advanced than many European artists.6 
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While most pre-1900 watercolors and monotypes feature leisurely 

arcadian subject matter in the tradition of Impressionism, certain 

stylistic aspects in these works reveal Prendergast's bent for modernist 

principles of design and reveal that a major source for these advanced 

compositional ideas was Japanese prints .7 For example, in Pincian Hill, 

Rome, 1898 (fig. 12), Prendergast's sleek, grid-like format of right 

angles and the bold diagonals that slice through them signal a 

knowledge of non-Western compositional principles.8 The true subject, 

rather than a contemporary, topographical scene, is a non-mimetic 

design, an orchestration of skillfully manipulated lines and color 

relationships that, together with the use of a grid (the armature of 

calculated verticals and horizontals), enliven and animate the entire 

painted surface, cutting it into linear sections of high-keyed color. An 

expressive, decorative device that adds a surface charm, the grid is 

commonly found in Japanese ukiyo-e color woodcut prints.9 Thus, 

Prendergast at an early time developed a perception of design that 

transcended the limits of a naturalistic vision. Accustomed to abstract 

design qualities, his eye was sensitive to well-defined geometric forms 

and to compositions in which major axes intersect planar areas of color, 

characteristics that draw attention to the two-dimensional surface plane 

and are comparable to the gridlike rectlinear formation of architectural 

elements in many ·landscape paintings by Cezanne. I O 

When considered in the context of the general pattern of 

American thought at the time, Prendergast's pioneering sensitivity to 
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abstract design features, including reduction of pictorial depth for an 

object in space, becomes quite noteworthy, especially since the same 

aesthetic qualities would have been both problematic for and 

unappealing to most American artists in the 1890s. Prendergast, 

however, unshackled by the aesthetic vision that was grounded in a 

three-dimensional tradition of realism, committed himself to the means 

of picture-making on its own terms and to the understanding of a 

painting as a physical object. He was a modernist, then, before he was a 

Post-Impressionist. As Americans absorbed the modernism of Cezanne, 

Prendergast became known to his contemporaries as "the first 

American modernist" and "one of the very earliest admirers of Cezanne 

in this country." 11 He secured the role as pioneer among the early 

modernists largely because of the foundations he had established in the 

1890s, in Boston as well as in Paris. 

Although fellow students at the Academie Julian were friendly 

with Nabi artists who had adopted Gauguin's great admiration for 

Cezanne, it is difficult to determine if Prendergast viewed a painting by 

Cezanne in the 1890s during his second trip abroad (1891-1894).12 Most 

scholars do not mention Cezanne as a source for Prendergast in the 

1890s, even though visual analyses reveal specific similarities between 

Prendergast's very 

Carnival, Franklin 

loose handling of the watercolor medium (e.g., 

Park, Boston, ca. 1896-7, fig. 13) and a similar 

watercolor technique in Cezanne's works dating from the 1880s or early 

1890s . 13 At this time, Prendergast clearly accepted the dominance of 
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the picture plane and, like Cezanne, he accentuated it by leaving 

generous areas of paper exposed, thereby flattening the overall 

compositional scheme. On the subject of watercolor painting, Cezanne 

had said that "it is all a question of putting everything into the most 

unified relationship." 14 An acquaintance with Cezanne's watercolors 

may not have been necessary, however, for Prendergast in the 1890s to 

develop the medium in a manner similar to Cezanne's, if he were 

deriving his ideas about the value of design qualities from the same 

source that inspired Cezanne, namely Japanese prints.15 Indeed, 

Prendergast at that time may have been working solely as a modernist, 

insistent on the design principle of treating the paper as a flat surface 

for an arrangement of colored shapes, a principle traced to u k i yo - e 

artists or the Nabis, with whose works both Prendergast and Cezanne 

were familiar. 

It is noteworthy that the artistic tenets guiding Prendergast in 

the 1890s, the principles of modem design, were specifically recognized 

and associated with Prendergast by a critic writing about his art in 1915, 

a period just following Prendergast's most sustained and intense 

Cezannesque phase: 

Prendergast is essentially a part of the NEW MOVEMENT .. 

Beginning with his earliest work, mastery of design is to be 

discovered in every one of his paintings. Indeed in his case 

design, and again design, and yet again design, is as much the 

"constant" as in the case of Cezanne, of whom he was one of 
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the very earliest admirers in this country. The work of 

Prendergast . . . ranks easily with that of the most modem 

Frenchmen. I 6 

Like other Americans, Prendergast, over a period of time at home 

and abroad, absorbed and fused stylistic and thematic ideas from many 

artists, among which were Giotto, Titian, and contemporaries Puvis de 

Chavannes, Van Gogh, Gauguin, the Nabis, Paul Signac, and Matisse.I 7 

However, the effect Cezanne had on Prendergast (not documented until 

October 1907) was greater and more lasting than that of any other 

modern artist. I 8 On the eve of his departure from France in the fall of 

1907, after several months of intense exposure to Cezanne, especially to 

the seventy-nine watercolors at the Bernheim-Jeune gallery and the 

fifty-six works at the Salon d'Automne that included at least seven 

watercolors, Prendergast wrote to a friend concerning Cezanne's 

"wonderful color, a dusky kind of grey" and described the watercolors as 

"perfectly marvelous," noting that "[Cezanne] left everything to the 

imagination." I 9 Prendergast continued: 

They were great for their simplicity and suggestive qualities. . 

I have not done anything important, that is anything 

large--mostly sketches--but I got what I came over for--a new 

impulse. I was somewhat bewildered when I first got over 

here, but I think Cezanne will influence me more than the 

others. I think so now."2 0 
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The simple qualities in Cezanne's watercolors that appealed to the 

imagination were features that Prendergast transferred into his own 

works in that medium. Although traits in Prendergast's watercolors of 

the 1890s have links to Cezanne, by 1907 the recognition of borrowed 

qualities is better grounded, because it is based not only upon visual 

analysis, but also on information from Prendergast's own words. In the 

very loose, fluid watercolors he executed in Paris, such as Luxembourg 

Gardens, ca. 1907 (fig. 14) and, a bit later that year, at St. Malo shortly 

before his October departure, the immediacy of freely-rendered 

expanses of sky and clouds imply that Cezanne's "suggestive" qualities 

have superceded the earlier precise, illustrative approach. For example, 

Luxembourg Gardens has neither the distinctive underlayer of pencil 

notations and the calculated grids, nor the precisely realistic depiction 

found in Pincian Hill, Rome (fig. 12). As in Beach Scene, St. Malo, ca. 

1907 (fig. 15), the forms and subject elements are now brushed onto the 

paper with a broad flowing wash.21 Former restrictions discarded, 

Prendergast opened up space around the foreground figures and objects 

and created an animated surface texture with rythmic, broken strokes 

that, as painterly marks, strengthen the contour of forms and recall 

Cezanne's technique.22 Very similar surface effects characterize two 

late watercolors by Cezanne that were displayed in the Bernhein-Jeune 

exhibit in June 1907, ones that Prendergast both saw and wrote about. 

In La Montagne Sainte-Victoire, 1888-90 (fig. 16), in which color is 

brushed on without pencil notation, the metered color-line of the peak 
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varies in density and acts as a subtle contour, but makes a firm 

statement about structure and solidity. Moreover, in La Remise a 

Chateau Noir, ca. 1904 (fig. 17), nervous, agitated surface lines stroked 

over washes draw attention to the flat support plane, but do not 

diminish the emphatic geometry of an architectural structure that is in 

the exact center of the work. 2 3 

Prendergast manifested a similar concern for texture, tactile 

form, and structure in Summer Day, New England, ca. 1910-11 (fig. 18), a 

watercolor with contrasts of thin washes and thick overlays of color, 

alternate broad, light touches, and heavy comma-like strokes. The arcs 

of color pull the eye across the paper, a movement halted at the left by 

the strong contours of a tree and foliage depicted with brushmarks 

sufficiently heavy to give a sense of mass to leaves that are seen as 

independent forms. Overlays of dense color contrast with thin washes 

and exposed support, signifying that the surface is predominant for 

both the image as design and the art as material object. As in Japanese 

ukiyo-e color woodblock prints, segments of bare paper depict flat, 

geometric shapes (the square sides of houses in Prendergast's work) and 

with the adjoining areas of high-keyed color emphasize the two

dimensionality of the surface.24 Prendergast's asymmetrical 

composition in Summer Day, New England also appropriates the open 

spaces and unpopulated landscapes of Cezanne and reveals the distance 

his art had come from the dense, overlapping crowds in Pincian Hill, 
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Rome. The concentration was now on surface, texture, rapid execution, 

and solidity of form, indicating his continued study of Cezanne.2 5 

During the most significant period of Prendergast's 

experimentations that accord with Cezanne's work, the period from 1910 

to 1913, he expressed his concern with tactile, physical surface textures, 

solid three-dimensional mass, and formal pictorial relationships in at 

least three mediums: oil, pastel, and watercolor. Especially important 

are the oil paintings from this period, which include portraits, still lifes 

of fruits and flowers, and nude 'bather' compositions that relate both 

stylistically and thematically to Cezanne. Various previous media reveal 

traits that are recognizably Cezannesque, but none are developed as 

prominently as they are in his corpus of oil paintings executed in the 

early 1910s. A striking feature of these oils is a surface overlaid with 

unusually thick impasto that corresponds very closely to the broad 

strokes and heavy paint applications found in Cezanne's oils of the mid

to-late 1870s. 

A number of oils executed by Cezanne in this animated, tactile 

style were collected by Victor Chocquet, who had been the subject of 

several portraits Cezanne painted in this thick impasto manner. After 

Chocquet's death, his widow placed the paintings, including Portrait de 

Victor Chocquet, 1876-7 (fig. 19), for auction in Paris. The year was 

1899, a time when Prendergast was abroad and may have been in the 

city to view them.26 Whether or not Prendergast actually saw the 

Chocquet collection remains speculative, but clearly aspects of 
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Cezanne's typical style of the 1870s is evident in Prendergast's broad 

strokes of heavy dry color in Cinerarias and Fruit, ca. 1910-13 (fig. 20): 

the forcefully rendered foreground elements bear striking 

resemblance to those in Cezanne's Le Plat de pommes, 1873-77 (fig. 21), 

from the Chocquet collection. Given Prendergast's preoccupation with 

texture and surface, qualities in a picture that directly involve the 

viewer and encourage a perception of the subject in terms of its 

material mass and colored substance, it is understandable that 

Prendergast should experiment with Cezanne's model. From this source, 

he adopted his own unconventional method of simultaneously 

rendering the illusion of volumetric, three-dimensional form and 

underscoring the actuality of it as matter, as a material projection from 

the support plane.2 7 

At an earlier time, Prendergast had applauded Cezanne's 

liberating techniques of constructing compositions by color relations, 

untethered by academic tonal practices tied to value. However, not until 

the four-year period beginning in 1910 did he have the confidence 

necessary to work the oil medium with an intensity and deliberation in 

proximity to that of Cezanne's.28 Prendergast's Girl in Blue, ca. 1910-13 

(fig. 22), suggests that over a period of years the artist recorded, 

personalized, and synthesized innovations he saw in Cezanne's works 

and then settled on that artist's style of the 1870s. With the Chocquet 

works as models, Prendergast painted a series of portraits that includes 

Girl in Blue in which the coarse, crusty, densely knit, plastered surface 
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enlivens the entire canvas and gives it integrity as a single tactile 

component.29 Indeed, the exaggerated facture animates the head and 

shoulders of the subject and projects a sense of permanence and 

monumentality that has weight and mass equivalent to the foreground 

objects in Cezanne's Le Plat de Pommes and Portrait de Victor Chocquet, 

1876-77. (fig. 19).3 0 

During this period of concentration on Cezanne's textural paint 

and volumetric effects, Prendergast exchanged ideas about art with 

Weber, whose own interest in the tactile properties of art likely 

deepened those of the older artist. Recounting an exchange that he had 

with Prendergast in 1912, Weber stated that "we talked about modem art, 

about Cezanne, the great instigator and prophet, the great archaics, the 

ancients and primitives. Conversation on art on this level or plane was 

rare and far between in those days ... 31 Prendergast's selection of this 

particular style of painting by Cezanne was, in my opinion, also 

attributable to an easy reference to these oils from the 1870s in Julius 

Meier-Graefe's German version of Paul Cezanne (1910).32 Eighteen of 

the thirty seven illustrations in Paul Cezanne date from the 1870s, 

including the Portrait de Victor Chocquer.33 This was a valuable source 

because not only did the high quality of the illustrations afford a good 

reading of Cezanne's distinctive style of painting, but also the facsimiles 

provided information about works by Cezanne in other genres in this 

same mid-to-late 1870s period. For example, four 'bather' compositions' 

appeared in Paul Cezanne, pictures that the German author had not 
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published previously. As Prendergast undertook his most 

comprehensive and sustained implementation of thematic and technical 

ideas from Cezanne, he experimented in painting nude figure 

compositions that suggest their source may be found in the 'bather' 

motifs illustrated in Meier-Graefe's 1910 publication. In two companion 

oil-on-panel paintings that Prendergast painted, Five Bathers, ca. 1910-

13 (fig. 23) and Four Nudes at the Seashore, ca. 1910-13 (fig. 24), stylistic 

traits and relationships of figural poses bear close resemblance to 

Cezanne's treatment of similar subject matter in paintings illustrated in 

the 1910 monograph (namely, Les Baigneurs au repos, 1875-6 [fig. 2]; 

Baigneuses devant la tente, 1883-5 [fig. 25]; and Les Ondines, 1883-5, [fig. 

26)).34 

In both of Prendergast's oil-on-panel 'bather' compositions, 

there is a standing female nude, or 'bather,' with one arm bent at the 

elbow and raised beside the head, the same pose prominently displayed 

by Cezanne's nude in Baigneuses devant la tente (fig. 25). Moreover, the 

seated figure in Prendergast's Four Nudes at the Seashore (fig. 24), with 

her back to the viewer, also has a striking resemblance to the bather at 

the lower right of Cezanne's Les Ondines. Furthermore, the posture of 

the female at the far right in Prendergast's Five Bathers, a 'Hermes' 

pose with one leg bent to support the elbow and the other leg straight 

and weight-bearing, replicates Cezanne's 'bather' that occupies the 

same position in the canvas in Baigneurs au repos.35 The forms, 

densely built up within their contours in the manner of Cezanne, are 
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carefully interrelated as abstract formal elements that, like shapes in a 

still life, establish contrasting curves and angular modelling. Like 

Cezanne, Prendergast subordinates literal description of the subject to 

the demands of pictorial coherence. 

Similarly, watercolors that Prendergast painted during the 1910-

13 period have themes and compositional arrangements similar to those 

in Cezanne's landscapes of La Montagne Sainte-Victoire. Prendergast's 

Autumn in the Mountains, 1910-13 (fig. 27), for example, is completely 

unpopulated, a presentation favored by Cezanne, but one that 

Prendergast cultivated only over a period of sustained study of the other 

artist's works. Prendergast's stylistic response to Cezanne can be 

detected in the broadly washed areas and the geometry of the pictorial 

structure; the stacked up horizontal registers of clouds, mountain, trees, 

and houses; and in the middle- and background forms that are pulled to 

the surface by two trees acting as repoussoirs. 

At a later date, Prendergast continued to express his natural 

interest in the design potential of simplified forms and surface 

animation in pastel works. Always sensitive to effects of tactility, 

Prendergast often applied the pastel stick over an existing watercolor or 

pencil base to achieve a calculated surface agitation, the chromatic 

layering linked still to Cezanne's oils of the 1870s.3 6 This textural 

handling of the medium and a variation on the 'bather' theme from 

Cezanne are also evident in Prendergast' s late pastel Bathers, 1916-19 

(fig. 28), the connection further noted by the manipulation of 
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mannered, attenuated bather figures to conform with demands of 

design.3 7 

Recent scholarship indicates that Cezanne's artistic 

independence, in tandem with his painterly achievement, attracted the 

attention of Prendergast, as attested to by the latter's statement that 

"[Cezanne's] work strengthened and fortified me to pursue my own 

course ... 3g Critic Walter Pach, an artist in his own right who wrote 

extensively and enthusiastically about Prendergast over a period of 

forty years, initially summarized Prendergast's work in an article in 

Gazette des beaux-arts in 1909 as that of an American Impressionist who 

was keen on "lumiere" and joyous aspects of life39; however, his most 

pertinent comments relate Prendergast specifically with Cezanne: 

Probably the first American to realize the importance of the 

master of the modern school ... [and] able to do justice to the 

broad scope of Cezanne's qualities, Mr. Prendergast did not 

make over his own art completely. Instead he deepened it 

along its own lines, with a logic he recognized in the older 

painter. 4 0 

Of even greater importance was Pach's linking of Prendergast 

with Cezanne, the "classics," and "modern": 

To go on to the drawing, the design, and the color of the 

greatest classics while holding fast the hard-worn knowledge 

of the thing of sight: that was the immense problem that the 
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master of Aix solved in his way, that the first Post

Impressionists approached from a new angle, that the later 

men varied and intensified in the arts that, for the moment, 

we call modern. The excitement of working in such a time of 

new horizons might well keep Maurice Prendergast 

untroubled in his conviction . . since [his work] became at 

once more logical in build and more radiant in expression.4 1 

Modern, then, was not unconditionally synonymous with a break from 

the past, but referred instead to a departure from the previous strictures 

of seemingly immutable standards and conventions that scorned change 

and governed academic artistic production. The individual aspirations 

and work of classic masters was, however, regarded as a durable frame 

of reference for the art of all time, a living thing that was not only 

essentially free of any taint of academic anachronism, but was also a 

fundamental source for an artist who sought an individual, original, 

and modern outlook. Prendergast was part of both the classic legacy 

that included concepts of modernism and the more recent achievements 

of Cezanne. According to Pach, "[Cezanne] remained the steady 

enthusiasm of the man before us [Prendergast], and his mentor as to the 

course of the modem artist in his relation to the classics. ,,4 2 

Max Weber 
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Rarely did early modernists accede to Cezanne without a 

familiarity or experience with art from another tradition that they felt 

had stood the test of time and was, therefore, a legitimate basis for 

establishing a relationship with art that was new and challenging, as 

Cezanne's was. Certain trusted artforms, namely Japanese prints, 

primitive and ancient sculpture, and Old Master painting and sculpture, 

were valued for the foundations that they provided, as well as for their 

innovations in the advance toward modem art and Cezanne. Knowledge 

of these artforms complemented the Americans' understanding of 

Cezanne and, as they mixed the different styles, offered reassurance and 

relief from the frustration they often encountered in the face of radical 

innovations. For example, in 1911 alone, Weber's works were the result 

of an amalgamation of versions of Analytical Cubism, representational 

portraiture, and abstracted landscapes with compositional ideas derived 

from oils and watercolors by Cezanne and from wash drawings by the 

17th-century French Old Master Claude Lorrain. 

Before he saw Cezanne's paintings, Weber, like Prendergast, had 

been thoroughly grounded in color theory and principles of 

composition in Japanese prints, a grounding that contributed to his 

understanding of modernist aesthetics and made Cezanne's art more 

easily accessible.43 Weber acknowledged this advantage in later years 

when he spoke of his early mentor Dow, who based his theories of 

composition on Far Eastern aesthetics, as a "great teacher of the design, 

the pattern, the two-dimensionaJ."44 Weber, then, came to Cezanne with 
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an eye trained to the subtleties and sophistication of abstract design and 

to the shapes and colors of flat, but geometrically-oriented, pictorial 

structures. While he continued using aspects in art that were familiar 

to him, he began trying new innovations, balancing what he already 

knew with what he was learning. Weber, thereby, found it natural to 

adhere to both the internal logic of the canvas and the external laws of 

nature. 

In his oil painting My Studio in Paris, 1907 (fig. 29), one can 

easily identify the tenets of design in non-Western printmaking that 

Dow advocated: in the diversity of the palette; the outlining, ornamental 

patterning (in the rug); and the grouping of disparate geometrical, 

pictorial forms (the circle, the arc of the tablecloth extending into a 

drapery on the left, the rectangles and squares) into a single composite 

format. The angular severity of the many objects in a shallow, 

rectilinear space indicates Weber's modernist concern for surface 

relationships and the integrity of the picture plane, an attentiveness 

that, joined with an instinctive attention to tactility, continued 

throughout his numerous experiments in pictorial expression. The 

tactile properties of space-creating three-dimensional forms are found 

in other works of 1907 such as Three Tulips (fig. 30), a painting that also 

demonstrates Weber's attempt to model with color. The reliance on 

contrasts of hue but not value to depict form demonstrates that he is 

working from Cezanne's model. 
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Weber clearly recalled that a turning point in his artistic vision 

occurred at the 1906 Salon d'Automne, when he viewed the ten oils by 

Cezanne in the exhibition: "I said to myself as I gazed and looked . . . this 

is the way to paint. This is art and nature, reconstructed by what I 

should call today an engineer of the geometry of aesthetics ... 4 5 His 

reaction to Cezanne at the 1906 Salon was immediate and deeply felt: 

I came away bewildered. I even changed the use of my 

brushes. I constantly looked back upon this 

sculpturesque touch of pigment by this great man in finding 

form . . . how he built up his color to construct the form, and 

to quote him, 'the richer the color the fuller the form. 

Through [Cezanne] I learned to love the archaic [and] 

altered . . . my interpretation or understanding of Far Eastern 

art. I learned to distinguish the three-dimensional painting 

from the two-dimensional. . . . This is the great thing about 

Cezanne: when you see a Cezanne, it's like seeing the moon--

there's only one moon, there's only one Cezanne. And if you 

understand it, it is one of the greatest thrills . . because of 

that tactility, that structural genius that he has vested into his 

art. 4 6 

Among the ten paintings by Cezanne that Weber saw in that 

Salon d'Automne exhibition of 1906 was Portrait de Louis Guillaume , 

1879-82 (fig. 31), a reproduction of which was in Weber's collection of 

Druet prints.4 7 A year later, when he painted Portrait of Abraham 

Walkowitz, 1907 (fig. 32), Weber very closely replicated features of the 



347 

Guillaume portrait, namely the head-and-shoulder format and the 

overall masklike visage with brittle, chiseled features, especially 

around the eyelids, brows, and line of the upper mouth. Cezanne's 

Guillaume portrait was a model from which Weber, whose eye was 

already trained to flattened space and abstract form relationships, could 

work with some confidence in rendering the head and upper body of 

Walkowitz as oversimplified geometric forms, the face bounded with a 

prominent outline, which in tum is balanced by the dark, flat cap of 

hair. As in the Guillaume painting, the head of Weber's subject is 

exactly in the center of the canvas, from one side of which a horizontal 

element in the background extends toward the subject; the neckpiece 

Walkowitz wears is laden with compositional value comparable to 

Guillaume's knotted tie, which duly confirms the shape of the large 

darker contour that defines the boy's shoulder. Walkowitz's cravat, like 

Guillaume's neckpiece in Cezanne's work, is medial to shapes above and 

below it, the dark crush of tousled hair that crowns the head offering a 

subtle repetition of the rather gnarled state of the right hand in a lower 

area. The repetitions of geometric shape, given an effect of flatness in 

a stagelike space, emphasize Weber's interest in manipulating formal 

elements in the interest of design and clearly allude to the model that 

Cezanne provided for a compositional format in a particular genre. 

Back in New York in 1909, Weber painted The Bathers (fig. 33) 

after Cezanne's model in Cinq Baigneuses, 1885-7 (fig. 34), a Druet print 

of which he also owned.48 Very slightly in front of and framing the 
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three central figures in Cinq Baigneuses, Cezanne placed two heavily-

built standing female bathers. The two on the right have features 

resembling primitive art masks, which Weber translated into the stark, 

stylized faces of two females in his work The nudes in Weber's The 

Ba the rs, significant in their simplicity and lack of detail, are rendered 

as solid, three-dimensional entities with constructive strokes and a 

varied paint density that heighten the tactile appeal. In addition to 

incorporating ideas from Cezanne into The Bathers, Weber freely 

experimented with features from both Cezanne and Matisse, an action 

by which he avoided being grossly dependent upon a single source. His 

debt to Matisse can be seen in the bather's posture on the right side of 

the painting, modeled after the single female in Matisse's Le nu bleu, 

1907 (fig. 35), and in the placement of his figures in the fanciful, 

decorative setting with sails and sailboats filling the high horizon, a 

setting similar to that of Matisse's 'bathers' in another work, Baig n ad e 

of 1907 (fig. 36).49 Finally, Weber grouped his central triad of nudes in 

an arrangement that stems from Cezanne's Trois Baigneuses, 1879-82 

(fig. 5), a work that, as we have seen, deeply inspired Matisse. The 

major feature linking the 'bather' painting by Weber with Cezanne's 

Cinq Baigneuses and Matisse's Baignade is an expressed concern for 

design, one that interprets the figures as abstract elements that interact 

with their setting and establish formal relationships through repeated 

shapes and controlled areas of color and stroke.5 0 



349 

Weber's initial understanding of Cezanne as a painter who first 

used color alone to construct form came through Matisse. As already 

mentioned, rarely were the Americans sufficiently confident as artists 

to experiment in the patterns of Cezanne immediately after viewing his 

work. However, many, like Weber, learned how to represent volume in 

painting by creating color contrasts, as Matisse had most overtly done 

in his Cezannesque still lifes and landscapes of 1904, paintings with 

which Weber was familiar.51 Matisse's artistic example of Cezannesque 

paint handling in his works of 1904, therefore, provided direct 

knowledge about Cezanne: each brushmark or each change in a series 

of angled, systematic strokes represent different planes in space, so that 

color and brushmark model form and endow it with volume. 5 2 

In addition to learning from Matisse how color functions to model 

form in space, the lessons of Japanese prints addressed the complex 

demands of spatial relationships that comprised a full research into 

Cezanne's challenge, particularly the problem of bringing volumetric 

form into a relationship with the flat surface plane. Weber in Still Life 

with Banana, 1909 (fig. 37) addressed this aspect of Cezanne's challenge 

head-on, without the mediation of Matisse distancing him from the 

source. In the work, weighty, solid objects are defined by heavy, 

hatched strokes and centrally-positioned, tilted planes that press objects 

to an extreme forward position. The high viewpoint demonstrates a 

more singular adaptation of Cezannian ideas, ones prominent in late 

still lifes such as Pommes et oranges of 1895-1900 (fig. 38), of which 
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Weber had a Druet print. 5 3 A precisely organized diagonal axis, the 

major orientation in Cezanne's Pommes et oranges, aligns the highly 

integrated, central knot of fruit in Weber's oil with the surface. In both 

cases, the artists employed an oblique compositional arrangement 

commonly seen in Japanese ukiyo-e prints. 

During the three and a half years he spent in Paris, Weber 

conducted a thorough investigation of primitive (Aztec, Mayan, African, 

Oceanic) and Near and Far Eastern art. The unadorned angularity and 

austerity of the figural sculpture inspired a new treatment of the 

human form that found artistic expression in relief prints (wood and 

linoleum cuts) in 1910 and 191 t.54 Another medium for experimenting 

with expressive qualities in the human form was printmaking, which 

allowed Weber to break up the volumetric structure of anatomical 

forms, to make rearrangements based on geometric patterns, and to set 

up ambiguous spatial relationships, as in Crouching Nude Figure, a 

single-color linoleum cut printed in 1911 (fig. 39). At about this time, 

Weber focused on the human figure to a greater extent than he had 

before, indulging his interest in the starkness of primitive sculpture 

and the potential it offered in terms of purely abstract formal qualities . 

Intent upon the structure of the human form, depicting the subject as 

he chose, not depending solely upon the arrangements of nature, Weber 

concentrated on static, monumental groupings. Regardless of the 

chosen distance from nature in the shape he devised, Weber focused on 

maintaining perceptual communication by emphasizing the tactile 
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aspects in forms he depicted. About this, he wrote, "Whenever or 

whatever I draw I aim to arouse the sense of touch as well as the sense 

of sight. I want to feel as though I felt the very object. .. 5 5 Further, he 

stated, 

The human figure which affords infinitely greater channels 

for expression of life . . . is to me important first of all as a 

piece of architecture or structure of so many forms, so varied 

and movable. I rebuild it ... or relate it to its accessories.5 6 

One reason that Weber's interest in figural design found 

gratification in the graphic arts, specifically in the process of linoleum 

printmaking, was the reductive simplification of form and form 

relationships that the actual stages of execution amplified. For example, 

in the earliest step, the image of the initial line drawing was flat, 

abstracted, and embedded in compressed space, not unlike the primitive, 

proto-Cubist figures in a particular ink drawing by Georges Braque, L a 

Femme, 1908 (fig. 40). The Braque drawing was reproduced in 1910, 

along with Picasso's proto-Cubist Demoiselles d'Avignon of 1907, in a 

leading American periodical that Weber had certainly seen.5 7 In 

Weber's preliminary drawings for printmaking, the depictions of the 

human figures were flat, abstract, and extremely planar presentations 

of the human form; they were, in fact, arch types for the multi-faceted 

treatment of form and compressed space of his "crystal figure" studies 

dating from 1910 to 191 t.58 Weber's growing interest in Cubist-oriented 
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figure representations had been indicated in statements he made such 

as: "I feel I can best explain myself at present when I employ forms 

made up of intersecting planes affording me a great opportunity of 

expanse and space ... 5 9 His increasingly analytical assessment of the 

construction of form and his preference for crisp, sculptural edges of 

exaggerated contours are reflected, then, in his writing and in the 

"crystal figure" oil paintings themselves. 

The subjects in this style are primarily figural, but often the 

"crystal figure" themes combine still life and landscape elements.6 0 

This is true in the oil painting The Geranium, 1911 (fig. 41), about which 

Weber wrote: "Two crouching figures of women dwelling and brooding 

in a nether or unworldly realm. The conception and treatment spring 

from a search of form in the crystal. It is a painter's realization of 

sculpturesque and tactile values. "61 The association of tactility with a 

radically new treatment of form, including perspective distortion, 

likens Weber's early Cubist ventures with the "tactility and 

structural genius" in Cezanne's works that he highly regarded and 

retained as salient features in the Cubist "crystal figure" paintings. The 

pictorial idiom in Chinese Ginger Jar, 1911 (fig. 42) can, for example, be 

regarded as a transition or bridge between Cezanne and Cubism. It is as 

if Weber sought to clarify steps through which his own brand of 

Cubism, which he termed "crystal," evolved from Cezanne, but not 

exactly in the same manner of synthesis that had occurred when 

Braque and Picasso combined features from Cezanne with other artistic 
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traditions in their early stages of Cubist work. 62 The still-life elements 

in Chinese Ginger Jar bear a likeness to Cezanne's disposition of similar 

objects on a downward-tilted table top with no visible horizon and a 

displaced contour of the back table edge; however, in other "crystal 

figure" works, the suppleness in Cezanne's forms became hardened as 

Weber took the image further from its model and recreated it in terms of 

a purely structural design, now intentionally set toward near-abstract 

combinations. 6 3 

A few prescient critics saw links between Weber's "crystal 

figure" works and features in Cezanne's paintings. One writer described 

Weber's experimental compositions within a Cezannian context: 

When we think of the great discoveries of the 19th century 

which have served not only to decorate human life, but to 

enrich this human spirit, it is not first off to the art of 

painting that we shall tum. No branch of learning was so 

neglected, or with a few exceptions perhaps, so sterile as this. 

The very application of the notion of learning, of study and 

research to art as a science and as a philosophy of life seems 

to many strange. 

It was to redeem this error that Paul Cezanne founded 

the resolution of making painting, as he said, like the art of 

the museums: expressive of what is permanent in life and art, 

and founded on certain realizable facts, as well as on personal, 

emotional ideals. 

To sit down before fact as a little child, be prepared to 

give up every pre-conceived notion, follow humbly wherever 

and to whatever abysses Nature leads, or you shall learn 
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nothing--that formulary of the best modern thinkers has 

happily become the formulary of modern art. In such a 

relationship Max Weber shows here the fruits of his 

endeavor. 6 4 

Robert Henri, the "Ash Can" realist leader, who valued the simple, 

"keen directness" of Weber's works and their "solid, tactile values," also 

recognized in the "crystal figure" schemes a lineage from Cezanne. He 

stated: 

The article of faith that outranked all others was the stout 

assertion that one man's formula was no one else's business, 

since all were experimenters in the process of making 

pictorial records of their search for reality . It is with this 

experimental movement [Post-Impressionism] . that Mr. 

Weber has thrown his lot. Scouming the virtuosities of fine 

draughtsmanship or genteel coloring, he constructs his 

figures like an architect. . These figures, wrought in 

defiance of conventional formulas, portray the kinship 

between animate and inanimate nature through a poetic 

conception revealed in an ingeniously simple pattern.6 5 

"Poetic conception" was a particularly apt phrase for Henri to apply to 

the perception and treatment of form by Weber, who had never 

separated the subjective from the objective in any phase of his art. He 

had, of course, issued a brief treatise to explain his approach to art in 

the "Fourth Dimension from a Plastic Point of View," in which he linked 

the concept of plasticity as a sense of space and infinity with the 
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intensity and energy of Cezanne's form (and with the fourth 

dimension). And Weber was, in effect, upholding that connection with 

his early Cubist explorations in the "crystal figures." The subjective 

concept of Weber's "poetic" forms, although departing from Cezanne's 

by extremes in geometric distortions, still reveal the latter's role as a 

source, especially in the perceptions of tactility and solidity that these 

"crystal" designs arouse. 

The mixture of ideas from Cezanne, as well as numerous artistic 

traditions, both Western and non-Western, intensified Weber's 

experimental drive in the interest of pictorial design. In a manner that 

echoed the extreme, austere, and spare rendering of shapes in the 

"crystal" schemes, Weber executed a number of landscapes in 

watercolor and graphite in 1911 that attest to his bent for geometry, 

structure, and primitive elemental shapes. However, in these 

landscapes, distortions and intersecting planes, unlike in the "crystal 

figure" works, do not break up form. Instead, as in Forest Scene, 1911 

(fig. 43), the focus is on design properties that activate the pictorial 

space, underscore the inherent two-dimensionality of the support, and 

suggest solidity by firm unbroken contours. The exaggerated spatial 

compression of Weber's reductive, hard-edged forest forms are closely 

related to a number of landscapes that Braque executed in the summer 

of 1908 at L'Estaque, such as Trees at L'Estaque (fig. 44). It seems very 

likely that Weber saw these in Paris in November 1908 at the Exposition 

Georges Braque held at the gallery of Daniel-Henry Kahnweiler, an 



356 

exhibit that displayed many of Braque's 1908 L'Estaque landscapes.6 6 

Weber, by possessing first-hand knowledge of Braque's proto-Cubist 

landscapes of 1908, was in an excellent position to witness how such 

forms evolved into Analytical Cubism, the style of some of Picasso's 

drawings and watercolors that Weber viewed when they were displayed 

at "219" in 191 t.67 

Despite the formal distortions in Weber's Forest Scene, the ties to 

Cezanne are not difficult to establish. The extreme close-up vantage in 

Forest Scene that closes off the foreground from any spatial reference 

to a horizon is a feature that prohibits perspectival calculation and is 

prominent in many works by Cezanne, such as in Fruits et feuillage, 

1890-4 (fig. 45), actually a fragment from a larger oil that Matisse owned 

and that Weber certainly knew. Among the reductive landscapes of 

1911, Weber produced numerous small watercolors of unpopulated 

scenes in Central Park with foreground elements in an extreme close

up view similar to those seen in many of Cezanne's late landscapes. In 

Weber's Central Park, 1911 (fig. 46), the lone grouping of leafless trees, 

an interior image of nature without horizon and very little outlook 

beyond a closed central precinct, recalls Cezanne's pictorial tactics in 

the watercolor Arbres et roches, ca. 1890 (fig. 47), which Weber could 

have seen at "291" in March of 1911 or even earlier at Bernheim-Jeune 

in Paris in 1907. In the tradition of Cezanne, Weber allows the trunks 

and limbs in Central Park to be ciphers of nature, but they function 

with equal importance as formal elements that maneuver intersecting 
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planes toward a central nexus that gives unity to the design. The 

example of Cezanne's watercolors in rendering the trees as lifeless, 

leafless forms would have been very fresh in Weber's mind, especially 

since Stieglitz's exhibition featured seven scenes in which Cezanne 

executed axial schemes of trees with an extreme economy of means. 

In addition, the compatibility of secondary sources featuring 

similar traits would have heightened Weber's interest in simplified 

forms and geometrical formats. Weber's watercolor Landscape, 1911 

(fig. 48), features pared-down, stylized trees positioned according to 

overlapping, horizontal registers of ground, a variant of classical space 

in the tradition of Claude or Poussin that Weber found to be compatible 

with surface relationships and qualities of structure and design in 

works by Cezanne. Indeed, the geometry of a pictorial architecture 

based on axes of horizontals, verticals, and diagonals set off against 

curves could be understood as the subject of Cezanne's watercolor Sous

bois, 1885-1900 (fig. 49), also exhibited at "291" in 1911.68 Weber, not 

rejecting nature in Landscape but attempting to bring the dictates of 

pictorial concern into balance with observation, selects subject 

elements for placement as design components. By varying thickness of 

wash and definition of form, he attempted to establish an accord 

between the handling of materials and spatial definition and, thereby, 

to reconcile the flat two-dimensional surface with the object in space. 

His technique is no different from the pictorial undertaking perceived 

to be of paramount importance to Cezanne in Sous-bois. In the spirit of 
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Cezanne, then, Weber adjusts the complex relationships of natural forms 

to accommodate the needs of the contracted space in which they exist: 

he modifies his perception of external, observable phenomena in the 

interest of design and spatial relationships and treats the empty space 

in Landscape as carefully as he does the major forms. 

Weber's interest in watercolor had been nurtured while abroad 

by both the pictures he saw and what he read about various artists' 

techniques in the medium. 69 Among the publications in his personal 

library was an August 1907 issue of the Burlington Magazine, in which 

the article "Claude" written by Fry offered a detailed analysis of that 

artist's skill with the structure of compositions in wash-drawings.7 0 

Fry noted the greatness in Claude's wash-drawings "where the general 

skeleton of the design is seen without its adornments"; further, 

considering Claude a landscape painter "with vigorous ideas of the laws 

of design and the necessity of perfectly realized unity," Fry noted that 

Claude's watercolor drawings served as "exercises . . . for the fertility 

they gave to his subsequent invention. "7 1 

With his interest in the watercolor medium no doubt whetted by 

the large Bernheim-Jeune exhibition Les Aquarelles de Cezanne in June 

1907, Weber would naturally have been very keen to read Fry's essay 

about an acknowledged 17th-century French Old Master artist working 

in a medium that was also vitally important to Cezanne. Curiously, there 

are passages from Fry's essay that relate to Weber's choice of landscape 

elements for compositional schemes in the landscapes that he executed 
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in 1911, in watercolor primarily but also in oils such as Connecticut 

Landscape, 1911 (fig. 50). Fry pointed out that Claude's trees "frequently 

isolate themselves. . . In particular, when he wants a repoussoir in the 

foreground at either end of his composition he has recourse to a 

clumsily constructed old bare trunk, which has little more meaning 

than a stage property."72 Elements in Weber's watercolor Landscape 

(fig. 48) also offer reason to believe that, in addition to Cezanne, here 

was another source for Weber's 

elements of design in the 1911 

choice of stark, 

landscapes. His 

leafless trees as 

use of them as 

repoussoirs is similar to the manner in which Claude had used trees in 

this same manner in the untitled wash sketch accompanying Fry's 

article (fig. 51).73 

In addition, the essay on Claude held other instructive insights, 

for Fry included several references to the power of Claude's design in 

the wash drawings by writing of: "the unity and perfection of his 

general design"; "[his] great powers of design"; and "[his] vigorous ideas 

of the laws of design."74 In the oil painting Connecticut Landscape (fig. 

50), especially, Weber brings together sources, this time 17th century 

Old Master wash-drawings and late turn-of-the-century paintings by 

Cezanne. The stark, barren Claudian tree trunks in the foreground 

stake the scene to a vertical surface definition, while the dryly applied 

paint and systematic brushstroke speak of tactility, the property in 

Cezanne's treatment of form and surface that perhaps held Weber's 

attention more than any other. 



360 
In the same year, when Weber painted in a representational 

manner, as he did in the bust-length Portrait of Alvin Langdon Coburn, 

1911 (fig. 52), the Cezannesque bearings are evident in his technique, 

especially in the portions of bare canvas contrasted with areas that are 

thinly or densely worked and in the treatment of the subject, which 

relates specifically to two Cezanne self-portraits, Portrait de Cezanne, 

1879-82 (fig. 53), and Portrait de Cezanne, 1879-82 (fig. 54) (the Druet 

prints of which Weber also owned). From both models, Weber 

transposed to his portrait of Coburn the penetrating gaze and the 

importance of patterns (geometrical shapes in the background echoing 

facial features). 7 5 Although Cobum's portrait dates from the period of 

the "crystal figures," when Weber's style was undergoing significant 

advances toward abstraction, the painting does not reflect these 

dramatic changes, nor is there the co-mingling of artistic sources seen 

in the austere landscapes of 1911. 

Weber departed quite easily from the representational mode of 

the Coburn portrait to a more adventurous approach in Abstract Still 

Life, 1912 (fig. 55). The sober facture and stylized, reductive forms set 

in a frozen, hieratic central cluster reveal how Weber's vision, still 

based in Cezanne's method, extended to the greater extremes of those 

found m Picasso's still lifes of 1908, an untitled one of which Weber had 

bought from the artist in October 1908 before leaving Paris (fig. 56). 7 6 

The emphasis on concrete expression, on relationships of overlapped, 

screened objects in a compressed space, with prominent strokes that call 
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attention to the tactile objects in Abstract Still Life of 1912, comes from 

not only Picasso, but from the pictorial idioms of Cezanne seen through 

the eyes of Picasso. In remarks following a retrospective of his work in 

1913, Weber's willingness to alter and adjust pictorial idioms from 

various artists and traditions for the sake of new design potential is 

discernible: 

As for my pictures on view, I only wish I could have more 

advanced ones; but . . . these will do splendidly to begin 

'trouble' with . Really, there is no need of an explanation of 

these studies. They are in plasticity, what they are.7 7 

Weber's reference to "studies" that were "in plasticity, what they 

are" was an allusion to Cezanne, but "plasticity" carried a far deeper 

meaning than simply that his paintings contained sculptural power, a 

matter obvious in the contorted but solid bodies of Three Crystal Figures, 

1910 (fig. 57) and in Female Nude, Standing, 1912 (fig. 58). In Weber's 

statement, "plasticity" applied to form, color, and design in pictures and 

to formal relationships that expressed unity, similar to the concept Fry 

had expounded in his 1911 article "Plastic Design."78 By combining 

features from Cezanne and Picasso in the "crystal figures" and "crystal 

studies" and in Abstract Still Life, Weber had attended to volume and 

tactility, but in a manner that demonstrated his awareness of the 

relationships between forms as parts of design. The Geranium , 1911, 

(fig. 41) for instance, could be seen as demonstrating the attentiveness 
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of Weber, who was quite well-acquainted with the writings of Fry, to the 

English critic's contention: 

When once the plastic relations are duly established in a 

design, when once the relations of each volume to the other 

are ascertained, everything takes its due place 'in the picture,' 

even though the artist may choose to disregard the niceties of 

tone and color values, even though his proportions are 

obviously inaccurate as representation. 7 9 

The "plastic relations" in Cezanne, the reconciliation of two-

dimensional demands of the support with a depiction of objects in space, 

a pre-eminent principle from which stemmed the durability and 

flexibility of modernism, proved to be a constant touchstone for Weber. 

Even when Weber briefly worked with near-abstracted subject elements 

during the second decade of the century, his aesthetic ventures rarely 

lost dialogue, on at least some level, with the art of Cezanne. This was 

true in the consistent application of "solid, tactile values" to his 

painting, as Henri had noted with regard to the "crystal figures," and in 

Weber's cognizance of the dichotomous demands in design, a combined 

emphasis, as one critic insisted, "upon the abstract and upon 

plasticity. 11 80 By the middle of the second decade, an implied kinship 

between Weber and Cezanne was evident by the mere use of the term 

"plasticity" in critical writing. In one instance, "plasticity" in 
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reference to Weber's painting broadened to a connection between his 

work and Japanese art, Cezanne, and modem art: 

It seems so obvious now that some of the hard-headed types 

who are shutting their eyes to modern art will scarcely 

believe that Tokoyuni and Haronobu once had to be fought 

for. That it was inevitable that "modem art" should take the 

several forms it has adopted I do not insist. But now that it has 

laid an emphasis upon the abstract and upon plasticity I can 

see that it is apropos. The essence of modem art, which is the 

heartfelt yearning for new forms of beauty that shall be in 

correspondence with the present day experience, might have 

been differently voiced. But the new art is expressing the 

aspiration, and it is not for us to quarrel with the form. 8 1 

By 1920, Weber had abandoned forays into Cubist and Futurist 

styles, shifting his resolve away from European styles of extreme 

fragmentation and abstraction and re-focusing on Cezanne's methods to 

find a balance between facts derived from nature and "laws of 

design ."82 A painting of 1920, Still Life (fig. 59), demonstrates Weber's 

return to Cezanne's mode, but the source is now undiluted by secondary 

extractions: his interpretation is not dependent upon Matisse, or, as was 

the case in Abstract Still Life, Picasso. 

Of the American artists in this dissertation for whom Cezanne's 

ideas acted as a springboard to freedom and new directions , Weber 

stands out as a pioneer advocate of European modernism, much as 
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Prendergast did, but perhaps even more so because he was productive 

both as an artist and a writer. In defiance of academia and the tendency 

of those associated with it to issue manifestoes without life or spirit, 

Weber saw in Cezanne a superior artistic talent and a spirit whose model 

provided an impetus for change that was not short-lived but lasting: 

And in modern time, Cezanne did not write manifestoes with 

the first picture he painted, nor did he threaten to overthrow 

the universe with his brush and palette. And his influence 

after a life's work is today profoundly felt both by the young 

and the older generations. 8 3 

Regardless of stylistic aberrations, Weber's art maintained a base in 

Cezanne, one that was firmly rooted in a sense of touch, in matter 

that could be made tangible, in art known by the physical senses as 

"plastic proof of our consciousness," and in art as a "union or contact 

of thought and matter. .. g 4 Tactility was a means to involve the 

viewer and the artist with the pictorial design and to foster a 

compromise between two- and three-dimensional demands. 

Marsden Hartley 

Hartley, whether in depicting simplified forms with a physical, 

tactile solidity or investing abstract linear structures with mystical 



365 

effects in diaphanous, ephemeral color tints, consistently looked to 

Cezanne. Indeed, the French artist was an exemplar to the American's 

personality and creative endeavors during three major Cezannesque 

phases, which occurred in 1911, 1916, and 1918. In early oil landscapes 

of 1909, 8 5 Hartley's interest in tactile effects found expression in the 

physicality of facture with dense, heavily applied pigment. The same 

interest is evident, however, in the thin, delicate washes constituting 

the mystical expressions of "cosmic cubism" in 1912 and 1913, and again 

in the densely-impastoed brushstrokes of the war motif paintings of 

1914 and 1915.86 In other mediums as well, pastels, and even works in 

lithography Hartley's same concern for rich textural effects and 

material qualities is apparent. 

In the two-dimensional medium of lithography, a sense of touch 

is eminent in the curvilinear still-life forms in Group of Pears, 1923 

(fig. 60), which impart a palpable realism comparable to those in 

Hartley's pastel and gouche work, Still Life, 1910 (fig. 61).87 Also 

evident in Still Life is Hartley's sensitivity to the picture plane and the 

relation of pictorial elements to that surface, an awareness traceable to 

an early knowledge of Dow's theories of Japanese prints. 8 8 Although 

Hartley's artistic needs fluctuated drastically throughout the second 

decade, largely depending on whether he was in America or Europe, 

regardless, between and throughout his Cezannesque phases, the 

French master's works were an inspiration both as a means of 
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extending his personality and as a source of enlightenment on a purely 

artistic basis. 8 9 

Unlike Prendergast and Weber, who spoke with uncontested 

authority on matters of European modernism and experimented in a 

number of different genres, Hartley restricted his representational 

painting primarily to still life or landscape themes and rarely attempted 

figure-painting until beyond the time frame in question. 9 0 In the 

course of artistic interaction with Weber, Hartley assimilated avant

garde ideas from Matisse, Picasso, and then, Cezanne. He often tested 

pictorial ideas by compounding Cezannian form with the extreme 

geometry of Picasso or the decorative pattern and arbitrary, high-keyed 

color of Matisse. His was a practice that Weber, too, had favored.91 In 

Still Life No. 12, 1910 (fig. 62), actually a composite of a flower-piece, the 

crisp contour and hard-edge of the vase related to Weber's "crystal" 

forms, and, below it, a secondary still life of fruit on a white cloth, 

bright Fauve colors combine with features typical of Cezanne's art: the 

unmistakable forward-tipped table top, the wrinkled cloth supporting 

weighty fruit that is modeled by bold, distinct strokes, and the strict 

centrality of elements in the composition. 

It was largely through his artistic interaction with Weber, who 

also introduced him to primitive art, that Hartley, after viewing the 

Picasso exhibition at "291," attempted a personal variation of the new, 

radical treatment of form in Picasso's Analytical Cubism.92 In the 

overall configuration of Landscape No. 32, 1911 (fig. 63), Hartley 
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appropriated aspects of Picasso's Cubism by following the model of 

Cubist structure contrived by Weber in Forest Scene (fig. 43). In 

Landscape No. 32, Hartley synthesized ideas from Picasso and Weber, yet 

asserted his individuality and concern for order by including in the 

exact center of the work a geometric segment of the surface pattern in 

the form of a small house.9 3 

Seeking to expand dictates of order and instill a regimen of 

discipline over his painting during the summer of 1911 in Maine, 

Hartley executed a number of Cezannesque still lifes and relied on 

images in Meier-Graefe's 1910 monograph , Pa u I Cezanne , for 

reference . 94 The instances of centrally-positioned, simple objects in 

Meier-Graefe's reproductions of Cezanne still lifes influenced Hartley's 

artistic perception.95 With Stieglitz's encouragment, Hartley determined 

to escape the moods that had characterized his earlier "romantic" Maine 

landscapes. He chose instead to appropriate the deliberate , calculated 

inter-relations in Cezanne still lifes into his own artistic directives in 

structure and design. 9 6 In reference to his choice of still life and the 

effort to modify his painting idiom, Hartley wrote to Stieglitz in 1911: 

Am working daily--nothing but still life at present--and have 

but one ambition--to put down with a sense of authority and 

artistic conviction an object--some days for form only--then 

for color--and so it is good to get at this problem of expressing 

the impersonal--things without mood--things existing for 

themselves only as shapes & forms with color--the rendering 



368 
in line & form of a thought--rather than a place, a mood--and 

how one must work & must almost pray for the wisdom and 

simplicity of a child to see things purely and clearly--without 

defilement in this aesthetic sense of ours--not through 

sophistication and affected na'ivete--but through the instinct 

and knowledge of one's self--there is much that can be done 

with these two gifts. . . Cezanne seems to have shown how 

personal one can become through striving to express the 

impersonal. . . The greatness of serenity and calmness in art 

appeals to me as I feel it in Cezanne.9 7 

In another letter to Stieglitz in August of the same summer, Hartley 

disclosed: 

It seems as though I should never want to do more than still 

life again--so much do I get from it--yet I hope later to 

branch out into all subjects--! avoid figures purposely for a 

period--but I shall go into them again as soon as I feel my 

sight for color sufficiently trained. 9 8 

Hartley's commitment to formal concerns during this period is 

evident in his intensive research of Cezanne, especially in the focus on 

structure and the tight, cohesive design in Still Life, No. 11, 1911 (fig. 

64): basic, simplified forms read as objects of mass with palpable 

qualities that relate also to the physical surface. 9 9 Particularly striking 

in Still Life No. 11 is the central, hieratic ordering of simple shapes, the 

drastic elimination of detail, and the spare geometry of sculptural units, 
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features tracable to both Cezanne and the somber-colored Cezannesque 

still lifes that Picasso executed in 1908 (such as Pears and Apples, 1908 

[fig. 65], a study of which may have been among the eighty-three 

drawings and watercolors by Picasso in the "219" exhibit in 1911). In 

fact, Hartley, albeit looking to Cezanne as his major exemplar, indicated 

to Stieglitz that he was keenly dependent upon Picasso's art for his 

technical explorations in still lifes: "I am setting aside the mood of 

nature and interesting myself wholly in the problem and its rendering

-and find pleasure enough in the same--Picasso taught me much on this 

point--the pure beauty of the problem itself." 100 

Although Hartley had not seen an oil painting by Picasso at the 

time, Weber certainly had done so at the Stein's. This fact may explain 

why Hartley's Still Life No. 11, 1911 (fig. 64) has such a strong reference 

to Fruit and Wineglass, 1908 (fig. 66), one of the four Picasso still lifes in 

the Stein collection. I 01 The shape and position of major elements in 

Hartley's Still Life No. 11 compare so closely to the disciplined scheme of 

solid, tactile, Cezannesque forms in Picasso's Fruit and Wineglass that 

the possibility of a Druet print of the work as Hartley's source cannot 

easily be dispensed. Hartley's purpose was not to imitate Cezanne 

exactly as in a mimetic exercise, but to deal with certain features in his 

painting that were important to other artists, for example Picasso or 

Matisse, both of whom focused on simple forms rendered with tactility 

and formal coherency. Hartley's commitment to formal relationships of 

powerful, simplified, volumetric shapes was amplified by his knowledge 
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of the angular, faceted forms in Weber's "crystal figure" works. Hartley 

wrote to Stieglitz in 1911, "I like the gleaming of the pure crystal," a 

remark that suggests he was endeavoring to bring his interest in 

formal concerns to a level with that attained by Weber.1 O 2 

Furthermore, several Cubist-related still lifes by Hartley dated 1912, the 

year he arrived in Europe, also manifest the importance of Weber's 

painting as a mediating directive to primary artistic sources such as 

Cezanne. For example, Hartley's central cluster of tactile, prismatic 

objects in Fruit Still Life, 1912 (fig. 67) echoes Weber's stylistic dispatch 

in the treatment of "form in the crystal." 1 O 3 

To a greater degree than most of the other American artists, 

Weber and Hartley wrote about the roles that Cezanne's different phases 

of artistic development played in bolstering them. With extreme 

intensity and even introversion, Hartley, for instance, often divulged to 

Stieglitz the personal discovery of his spiritual inner-self that came to 

him through art, an experience frequently enriched by the 

philosophies of various individuals. In one letter of 1913, written 

shortly after a return to Paris from Berlin, Hartley credits James, 

Bergson, and mysticism as the primary formative influences in his 

personal means of expression. He then adds that he is leaving the 

objective 

followed 

forces in painting, the self-enforced intellectual discipline 

in America, for subjective, metaphysical answers to his 

intuitive needs. Once in Europe, he allowed his art to express the 

imaginative aspect of his nature rather than the intellectual one, which 
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had been dominant in 1911.104 Regardless of Hartley's priorities at any 

given time, Cezanne's work consistently answered an artistic need or 

served as a personal model. Accordingly, a major incentive for turning 

to the inner self was the particular revelation that Hartley found in 

Cezanne's watercolors: "'a peculiar psychic rendering of forms in 

space--and from this artistically I preceded.'" I 05 During most of the 

time spent abroad, Hartley's writings were filled with references first to 

Cezanne in a general sense and then, as he moved away from the earlier 

representational idiom of painting, more directly to Cezanne's 

watercolors and what they offered to his increasingly self-absorbed 

state of mind.1O6 

At the beginning of his European visit (while he was in Paris 

prior to his trip to Berlin), Hartley had mentioned Cezanne in context 

with the Parisian art scene, a milieu he found distasteful: 

Apart from Renoir and the Cezannes one may see 

occasionally there is absolutely nothing worth looking at. 

Matisse becomes one of the gods after this terrible stuff. 

Perhaps France is in the descendant--for one man cannot 

save a country--and Picasso and Matisse could not save the art 

of Paris. One has a sense somehow of the mere timeliness of 

the cubistes and futuristes. l 0 7 

One month later while still in Paris, Hartley wrote with emotion about 

certain qualities in Cezanne's colors: 
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He [Vollard] had out several Cezannes-one perfect wonder--a 

boy sitting at a table with a skull--the boy in dark blue--with 

a wonderful piece of gray-gold drapery behind him--superbly 

expressed in perfect Cezannesque style. Cezanne has such a 

wonderful 'baritone' sense of color--1 like to call it--such 

fullness and irridescence [sic] .1O8 

A deepening immersion in Cezanne's watercolors, combined with 

his knowledge of Kandinsky's thoughts on intuitive, spiritual 

expression in Concerning the Spiritual in Art, quickened Hartley's 

interest in abstraction in 1912.109 In the same year, Stieglitz published 

portions from Kandinsky's text that focused on Cezanne as the 

transmitter of an intuitive, mystical inspiration in art in Camera Work: 

These are the seekers of the inner spirit in outer things. . . . 

Cezanne knew how to put a soul into a teacup, or . . . to treat 

the cup as if it were a living thing. He [Cezanne] raised 

"nature morte" (still-life) to that height where the outer dead 

things become essentially living. He treated things as he 

treated human beings, because he was gifted with the power 

of seeing the inner life of everything. He realizes them as 

color expressions, picturing them with the painter's inner 

note and compelling them to shapes which, radiating an 

abstract ringing harmony, are often drawn up in 

mathematical forms. What he places before us is not a human 

being, not an apple, not a tree, but all these things Cezanne 

requires for the purpose of creating an inner melodious 

painting . 11 O 



373 
Kandinsky tied synaesthetic concepts (that is, the equivalence of 

the various means of sense perception, namely the fusing of sound 

[music] and sight [art]) directly to Cezanne's an.111 For Hartley, already 

sensitive to the lyrical, liberating effects of music and painting, 

Kandinsky's words were instrumental in propelling him directly into 

the camp of abstraction.112 The burden of adhering indefinitely to 

"intellectual" demands in painting, what he had come to associate with 

the pseudo-scientific rationale that he found distasteful in Orphic Cubist 

Robert Delaunay, had been too constrictive. Having visited Delaunay's 

studio in the summer of 1912, Hartley had scorned that painter's work as 

a "demonstration for chemistry or the technical relation of color and 

sound."113 

Although Hartley adopted an Analytical Cubist idiom of painting 

(the grid armature, letters and symbols imposed upon translucent 

washes) in the six "intuitive abstractions" that he painted during the 

summer and fall of 1912 in Paris, he did not focus on intellectual aspects 

in the ordered break-up of form. Rather, Hartley aimed more at 

imbuing the works with a lyrical, mystical aspect, the gridlike 

configurations tinted with thin, transparent tints of color that, as in 

Musical Theme No. 2 (Bach Preludes et Fugues), 1912 (fig. 68), had 

immaterial, ethereal implications such as those he found in Cezanne's 

watercolors.114 Along with the "dematerialized," translucent washes 

inspired by Cezanne's late watercolors, Hartley liberally incorporated 

aspects of Cezannian passage in this work. As a result, the spatial planes 
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fuse into an abstract, visionary spatial construction, but the merged 

spatial planes also assert the single flat surface. I I 5 

Even at the height of his abstractionist tendencies in both Paris 

(in 1912) and Berlin (in 1913, 1914, and 1915), time and again Hartley 

acknowledged the imagination/intellect dichotomy in his artistic 

preferences and demonstrated his personal need to move from one pole 

to the other. In correspondence to Stieglitz during this period, he 

continued to dwell on the force of Cezanne's watercolors upon his 

artistic feelings.1I6 After completing six "intuitive" or "cosmic" 

abstractions in Paris in 1912, paintings inspired by Cezanne's late 

watercolors, which Hartley regarded as spiritual expressions, he wrote 

to Stieglitz: 

I have been thrilled of late with Cezanne water colors. I have 

discovered for myself in them a new aspect of vision the 

which I am intensifying in myself in connection with what I 

want to do. . . . I think they are his finest expression as pure 

vision. They have little in them of aesthetics for aesthetics 

sake. They are registrations of pure sensation out of a 

peaceful state of mind. Whereas in his large oils there is a 

great turbulence which is in itself stimulating. For myself 

again I call him the first cosmic painter, and what there is in 

this line will proceed from him largely also. I think he would 

shudder considerably at all these intellectual cataleptics. I I 7 
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Beneath the paradoxical fluctuations between mystical lyricism 

and the artistic interrogation of formal problems in still life were 

features in some phase or medium of Cezanne's work that Hartley 

followed. When investigating with great intensity the spiritual domains 

that abstraction offered and sustaining "mystical" experiences in 

Cezanne's art, Hartley, nevertheless, was well aware that the latter's 

generative impulse for art was firmly fixed in the physical realm of 

objects and natural motifs. In watercolors, executed with freedom, 

immediacy. and an extreme economy of means that often brought near 

dissolution of form and suggestions of abstraction, Cezanne's searching 

perceptual approach never left the realist tradition. Ironically, 

Hartley, especially when he sought "cosmic," spiritual dimensions in 

"abstract" expressions, held tenaciously to Cezanne, particularly to the 

diaphanous color effects of the late watercolors (but also perhaps to 

Cezanne's intellectual example, which Hartley knew he could not 

forsake indefinitely). 

The mystical bent of Hartley's temperament, given full reign 

once he was in Berlin, held sway over his aesthetic vision and, again, 

was clearly expressed in portions of his correspondence. Writing from 

that city in 1913, he confessed to Gertrude Stein, "It was from his 

[Cezanne's] watercolors that I got most inspiration as expressing color & 

form of new places."118 In the same year 1913, Hartley wrote a lengthy 

diatribe to Stieglitz that contained signal references to Cezanne, whose 

art was apparently constantly in his thoughts. There is a tone, too, 
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intimating that Hartley felt he must keep Cezanne prominent in his 

discourse with Stieglitz as a means of legitimizing his goals in painting, 

of keeping the work in abstractions from seeming too far-flung. Thus, 

whether mentioning to Stieglitz his "cosmic" expressions, "mystical" 

experiences, or far-reaching "consciousness ," Hartley made a 

connection with Cezanne: 

It [the Herbst Salon] proves that there is beyond 

consciousness--another consciousness--"that beyond the 

eyesight is another eyesight" as Whitman puts it. For myself I 

know that art has never before gone so deeply into psychic 

sensations as it goes now. . . . The French . amuse the 

intellect--but there is something beyond intellect which 

intellect cannot explain--there are sensations in the human 

consciousness beyond reason--and painters are learning to 

trust their sensations and make them authentic on canvas. 

This is what I am working for--it has its best expression in the 

last work of Cezanne especially the watercolors which are 

from my point of view pure mystical expressions--without 

symbolism. They are excursions into a new sphere--it is 

from there that I jumped off into my ideas though for me 

there must al ways be a symbolic shape or an approximate-

because that element is strong in my nature. I am mystic 

too, but what I want to express is not rational but 

universal. I 19 

Hartley's words expose the turmoil he underwent before getting 

to Berlin and his desire that Stieglitz make possible the financial 
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resources he needed to stay in Germany. Repeatedly, Hartley speaks of 

the inner experience that informs his paintings. Revealing the most 

intimate personal revelations of his efforts in painting, speaking of his 

work as "pictures [which] must reach inward into the deeper 

experience of the beholder," and which "are merely artistic expressions 

of mystical states," Hartley sounds almost desparate to get his point 

across to Stieglitz.120 Unable to find inspiration from art circles in 

France, but surrounded by "the mystical tendency in modern art" 12 1 in 

Germany, the element so prized, and so closely associated with Cezanne's 

watercolors, Hartley writes about the self-discovery he attained through 

Cezanne's artistic expressions: 

The mystical tendency in modem art . . . is the paramount 

essence of Van Gogh. It was far greater as an influence in 

Cezanne than his aesthetic ones. At least those things which 

the artists have taken out of him and 'abused' to my notion 

artistically speaking--for they have perverted the original 

meaning in them [which] were not intellectual in Cezanne-

they were subconscious, supernormal because he had an eye 

which 'saw' a new depth--and this was vision where they 

have made only new intellectual surfaces. I have made 

interesting parallels in literature--Van Gogh with Francis 

Thompson--Whitman with Cezanne. They are all cosmic

mystic.122 

The kinship Hartley felt with Cezanne (and by extension, on 

grounds of mystical tendencies and vision, with Whitman as well) was 
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obviously one he sincerely believed in, but it was evidently also vital to 

a formula which, if it fared well with Stieglitz, would permit him to 

remain in Berlin. The intellectual atmosphere in Paris had never 

served his interests in the way that the spiritual comaraderie he found 

in Berlin did, and again Cezanne comes to the fore as he makes his point 

to Stieglitz: 

I am simply painting vivid sensations of finite and tangible 

things. It comes into the modern tendency therefore and 

harmonizes with it--So far I am alone in this special variety of 

expression. My nature itself is in direct contrast to 

intellectualism--to all attempts at scientific problems in paint. 

I keep to my sphere . . . and do not allow aesthetics to carry me 

off into groups and schools as it does nearly everyone who 

lingers in Paris. Paris is essential to every artist for a little-

Paris is the most dangerous place for a real artist to remain in 

unless he has the personality of a Picasso which established 

itself perfectly all along in spite of Paris. There is absolute 

personal development all through Picasso as there was all 

through Cezanne. I 2 3 

After Hartley's return to America on 3 January 1916, he 

embarked on some of his boldest ventures into geometric, non-

representation, such as Abstraction, 1916 (fig. 69), but with an obvious 

change of heart. a denial that the forms carried any spiritual or 

mystical meanings and an insistence that the images in his paintings be 

derived from the visible world (the geometric shapes in this work were 
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derived from sailboat themes).124 Instead of working in concert with 

the passionate, intuitive feelings that underlay the Berlin abstract 

expressions, Hartley controlled his emotion once he returned to 

America, disciplining it, as he had in 1911 in Maine and as Cezanne had 

in his lifetime. With the exception of the Synthetic Cubist-inspired 

works executed in Provincetown, Massachusetts in the summer of 1916, 

such as Abstraction, and some painted the following year, he made little 

attempt to strike into the latest European trends. Of growing importance 

was the endeavor to assimilate and reassess ideas and experiences from 

the time he had spent abroad. Thus, during 1916, Hartley returned to 

principles of intelligible representational construction in the art of 

Cezanne, to solid, tactile, whole forms inspired by empirical observation, 

as before, but no longer patterned into a severe two-dimensional 

arrangement of the field. The rational, objective scrutiny of form 

evident in the oil painting Still Life with Fruit of 1916 (fig. 70) reveals a 

new approach, a distance from the visionary imagination, and Hartley 

working in a Cezannesque artistic idiom with considerably greater skill 

and confidence than he had in 1911-12. 

The need to touch base with Cezanne paralleled a desire to stake a 

place and find reassurance in his own country. He apparently no 

longer needed mediation through another artist's interpretation as he 

had before, but was now trusting his own singular vision and control of 

strictly formal concerns. Similar to the effect of the 1911 still lifes is 

the sense that Hartley had established for himself an intractable law by 
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which to govern his working methods, to, in fact, deny any personal 

involvement. An example of this commitment can be found in the 

frozen, hieratic arrangement of objects in Still Life with Fruit, the motif 

not only perfectly centered, but seemingly jammed into position to fit 

the austerity of the compositon and the insistence on frontality. 

However, more than the alignment of still -life forms, an emphasis on 

solid, simple round objects and their formal relations with the picture 

plane manifest Hartley's adherence to the coherency of design and 

depiction of form typical of Cezanne's oils. Hartley nonetheless makes 

his own artistic statement with the bright, decorative color that extends 

beyond the uniform light and local hues that Cezanne most often 

used.125 

While Hartley left behind the mystical emphasis of his art in two 

Berlin periods (1913; 1914-15) and focused on formal problems after 

resettling in America, his unease was evident in his artist's statement in 

the exhibition catalogue for the Forum Exhibition of Modern American 

Painting. In this text, Hartley discloses his somewhat defensive position 

regarding the artistic sphere of the "imaginative" and assumes an 

attitude just short of criticism for the "intellectual" directive in art.1 2 6 

With a defensive tone, Hartley emphasized individualism, almost as a 

consolation for the pressure he felt to desert it and tum to conformity. 

As he had before, Hartley reinforced his ideas by reference to Cezanne's 

artistic achievements in watercolors: 
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Personal quality, separate, related to nothing so much as to 

itself, is a something coming to us with real freshness, not 

traversing a variety of fashionable formulas, but relying only 

upon itself. . . I am wondering why the autographic is so 

negligible, why the individual has ceased to register himself. . 

I wonder whether the struggle in El Greco and Cezanne, 

for example, had not more to do in creating their peculiar 

individual aesthetic than any ideas they may have had as to 

the pictural problem. It is this specialized personal signature 

which certainly attracts us to a picture--the autographic 

aspect or the dictographic. That which is expressed in a 

drawing or a painting is certain to tell who is its creator. Who 

will not . . . find that quality in those extraordinary and 

unexcelled watercolors of Cezanne, will find nothing 

whatsoever anywhere. There is not a trace anywhere in them 

of struggle to problem: they are expression itself. He has 

expressed . . . what was his one ambition--that which exists 

between him and his subject. I 2 7 

Once again, Cezanne was instrumental in Hartley's attempt to 

convey an artistic position. Yet, by 1916, Hartley had yielded to 

intellectual, formal concerns in representational painting, despite his 

conviction that "the specialized personal signature" in Cezanne 's 

watercolors exemplified artistic individualism. After the long reign of 

his imagination in the Berlin works, the intellect became dominant and, 

no longer using Cezanne's watercolors as an example for 

communicating intimate feelings about his artistic position, Hartley 

began objectively evaluating qualities of structure and design in these 
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works.128 He even compared them with the watercolors of his 

modernist contemporaries Marin and Demuth: 

With the arrival of Cezanne into the field of water-color 

painting, this medium suffers a new and drastic instance for 

comparison. It is not technical audacity alone . . . that 

confronts us in these brilliantly achieved performances, so 

rich in form as well as radiant with light. It is not the kind of 

virility for its own sake that is typical of our own American 

artists so gifted in this special medium, like Whistler, Sargent, 

Winslow Homer, Dodge Macknight, John Marin, and Charles 

Demuth. With Cezanne it was merely a new instrument to 

employ for the realization of finer plastic relations.129 

In still lifes and landscapes that he executed in New Mexico in the 

pastel medium in 1918, Hartley demonstrated a deeper kinship with 

Cezanne and a more extended immersion in representational art.130 In 

Still Life : Three Pears , 1918 (fig. 71), the slightly asymmetrical 

arrangement, a departure from the tensive, hieratic compositional 

structures of the 1911 still lifes, betrays a greater facility in adapting 

inconsistencies of perspective with relationships of round volumetric 

forms. In a pastel flowerpiece, Still Life No. 5, 1918 (fig. 72), the tabletop 

is drawn intentionally askew at an upward angle, and the central image 

is pushed far foreward in a close-up perspective patterned after 

Cezanne. Another reflection of Cezanne's artistic influence is in the 

hatched, directional marks of the pastel stick, keyed to enhance tacility 
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and physicality of subject and support, and comparable in effect to 

Cezanne's parallel strokes in the oil medium. 

Besides being recommitted to Cezannesque techniques in 1918, 

Hartley used pastels to emhasize the solidity of natural forms, 

particularly in the landscape drawings of New Mexico mountains. I 3 1 

The expression of concrete, topographical forms became a major 

aesthetic issue for Hartley as he retreated further from abstraction to 

representational modes in these landscape pastels, a concern that 

Hartley linked with Cezanne's efforts "to solidify the impressionistic 

conception with a greater realization of form in space. "13 2 On the 

subject of solidity in painting, Hartley, in 1918, wrote: 

Solidity is something that few seem to comprehend or 

comprehending to care for--solidity of sensation. It 

remained for Cezanne to take up the idea of solidity . by 

which he tried to establish a feeling of reality. . . The return 

to realism is more than immanent. . . . It will be a sturdier kind 

of realism, a something that shall approach the solidity of 

landscape itself, and for the American painter the reality of 

his own America as landscape. America as landscape is 

profoundly stirring, and the American painters must first 

learn to arrive at first-hand contact with it. It shall not come 

by way of effete conventional methods. It is nearer in 

Cezanne because he sought to establish the quality of reality, 

the understanding of solidity .1 3 3 
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In the pastel drawing New Mexico, 1918 (fig. 73), forms in the 

terrain, rendered as convex and clear-cut shapes that overlap and 

partially cover each other, are layered to depict an enclosed space in 

the foreground, a space that is governed by the solid mass of the 

mountains.134 Close to being a statement of permanence and durability, 

the definite form Hartley gives to the mountain in New Mexico 

replicates Cezanne's interpretations of solidity and fullness in his motifs 

of Mt. Sainte-Victoire, the density and mass of the topographical form 

more important than expression of space or emptiness in the movable 

atmosphere in which it exists. Without altering concern for the solidity 

of physical masses in nature, Hartley often applied the pastel as a line 

lightly and quickly drawn, the application of the crayon reminiscent of 

the fluidity and spontaneity in Cezanne's late watercolor technique. 

In Arroyo Hondo, Valdez, 1918 (fig. 74), Hartley depicts the 

mountain motif as a monumental form, centered, frontal, and geometric. 

However, there is a quality of quickness in the rhythmic line and 

absence of foreground detail that is kin to the textural treatment of solid 

background mountains and light touch in Cezanne's late watercolors of 

La Montagne Sainte-Victoire. Hartley had seen two such watercolors by 

Cezanne: La Montagne Sainte-Victoire vue des environs de Saint-Marc, 

ca. 1906 (fig. 75), at Fry's Second Post-Impressionist exhibit in London 

in 1912 and La Montagne Sainte-Victoire, ca. 1900 (fig. 76), in New York 

in 1916.135 In Arroyo Hondo, Valdez, Hartley focuses on texture and 

structure, but his work demonstrates an amalgamation of responses to 
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solidity, Cezanne, and reality, as well as first-hand observation of 

nature. Arroyo Hondo, Valdez, then, can be understood as a unification 

of concepts relevant to Jamesian pragmatism, the belief in the primacy 

of concrete experience, and Hartley's own acceptance of Cezanne's oft 

repeated dicta concerning the essential "concrete study of nature." 136 

Apparent in these pastel drawings of New Mexico mountain 

landscapes is the role Cezanne played in Hartley's return from the 

highly imaginative, symbolic abstractions to a Jamesian "experiential 

esthetic," founded on experience known by the concrete fact and 

actualized by a formal language that such an empirical approach 

required.137 Hartley now allowed nature to become his point of 

departure as he adjudged that it had been for Cezanne's "ensembles of 

animation, [of] orchestrated life."138 In the pastel landscapes of 1918, 

we see again Hartley's dependence upon Cezanne's art as an impetus to 

make stylistic changes to accomodate personal needs.13 9 In these works, 

too, Hartley realized, to a greater extent than before, his artistic 

ambitions through the formal discipline and objective concern with the 

outside world that Cezanne's art offered. His goal was underscored by 

Cezanne's example, "his relentless search for the exact tone, the perfect 

relation of tone to semitone," and by his own need "to put down with a 

sense of authority and artistic conviction an object . to get at this 

problem of expressing the impersonal--things without mood--things 

existing for themselves only as shapes & forms with color." 14 0 
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Hartley, in evaluating the 1918 pastels of mountains perceived 

that there was a connection between himself and Cezanne, whom he 

considered as capable of fusing feeling with actuality. Through 

Cezanne, he forged a resolution between the two axes of his nature, a 

matter as evident in Hartley's writings as in his paintings: 

We shall find him [Cezanne] striving always toward 

actualities, toward the realization of beauty as it is seen to exist 

in the real, in the object itself, whether it be mountain or 

apple or human, the entire series of living things in relation 

to one another. 

It is consistent that Cezanne, like all pioneers, was 

without prescribed means, that he had to spend his life 

inventing for himself those terms and methods which would 

best express his feel in gs about nature. I 4 I 

Whether in answer to the formal, intellectual, very disciplined 

demands of art or to his personal need for spiritual communication on a 

mystical level in art, the material and the intellectual, Hartley found in 

Cezanne's art a constant point of reference, one that provided him with 

formal analogies that met the full range of his aesthetic understanding. 

As he sought to accomodate the opposing currents of the intellect and 

the imagination, Hartley's art unerringly reflected Cezanne's 

simplification of form, spatial compression, and color, particularly the 

thin washes of the watercolors. Whatever his personal or artistic needs, 

Hartley (as well as the other nine early modernist artists under 
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consideration) periodically and in varied intensity returned to Cezanne. 

With hindsight, Hartley once claimed: 

No one will ever paint like Cezanne . . 

ever have his peculiar visual gifts. . . 

because no one will 

Will any one ever 

appear again with so peculiar and almost unbelievable a 

faculty for dividing color sensations and making logical 

realizations of them? Has anyone ever placed his color more 

reasonably with more of a sense of time and measure than 

he?142 

John Marin and Charles Demuth 

Although they worked in other mediums, both John Marin and 

Charles Demuth painted extensively with watercolors, both drawn to the 

liberating qualities that the fluidity and rapid touch of thin washes 

provided. As early as 1910, Marin expressed an interest in the subject of 

mountains in the Austrian Tyrol series, works that feature 

expressionistic color and a pooling of washes suggestive of movement 

but not form. An ardent admirer of Marin's technique was Demuth who 

showed his sentiment with an extremely free handling of color 

intensities in the nebulous shapes of Landscape after Marin, 1914 (fig. 

77).143 Establishing that Marin provided inspiration for other painters 

has never been as tenuous an endeavor as documenting that Cezanne 
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supplied Marin with artistic motivation. Steadfastly throughout his life, 

Marin denied that Cezanne had affected his art, even maintaining that 

while in Paris (1905 -9, 1910), he was unaware of Cezanne's art.144 On 

one occasion, Marin claimed: 

When I was growing up I knew nothing of such men as Degas, 

Renoir, Lautrec, Delacroix or Forain. Even later--when I was 

still in Europe--1 was not aware of seeing the work of such 

men as Picasso, Cezanne or van Gogh in Paris--or any of the 

other so-called moderns.145 

According to Marin, the exhibition of Cezanne's watercolors at 

"291" in 1911 was his first exposure to works by that artist, although a 

number of scholars have noted that in 1908 there was a stylistic change 

in his work, primarily an emphasis on color to depict structure that 

derived from a knowledge of Cezanne.146 However, Marin's association 

with Stieglitz, dating from 1909, built such a firm confidence in his own 

quintessential "Americanness" that he consciously sought to keep his 

art free of influence by foreign masters.14 7 Of utmost importance was 

maintaining an artistic expression that correlated with his native land 

and reflected a strong cultural identity_ 14 8 It is believable that Marin 

felt a need to stand apart from European modernism, wary of possible 

encumbrances that art from foreign shores might impose upon a 

creativity nurtured by American surroundings, both urban settings and 

the wilderness. His general disdain for European modernism is evident 
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in comments such as the one in which he questions the motives of 

"those top notchers of France--your Picasso--your Braque--your Miro--

Matisse--your Leger. I recognize ability but for me they lack love. . . . 

Tell me did [they] ever in their lives love a tree?"l 49 

Although Marin did not seek topographical accuracy, nature 

provided a major stimulus for his work. He did, in fact, hold an 

Emersonian optimism, one that maintained that through nature 

preservation of individuality and innocence was possible. This 

philosophy was particularly important in the face of early twentieth-

century technological advances and their attendant threats. I 5 O 

Interested in expressing his spiritual feelings in the presence of 

nature, Marin most often used expressionistic rather than natural, local 

color. He once wrote, 

I the worker in paint--the picture maker as long as I can 

remember had . to contend with the currents of orthodoxy-

but beside me an unseen spirit moved, giving my life a lift . . . 

so that I a lover of nature could go about and see how the 

mountains uplifted themselves, nay talked each to the other as 

it were.15 I 

However, despite his belief that by divorcing himself from 

European formulaic directives of modernism, he had gained a certain 

untarnished freedom and flexibility of self-expression, American critics 

tended to place Marin in a context of not only an American tradition of 
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watercolor painting but also a European and, even, a Far Eastern one. 

Several writers describe Marin's success in expressing feelings through 

color as "getting that proportion of color . which the Orientals seek" 

or as being consistent with traditions in Chinese painting by managing 

to use no "more colors than he has to, so there are just a few big 

contrasts in each picture . suggestive, brief and very far from 

imitative art . . . [with] harmonies that have a Chinese aspect." 1 5 2 

After Marin's exhibition of watercolors, pastels, and etchings at 

"291" in 1910, one critic named him "a remarkably distinguished 

follower in that long line of distinguished British water-color painters . 

. . . [including] Girtin, Turner [and] Constable." 15 3 Several influential 

observers, however, connected Marin directly with Cezanne, whose art 

they also deemed had similarities with Far Eastern painting. One of the 

first to do so was Caffin, who stated: 

Marin is part of that fermentation which, started by Cezanne 

and stirred by Matisse, has given new impulse to the artist's 

old recipe of seeing the world for himself. The watercolors 

are harmonies of indescribably delicate tonalities, wrought on 

the Japanese principle of Notan.154 

Another critic noted that "Marin derives more logically from Cezanne 

[than Matisse]." and, at a later date, linking Marin, Cezanne, and Chinese 

painting, Willard H. Wright wrote about Marin: "He has attained to a 

rhythmic conception of his subject-matter until it has become almost 
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abstract. In this sense, he at times reveals a certain inevitable Chinese 

aspect."155 Moreover, Wright contended: 

Some of his pictures betray a great desire to see and feel, 

through intense concentration, the inherent . rhythm of 

his subject. Herein he attunes himself to Cezanne's mental 

attitude. In his latest paintings a process of elimination is 

going on: the objects . . have almost entirely disappeared, and 

all that remains is the salient line, or combination of lines, 

which to him express the plastic attraction of his natural 

inspiration.15 6 

By connecting Marin's "intense concentration" with Cezanne's 

"mental attitudes" and by using the expression of a "plastic attraction," 

Wright revealed a formalist approach to Marin's watercolors, a mode of 

modernist critical thought that places perceptual value on pictorial 

qualities of tactility and plasticity and the relationship of simple forms 

within a design. Not only early modernist artists, then, but astute critics 

like Wright had a knowledge of Oriental design principles that they 

associated with the art of both Cezanne and Marin. Other less open-

minded critics made a connection solely between Marin and Cezanne 

and, as a result, were more harshly judgmental. This is true of the 

following conservative appraisal: 

John Marin . . . shows a group of water-colors in which 

selection and syncopation have gone far, leading to a 

superficial resemblance to the aquarelles of Cezanne. The 
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difference is that to a sensitive eye Cezanne's indications 

adjust themselves definitively with a kind of click, whereas 

Marin's often do not adjust themselves at alt.15 7 

Perhaps the most succinct postulation of the triadic relationship 

among Marin, Cezanne, and the ancient Chinese was that made by 

Albert E. Gallatin, who attributed to Marin's watercolors "the spirit of 

modernity" and insisted that "Marin is one of the greatest and most 

profound artists America has produced . as a water-colourist he stands 

supreme: it is necessary to travel back to the ancient Chinese masters to 

find his equaI."158 Further, Gallatin asserted: 

With Cezanne came a new tradition for the painter in water

colour, a freshness and a transparency which did not hitherto 

exist. Came also from this great innovator, one of the most 

notable in the history of painting, profound studies of p I as tic 

relations and of significant forms, suggested with the most 

sensitive washes of exquisite color and 'realized' . more 

often than in the paintings in oil. In a general way it is to 

this tradition that belong the water-colours of John Marin and 

Charles Demuth, who have built up their drawings in much 

the same spirit as did Cezanne, and the Chinese before him, 

not caring for the purely graphic appearance of nature.1 5 9 

Thus, Gallatin associated Chinese painting, Cezanne, Marin, and 

Demuth on their common interest in "plastic relations ," suggested 

"significant forms," and disdain for mere mimetic transposition of the 
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"graphic appearance of nature." In addition, the formalist theory of 

Fry, detectable in Gallatin's text, particularly in the phrase "plastic 

relations," set "plastic design," that important precept of balance or 

reconciliation between the two- and three-dimensional aspects of 

painting, into a context of early modernist American art that is best 

understood through a study of Cezanne and Far Eastern art. 

Regardless of Marin's statements, the visual evidence in his 

works in 1911 and his obvious exposure to Cezanne's watercolors at "291" 

cast doubt on his repudiation of Cezanne's influence. This is true in 

watercolor works such as Flowers in a Pot, 1911, an example of Marin 

working in a genre unusual for him but quite common for Cezanne. I 6 0 

There is visual evidence, too, in Berkshires, 1912 (fig. 78), that after the 

Cezanne exhibition Marin changed his style, namely in his attention to 

form and the constructive use of less emotionally-charged colors. I 6 I 

Soft delicate washes that depict the mountain motif and prominent areas 

of exposed or barely covered white paper in Marin's work recall 

Cezanne's technique in late watercolors, specifically in works such as 

La Montagne Sainte-Victoire, 1885-7 (fig. 8), which was exhibited at 

"219." Quite different from the dark, expressionistic flecks of color 

covering the entire sheet of paper in the Tyrol mountain watercolors of 

1910, the layered, horizontal color planes in Berkshires, reading from 

left to right, make a statement of order, structure, and solidity that 

relates to Cezanne.162 Marin exhibits a strong feeling for the big 

masses in nature, the reality of a powerful shape defined by contour 
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The new feeling for natural physical form in 

Berkshires coincides with Marin's words about material qualities in a 

medium when he said that "one can discern a paint quality--the getting 

up of a plasticity--the consciousness of pressure--something of a color 

sense."163 

In Berkshires and also in Adirondacks /, ca. 1913 (fig. 79), Marin 

depicts topographical features with an assertive sense of mass and 

spatial position, but the well-defined contours also command visual 

"dialogue" in terms of their relationship to the surface. Seemingly a 

response to Cezanne's insistence on structure and volume in painted 

forms, Marin's painted shapes reflect a sensitivity as well to demands 

made by the armature of the flat support.164 Actually, Marin's response 

to the basic demands that a flat surface makes upon the artist suggests 

that he has not only recognized Cezanne's pictorial solution to this 

technical problem, but, in his own concern with this pictorial issue, has 

also become a part of the modem art movement despite his desire to 

distance himself from it. 

Actually, Marin's attention to the flat support surface was, 

undoubtedly, awakened before he went to Europe. As a student in 1902 

at the Art Student's League in New York, the same time that Dow was on 

the faculty, Marin would have been acquainted with, or at least 

introduced to, Dow's aesthetics and their source in Japanese prints.16 5 

His later sensitivity to the spatial requirements of the support plane was 

a concession to Cezanne's example, to Oriental aesthetics, and to a major 
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tenet of European modernism that demoted illusionism for the sake of 

design. In fact, portions of an undated, unpublished manuscript 

underscore, in very specific terms, Marin's position on the modern 

concept of surface and space: 

There is nothing more real than a true work of art, for 

it has its own realism [held in) balance with nature 

objects. Flat surface work--canvas and paper--we have 

no distance with the exception of the thickness of paint 

or pencil--all things are brought up to this flat surface. 

The surface plane of the canvas shall never be 

destroyed . . . it always has a way of coming back and 

asserting itself. You must be made to see the artist's 

scene and not nature's scene and if he be an artist he 

will take care of that. I 6 6 

In addition, the watercolors that Marin painted well into the 

1910s reflect qualities of structure and design that suggest their 

source was Cezanne's art. For example, even the ordering of 

landscape elements in compositions that are not built around a 

mountain theme, as in Landscape, 1913 (fig. 80), still echo 

compositional schemes found in Cezanne's treatment of that basic 

motif: the broad expanse of sky in the background assumes a shape 

similar to a mountain and a V-frame of trees in the foreground 

counterbalances the form. The structuring of pictorial elements 

resembles Cezanne's configuration in the oil painting Paysage pres 
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du las de Bouffan, 1878-83 (fig. 81), which was exhibited at the 

Armory show in 1913 (titled at that time Melun). Spatial 

relationships in Landscape are critically important, namely as 

natural forms in space, as shapes allied with the flat surface, and as 

the primary means of directing attention to the central area where 

the massing of elements is compact and complex. A feature that 

further aligns Marin's composition with Cezanne's Paysage pres du 

las de Bouffan is the focus of diagonal planes set at different degrees 

that, rather than converging to introduce a panoramic depth, 

separate to formulate a controlled distance. 

The concern for a unified composition, based on controlled 

space and flat surfaces, extended into Marin's Cubist-inspired 

designs from the middle 1910s into the 1920s. In these works, he 

imposed a linear framework with the semblance of a grid over color 

washes, a technique that integrates the subject elements and 

introduces movement.167 These Cubist works, however, unlike those 

of Demuth's, bear scant evidence of having their source in Cezanne. 

Nevertheless, despite Marin's tendency to shy away from what he 

believed to be Cezanne's over-intellectualized approach to art and his 

desire to develop his own art independently as an American natural, 

he still gained from Cezanne, as did Demuth, an understanding that 

went beyond color modeling of voluminous forms to the means of 

expressing sophisticated subtleties in spatial relationships 
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In contrast to Marin, the worldly Demuth overtly sought ideas 

from modern European art, particularly Cezanne's, as he 

experimented with sophisticated formal concerns and chose to work 

with still lifes, architectural landscapes, and figure studies. For 

instance, m Demuth's Bathers at a Dock (fig. 82), an undated 

watercolor, the down-turned head and out-stretched arms of the two 

top bathers resemble the same pose in a number of Cezanne's 

'bather' paintings.168 A likely source for Bathers at a Dock is 

Cezanne's oil painting Baigneur aux bras ecartes, 1885-7 (fig. 83). 

Weber's Druet print of the painting was, along with Cezanne's 

lithographs, on view at "291" in November 1910 and was almost 

certainly seen by Demuth, who often traveled to New York to view 

Stieglitz's exhibits.169 Rather than focus on the subtle relationships 

between the landscape and the bather's gesture in Cezanne's work, 

Demuth, in Bathers at the Dock, concentrated on a precise placement 

of figures in a close-knit central cluster: the out-stretched arms 

impose the unifying geometry of a triangular frame that integrates 

the elements below. Another watercolor by Demuth, Men Swimming, 

No. 1, ca. 1910 (fig. 84), appears to be a variation on Cezanne's 

'bather' theme in two lithographs, the small Baig n e u rs (fig. 85) and 

the large Baigneurs (fig. 86), both dated between 1896 and 1898 and 

both displayed at the 1910 exhibit at "291" .170 In both Men 

Swimming and Bathers at the Dock, Demuth emphasizes the austerity 

of simple geometric forms. The limbs and posture of the bathers, 
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which act as formal elements of line giving unity to the composition. 

also establish links with past art. Consistent with the figures on the 

right in Cezanne's large Baig neurs lithograph and Les Baigneurs au 

repos, 1875-6 (fig. 2), the oil painting after which Cezanne fashioned 

the lithograph, Demuth's figure at the far right in Men Swimming, 

No. 1 strikes a "Hermes" pose like that seen in Old Master paintings, 

by Poussin for one. I 7 I 

Aside from the figural 'bather' works reflecting Cezanne's 

example, a genre also important in establishing Cezanne's role in the 

formative stage of Demuth's artistic development is that of architectural 

landscapes. An early example is the oil painting New Hope Landscape, 

1908 (fig. 87). The heavy application of pigment and textured strokes 

reveal Demuth's interest in Cezanne's tactile paint handling, and the 

manner of reinforcing geometric, well-defined forms echoes Cezanne's 

formations in the architectural landscapes that he executed at Auvers in 

the 1870s, such as Effet de neige, 1872-3 (fig. 88), and at Gardanne in the 

1880s. The forms in many of Cezanne's architectural oils from the early 

1870s, densely built up and with coarse contours, feature small 

rectilinear windows, an ordered sequence of forms interpretable as 

nascent geometries for a grid and the kind of centralized, architectonic 

designs that Demuth would develop. 

In Landscape, Maine, 1909-10 (fig. 89), Demuth incorporates a 

compositional feature often seen in Cezanne's L'Estaque landscapes of 

the middle 1880s, namely a sequence of tapered. wedge-like land strata 
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that, like those in Le Golfe de Marseille, vu de L'Estaque , 1883-5 (fig. 90). 

extend outward into the water. The broad, sloping, geometric forms act 

as stacked-up colored areas that flatten space and hold to the surface. I 7 2 

A similar organization of sloping diagonal fields constitutes the 

pictorial structure of Cezanne's La Montagne Sainte-Victoire, 1900-2 

(fig. 91 ), a watercolor owned by the Steins and one that Demuth surely 

observed closely when in Paris) 73 Moreover, the shape and the center 

placement of the mountain in Demuth's Mt. Gilboa #5, ca. 1912-5 (fig. 92) 

also resembles the ordering of natural forms in another watercolor by 

Cezanne that Demuth certainly knew, another version of La Montagne 

Sainte-Victorie, 1885-7 (fig. 8) from the the "291" exhibit of 1911. 

However, in Mt. Gilboa #5, Demuth departs significantly from Cezanne's 

depiction of natural forms and instills the familiar motif with a 

decorative flair. His decision to subjugate truth to nature to individual 

self-expression results in a playful, animated surface of three squares, 

outlined in expressionistic colors as geometric grids on the side of the 

mountain that, by forming a network of repetitive, geometric shapes 

within a curvilinear contour, add visual interest. 

Still working in the genre of architectural landscapes, Demuth 

continued to experiment with pictorial configurations and relationships 

of geometric forms in a shallow space, always attentive to textural wash 

effects (namely blotting and pooling), prominent brushstrokes, and the 

use of lines to enliven the surface. One example is Trees and Rooftops, 

1916 (fig. 93), in which Demuth, in the spirit of Cezanne, explored tactile 
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perceptions and surface relationships that emphasized the support 

plane. Even before the graded crystalline washes brushed over thin, 

clean pencil lines had congealed into the distinctive Cubist-oriented 

style of Demuth's architectural watercolors of 1917 to 1918, the abstract 

grid pattern, which had origins traceable to Cezanne's early 

architectural landscapes, pulled subject elements to the surface, where 

it held them together in a counterpoint of spatial relationships. 

Seen in a germinal stage in New Hope Lanscape and Mt Gilboa #5, 

the decorative, calculated nexus of horizontal and vertical intersections 

further developed into a sophisticated, often ambiguous, spatial dialogue 

in later architectural works, such as Bermuda Landscape, 1917 (fig. 94). 

The tightly interlocked grid is present in the five dark windows and the 

broad intersections of verticals and horizontals, but a linear network 

does not yet cut a negative pattern into the positive surface color areas. 

Demuth's origins in Cezanne are clearly seen in his architectonic 

Bermuda Landscape, not only in terms of a cohesive design based on 

spatial ingenuity and well-defined geometric forms, but also in the 

prominent areas of passage, particularly in the planes of muted colors 

that depict foliage. I 7 4 

Now focused on painting precise, contoured forms with thin 

washes and increasingly distanced from the loosely measured, 

emotionally-expressive style he had undertaken in 1914 in Landscape 

after Marin (fig. 77), Demuth sought to emulate Cezanne's deliberate, 

careful calculation and disciplined, intellectual approach to pictorial 
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design, an enterprise that culminated in the architectural landscapes of 

1917 and 1918. Severe , complex , restrained , and incisive , the 

intellectual ordering of subtle lines, grids, and planes in these works 

combine with washes that, as in Cezanne's late watercolors, suggest 

volumes that are at once translucent and solid. Rooftops and Trees , 1918 

(fig . 95), a mature example of Demuth's architectural landscapes , 

exhibits what has become now the abstraction of a hard-set grid, 

intractably aligned with the axes of trees, roof, and windows. The 

formal vocabulary , while adapted to a Cubist idiom of faceted, 

intersecting, abstracted planes at the middle left, bears the legacy of 

Cezanne in the geometry of curvilinear organic shapes in contest with 

rectilinear elements in the architecture . I 7 5 

Integrating angular and round shapes , Demuth holds in 

abeyance forces of abstraction in pure design by integrating 

references to the natural world , especially the curvilinear masses of 

foliage. The icy blue rhomboid and prismatic panels at the left in 

Rooftop and Trees are balanced by the inclusion of natural forms 

(perceived phenomena) described by local , not expressionistic, color. 

The geometry in Rooftop and Trees--the curvilinear shapes, seen in the 

eased, round arcs in nature, contraposed with man-made rectilinear 

elements, visible as the triangular rooftop gable--is also prominent in a 

number of Cezanne's watercolors. Several of these paintings Demuth 

could have viewed in New York: in 1911, Paysage de Provence, 1890-95 
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(fig. 96); and in 1916 in two shows in New York, Toits et arbre, 1888-90 

(fig. 97) and Toits de L'Estaque, 1878-82 (fig. 98). I 76 

It was this kind of progressive experimentation with spatial 

effects and geometrical patterns in pictorial structures that Hartley had 

in mind when he wrote that Demuth's "gifts for expression have been 

evolved almost entirely through this medium." I 7 7 Further, Hartley 

claimed : 

He [Demuth] has joined with modernism most consistently , 

having arrived at this state of progression by the process of 

investigation. The tradition of water-color painting takes a 

jump into the new field of modernism, and Demuth has given 

us knowledge of . . . the plastic realization of fact. I 7 8 

"Plastic realization" was an understood reference to Cezanne through 

which Hartley, noting the importance to "moderns" of "pictorial 

structure" in "the making of pictures," acknowledged Demuth's place in 

the formation of early modernism in America. I 7 9 

Before the end of the second decade, when one influential writer 

claimed that watercolor, long suitable only for preliminary sketches, 

had become a medium for "personal expression . . . of the spirit of 

modernity," works by Prendergast, Marin, and Demuth had already 

raised watercolor painting in the hierarchy of artistic media. I 8 0 

Having no interest in merely copying nature, these three Amerian 

painters developed individual styles in watercolor, emphasizing 
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features in nature or willfully distorting them according to pictorial 

aims, but always in harmony with a preconceived artistic purpose . As 

was the case with Cezanne, whose techniques they freely interpreted, 

the modern tenet of personal expression evident in the paintings of 

these three Americans stemmed from qualities of design in art, and it 

was this principle that anchored watercolor painting, as a fully 

validated branch of visual art, in the modern mainstream. IS I Finally, 

although extending beyond the parameters of this dissertation, 

important to note is that Demuth's watercolors in the Cubist-inflected 

style of the 1917/1918 architectural landscapes served as a stepping 

stone to the severe geometrical formats and surface complexities that 

characterized his Precisionist style of the twenties, a style with which 

both Morton Scharnberg and Charles Sheeler, his contemporaries, were 

also associated. IS 2 

Morton Schamber& and Charles Sheeler 

The architectonic treatment of form that attracted Demuth to 

Cezanne's art was equally appealing to Morton Scharnberg and Charles 

Sheeler. Scharnberg, for example, in his oil-on-panel Landscape (with 

Houses) 1910 (fig. 99) , created geometric contrasts between organic 

curves and architectural straight-edges in a manner similar to those in 

Demuth's New Hope Landscape, 1910, and Rooftops and Trees, 1918. With 
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the geometry emphasized, but not highly abstracted, architecture was 

an important vehicle for Schamberg's experiments with form in the 

balanced proportion of organic and rectilinear shapes. The emphatic 

triangulation of steeply pitched gables and flat planar surfaces in 

Landscape (with Houses) combine with thickly brushed arcs of foliage. 

Like Demuth, Scharnberg drew ideas, such as the balance in design of 

two-dimensional pictorial demands with observable structures in space, 

from Cezanne's architectural landscapes. In the manner of Cezanne, 

Scharnberg, by relating axes to the surface plane, interlocks prominent 

foreground planes with solid forms that conventionally would be 

registered in the background. I 8 3 Asserting independence from an 

illlusionistic obligation and insuring that the flat support plane 

remains integral to the unity of design elements, Schamberg's thick 

strokes of pigment mark the surface and project a bit beyond it.184 The 

extreme close-up view and the precocious attempt to depict multiple 

perspectives testify to Schamberg's close study of Cezanne's paintings 

while abroad from 1908 to 1909 and to a growing concern with painting 

as an autonomous, physical object made visually dynamic by complex 

spatial relationships. 

Scharnberg was likely prompted to experiment with this kind of 

landscape after having seen Cezanne's treatment of the architectural 

motif either in the same watercolor that inspired Demuth, Toits et arbre 

(fig. 97), displayed in May 1909 at Bernheim-Jeune, or in the oil 

Paysage, 1885-7 (fig. 100), for which the watercolor Toits et arbre was 
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apparently a study. In 1909, Vollard owned Paysage, so Scharnberg could 

have viewed it at his gallery while he was in Paris, and later recreated 

his own version of the eased contours of foliage against a cluster of 

hard-edged structures in Landscape (with Houses).185 

While abroad from 1908 to 1909, Schamberg's interest in the 

formal organization of geometrical shapes in paintings by Cezanne, 

including those of buildings, was no doubt based upon his prior study 

and appreciation of architectonic properties in the frescoes of Giotto, 

Massacio, and Piero della Francesca. His high regard for the aesthetic 

standards of the Old Masters served to implement the opinions he formed 

concerning the new art in Paris. For instance, the simplicity of form in 

the frescoes was instrumental in developing his enthusiasm for 

Cezanne. A critic/friend wrote about Schamberg's eclectic approach to 

art, which recognized the compatibility of past art with new: 

To be sure it was only certain sections of the museums which 

were consulted and not until the winter of 1908-09 did 

Scharnberg discover, at Florence and Siena, the meaning of 

the great tradition which was to open his eyes to the falsity . 

of nineteenth-century naturalism. On his return to Paris he 

was ready to appreciate what the great Frenchmen of our time 

had accomplished in setting art upon a truer basis than that 

which their predecessors had. I 8 6 

Once, Pach had also noted Schamberg's belief that anarchy in art, 

a desirable and "complete deliverance" from governing restraints, bore 
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no reason for "a contesting of the value of the classics." 18 7 In his own 

words, Scharnberg, shortly after arriving in Paris in 1908, clarified how 

his learning process was stimulated by analyzing not only Renaissance 

painting but art from other past eras: 

I have been to the Autumn Salon three times and while I am, 

as you say, far from certainty, I have considered these things 

very seriously. The work of Matisee I find very beautiful, at 

times not always, though he does not entirely satisfy me. I am 

inclined to consider it a very personal art rather than part of 

a great movement. Such men rise frequently in the different 

fields of art and while I can like very much that which he 

has, I cannot imagine myself being much influenced except 

so far as one must be more or less influenced by anything one 

cares for. Van Dongen has some canvases there, too, which I 

like pretty well. I went into the Louvre and found about 

six or eight Egyptian portraits painted on wood. Nothing has 

impressed me more than these since I've been here. I find 

them as fine as any portraits in the Louvre--marvelously 

beautiful and so convincing and subtle in character as to 

make them seem very modem. Also an Egyptian bust portrait 

in stone which is almost alive, it fairly made me dance. I 8 8 

In the same letter, Scharnberg also mentioned that he favored 

Renoir, "the top notch of modem painting," over Cezanne, and that he 

had "done quite some work (about three dozen panels) a few of which I 

like pretty well . . . and also I'm very anxious to try some portraits." 1 8 9 

However, by December 1910, in a letter written from New York to Walter 
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Pach who was in Paris at the time, Schamberg's high regard for 

Cezanne was evident. He confided, "I certainly envy you seeing those 

Cezannes. How I would love to see a collection of them." 1 90 His grasp of 

ideas from a number of sources increased as he developed his modem 

idiom in painting, which by 1910 had gotten well under way, and a 

number of works completed m that year reveal Schamberg's 

experimentation in style, formal organization, and choice of motif in 

the tradition of Cezanne. In a letter to Pach, dated November 1910, 

Scharnberg wrote about his work in the following manner: 

The last month or so has not been very productive, but I hope 

to get something swinging again soon. The past year has been 

the best I've ever had and I have from twenty to twenty-five 

pictures from that year (canvases and panels) that I like well 

enough to show. But I am never as much interested in the 

things I have done as [in] the things I'm going to do 191 

Dating roughly from the time of the letter, Scharnberg executed 

the pastel-on-board Seascape, 1910-11 (fig. 101). In it, he translated 

Cezanne's systematic, directional hatching in oils into textured, 

patterned layers of pastel crayon marks that he applied as thick parallel 

lines or as color smudges upon smaller marks beneath. He carefully 

worked and reworked the surface with applications of color to attain a 

textural, tactile effect. In spite of the decorative, nonassociative color, 

Scharnberg manifested another proximity to Cezanne by structuring the 
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composition in Seascape as stacked-up triangular wedges of color, 

representing interlocked land strata that project from the left into a 

body of water. His organization is similar to Cezanne's ordering of the 

motif in the L ·Es ta q u e paintings of the 1880s and comparable to the 

design scheme that Demuth adopted in Landscape, Maine, 1915 (fig. 89). 

This suggests not only a direct working from the shared source in 

Cezanne, but also the value of artistic exchange and interpretation of a 

familiar motif. As in Seascape, Scharnberg chose decorative colors for 

Still Life: Bowl and Grapes, 1911 (fig. 102), although the weighty, 

volumetric fruit depicted as tactile, "plastic form" and brought to the 

surface with heavy dense strokes remains tied to Cezanne's still-life 

painting.192 

Schamberg's penchant for strong, bright color, decorative, 

architectonic, and structural design is evident not only in his art, but 

also in his own words: "I found in the Metropolitan three decorative 

panels of tiles done in Persia by imported Chinese artists. They are 

the finest things I've seen for some time."193 Constantly applying ideas 

from past art to new experiments, a practice consonant with the 

teachings of Stein and of Matisse, Scharnberg expanded his artistic 

interests, which in turn nourished his modern inclinations in pictorial 

design. It was, therefore, in keeping with his catholic interests that 

Scharnberg should appreciate structure, order, solid volumes and, 

simultaneously, respond to the pleasurable qualities of art that 

constituted what he referred to as "pure plastic art." 194 
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In another vein of eclecticism, Studio Interior, ca. 1912 (fig. 103) 

demonstates both Schamberg's knowledge of Japanese prints and his 

debt to Cezanne: the spatial ambiguity and pictorial architecture is 

typical of that in Japanese prints (the play of axes within a rectilinear 

format that flattens space and emphasizes the surface), seen, for 

example, in Kitagawa Utamaro's The Artist Kitao Masanobu Relaxing at a 

Party, ca. 1788 (fig. 105). Similar contrasts between unequal rectangles 

and the unusual cropping of vertical and horizontal elements occur in 

paintings by Cezanne such as Portrait de Chocquet, 1879-82 (fig. 104) 

and in Schamberg's Studio I nte ri or. I 9 5 Although the themes in 

Schamberg's Studio Interior and Cezanne's Portrait de Chocquet are 

different, both paintings have a concentration of rectilinear, hard

edged shapes within a larger surface area that corresponds with the 

support shape and creates a spatial ambiguity of axes not exactly 

squared with wall and floor planes. 

Schamberg's basic design of axial sequences and surface 

compartments, like Cezanne's scheme in the Chocquet portrait, derives 

from the actual or implied linear intersections of a grid, the geometric 

Cubist idiom he developed further in his color abstractions (an example 

of which is Figure B Geometrical Patterns of 1913 [fig. 13)). l 9 6 

Although non-representational, Schamberg's Geometrical Pattern 

paintings are related to Cezanne's works in the derivation of grid-like 

configurations (the vertical and horizontal intersections in Cezanne's 

architectural schemes of the 1870s and later), the tactile, painterly 
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application of the oil pigment, and the prominent areas of passage. 

Cezanne's oils were paradigms of tactile patches of paint on a surface; 

likewise, his watercolors, with color splashes alongside areas of bare 

paper, provided a textural appeal that elicited a desire on the part of the 

viewer to touch, to know the work physically in an immediate way by 

direct sensual involvement. All of the artists discussed so far, and 

certainly Scharnberg, sought to create surface animation that would add 

a palpable quality to the geometries of structure in the overall pictorial 

design. 

No less than Scharnberg, Sheeler was attracted to the 

architectonic coherence in Cezanne's painting and he, too, had been 

inspired by the unadorned, reductive form in the fresco painting of 

Giotto, Masaccio, and Piero della Francesca.197 The magnitude of the 

visual experience in Italy, internalized almost as an intellectual 

exercise, prepared Sheeler for the peculiar power of Cezanne's artistic 

language and its formidable intonement of crystallized form.19 8 Thus, 

in his painting, Sheeler responded acutely to the French artist's 

emphasis on the mass, physicality, volume, and three-dimensional 

fullness of form, a vision which he found to be entirely compatible with 

an American inclination to herald concrete properties in the material 

object.199 

That Cezanne stood as a touchstone for Sheeler's painting m 1910 

is clearly manifested in a number of still-life oil paintings executed in 

that year, particularly Plums on a Plate (fig. 106) and Peaches in a 
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White Plate (fig. 107).200 In Peaches in a White Plate, the constructive 

strokes, severe geometry of natural objects (even the shadow to the 

right is carefully defined as an ellipse), and closed, hermetic space have 

a precedent in the solid, unembellished shapes of Cezanne's works and 

the sealed-off environs in which they are placed. Sheeler obviously 

responded to the unexpected power and presence of objects in these 

paintings and realized that the effect was generated by the placement of 

simple, stark, geometric form in very near space. This concentration 

upon a single motif, such as a bowl with fruit, at very close range is 

seen in Cezanne's Fruits sur la table, 1890-4 (fig. 108).201 Sheeler's plate 

of fruit in a foreground that denies all escape into space is so similar to 

the one in Cezanne's work that it appears to be intentionally rendered 

as a fragment from the earlier picture. 

In other still lifes by Cezanne, forms become more distinctive as 

if blown up and laid flat upon the surface plane, their volume 

intensified but at the same time the near focus anchoring objects as 

shapes to the picture surface as if one were viewing but a fragment 

from a larger whole. This is true in many of Cezanne's still lifes. Two 

example are Quatre peches sur une assiette, 1890-4 (fig. 109) and Fruits 

et feuillage (fig. 45), the latter of which Matisse owned. Both works by 

Cezanne clearly project the stripped-of-context effect of a fragment, a 

part removed from the larger whole, the same aspect that exists in 

Sheeler's Peaches in a White Plate. It is as if in this work, Sheeler was 
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attempting to state by means of an extract the physical exclusiveness of 

the intellectual design (and the objects that compose it) and its 

distinction from any associative content.202 In the process, the 

stripped-to-the-bare-essentialness of Sheeler's forms assume a 

photographic focus centered upon only a portion of a still life , an image 

of purity characteristic of the simplified forms in his photographs. 

The concentration on a small passage, treated as only part of a 

whole, expanded design possibilities and lent an expediency to the 

geometry and weight of solid fruit that even extended to its shadow. The 

contrasts of shapes in Peaches in a White Plate and the unusual spatial 

definition of the tilted perspective stem from Cezanne, as well as from 

discoveries Sheeler made in the pure geometry of form abstracted from 

the solid, hermetic world that the early Renaissance masters painted. 

These overly simplified forms, echoing the monumentality. durability. 

and stability of the pared-down forms in Cezanne's paintings as well as 

in Old Master frescoes, exaggerated the internal relations of formal 

elements and answered the basic demands of design with the most 

practical means of expression. Sheeler expressed his intent, and 

recalled the premises of W aldstein in the process, when he wrote: "All 

nature has an underlying abstract structure and it is within the 

province of the artist to search for it and select and rearrange the 

forms for the enhancement of his design."203 Moreover, the priority 

given to pictorial structure and formal coherence over the rote 
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imitation of nature is reflected in his words concerning modem art in 

relation to the lessons learned from past art: 

It was apparent in the works of Giotto, Masaccio, Piero della 

Francesca and others, that forms must be placed with primary 

consideration for their relation to all other forms . . . if the 

picture as a conception is to achieve an architecture-like 

structure.2 04 

In Plums on a Plate, 1910 (fig. 106) Sheeler further demonstrates 

his philosophy "that design, in its larger sense, comprise[s] the 

structure of a picture. "205 The volumetric, three-dimensional solidity of 

subject elements in Plums on a Plate stresses the organic, concrete 

nature of each object. As in many of Cezanne's still-life paintings, such 

as Un Coin de table, 1895-1900 (fig. 110), Sheeler's dense, full forms 

adhere to a central pictorial order, a centripetal force dominant in a 

tight, close space that both allows for a description of density and, at the 

same time, requires realization of the picture plane.206 In the tradition 

of Cezanne, Sheeler works within the tenets of realism (e.g. highly 

recognizable imagery) but governs the pictorial structure as a whole by 

the principles of an abstract order, namely as a pictorial tension created 

by the surface pattern with the illusion of three-dimensional 

volumetric mass. In Plums on a Plate, for example, the leaf shapes 

answer to the dictates of design. They are not so much representative of 

soft green foliage as they are flat surface areas of strong color, 
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framing, but in contrast with, the round organic elements to which 

they are attached. 

Having spent only a short time in Paris, Sheeler lacked the 

opportunity to benefit from a sustained study of Cezanne's painting, 

and, yet, his most important still lifes of 1910 exhibit a precise 

understanding of Cezanne. Peaches in a White Plate and Plums on a 

P 1 ate both include features that relate closely to those in still lifes by 

Cezanne, notably to the three named above, Quatre peches sur une 

assiette, Fruits sur la table, and Un Coin de table. These three works by 

Cezanne later became part of the Albert Barnes collection in 

Philadelphia. Since Sheeler did not see any Cezanne paintings in the 

Barnes collection until 1913, he likely worked from Meier-Graefe 

illustrations or Druet prints of Cezanne still Iifes as he painted Plums on 

a Plate and Peaches in a White Plate.207 His choice in Cezanne-related 

still-life motifs of simple arrangements seen at close range (to stress the 

concreteness of the object) could have influenced Barnes, however, at a 

later date, to purchase the three Cezanne paintings mentioned above, 

works that amplified the certain aspects most admired by Sheeler. If 

this were the case, it confirms Sheeler's stature as an early modernist 

artist whose expertise on certain predominant features in Cezanne's art 

was highly respected and even sought after. 2 0 8 

The above argument cannot be documented and remains 

speculative, but what is known is that 1910 was a pivotal year for 

Sheeler, discernible not only in the stylistic advances he made and the 
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initiation of architectonic qualities of form as design entities of 

permanence taken from Cezanne's art, but also in his written words. In 

two letters that Sheeler wrote in 1910, he articulates his commitment to 

experimentation with modem idioms in painting. In one he wrote: 

"There must always be the elimination of the unessentials and the 

striving after greater qualities and to more forcefully present the 

essentials--or stagnation must result. 11 2 0 9 

In another letter, he describes the early stages of his struggle to 

find a pictorial idiom in which to paint a number of landscapes in 1910. 

Referring to his ordeal, Sheeler explained: 

You must know those times when you feel that whatever grip 

you had on things was slipping through your fingers like 

water . . . and you are overwhelmed with the impossibility of 

accomplishing anything. Well such was my experience, when 

suddenly I did a landscape that was the first tangible result 

from all of the agony that preceeded.210 

Beyond this letter, there is no documentation, to my knowledge, of these 

apparently lost landscapes that Sheeler painted in 1910, and yet it is 

hard to believe that he would have destroyed them. He mentioned the 

landscape paintings again in the same letter, remarking on their 

"Cezanne-like" quality and acknowledged the progression in his 

painting, the adding of new elements and the realizing that "the old was 

inadequate." Speaking of the direction in which his work was going, 
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and confirming that Cezanne was a dominant force as he worked in this 

genre, Sheeler confided: 

I feel it's pretty much a result of my Italian trip and what 

little I know of Cezanne. I am greatly interested in the 

rendering of form and the elemental qualities of nature . 

and to accomplish it in the simplest way--then I am interested 

in design and in space composition and am trying to render 

things by the means of purer color. Scharnberg has said 

several times that he thinks my recent landscapes are quite 

Cezanne-like. As a matter of fact my knowledge of that master 

is limited to one canvas I have seen and to . . . reproductions. 

But he is one of the men that I am particularly interested to 

know more of.211 

That Sheeler viewed only the one canvas by Cezanne that he 

mentioned in the letter above attests to his restricted exposure to 

modem art in Paris. Sheeler wrote: 

I had such few oppotunities to see the works of those men-

only at the Steins and Bernheims--so of course I have gotten 

very little from them--Matisse's I saw mostly and Picasso not 

at all. You can imagine how bewildering one visit to 

Stein's212 would be, but of course I have gotten somewhat 

straightened out by frequent talks with Scharnberg and 

thinking about such things as I did see. I am still hoping 

to get to N.Y. more than ever, for in addition to the change of 

environment, they are to give a number of exhibitions at the 

Photo Secessionists Gallery that I feel are important for me to 

see[,] such as the ones of Picasso, Cezanne (watercolors) 

Matisse (sculpture) and some of the lesser men.213 
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Neither Sheeler nor Scharnberg claimed to have grasped 

modernism easily, but of importance is that their exposure to design and 

the treatment of form in Old Master painting paved the way for their 

understanding of Cezanne, which blossomed in 1910. With this 

knowledge as a springboard, Sheeler, by 1913, had moved from 

experiments with Cezannesque motifs, including Fauve-colored 

flowerpieces of 1912, into the fragmented forms and ambiguous spatial 

relationships of a Cubist style. Except for a short venture into near 

abstraction in 1914, which he attempted after viewing the Synchromist 

exhibition in New York, Sheeler retained an interest in 

representational forms. Even in his Cubist landscapes, the "point of 

departure" and primary stimuli were still Cezanne and the realist 

tradition to which he belonged.214 As Sheeler developed a modem 

style, Braque and Picassso provided guidance, but on a secondary basis, 

the two Cubist artists having built their new styles upon the earlier 

achievements of Cezanne. 

Morgan Russell. Stanton Macdonald-Wright. and Patrick Henry 

Bruce 

Among the three leading American color abstractionists, Patrick 

Henry Bruce and the Synchromists Morgan Russell and Stanton 
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Macdonald-Wright, only Russell left a substantial cache of archival 

materials that document his impressions of Cezanne 's art around the 

beginning of the second decade. 215 Unfortunately, a contemporaneous 

personal record exists for neither Macdonald-Wright nor Bruce; 

therefore, they do not receive the space in this text that their 

importance as early modernist artists warrants.2 1 6 

Like most of the early modernists , Russell pursued a keen interest 

in Renaissance art at the same time that he was absorbing the 

challenges of Cezanne's modem painting.217 As early as 1906, Russell, 

at the time equally interested in painting and sculpture , toured Italy 

where he studied the works of Italian Old Masters, and visited Paris, 

where he viewed Egyptian and Assyrian works in stone and the 

sculpture of Michaelangelo.2 18 This artistic backward glance 

heightened Russell's awareness of formal qualities in the art of various 

cultures and his appreciation of a classical quality of permanence in 

Cezanne's dense, solid forms , deliberately arranged as elements of 

design.219 

At an early time in his artistic development, Russell 

experimented with the idea that he could initiate a painting by 

improvising upon the forms found in sculpture by classical or Old 

Master artists . 220 The classical poses of the two nudes in Russell's oil 

painting Bathers, ca. 1908 (fig. 111) , demonstrate how he incorporated 

ideas from both ancient and Old Master art with Cezanne. The bent and 

raised elbows of the so-called "temptress" or "tempter" poses in Russell's 
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early work, Bathers, is a prominent characteristic in two 'bather' 

paintings by Cezanne that were in the Stein collection, Les Baigneurs, 

ca. 1895 (fig. 112) and Groupe de baigneurs, 1892-4 (fig. 113) and, 

therefore, were available for Russell to view on a regular basis. 2 2 1 

Still investigating classical poses and making interpretations 

from Cezanne's 'bather' motifs, Russell, in 1910, was simultaneously 

investigating the effects of light on color and form. In another 'bather' 

painting, Russell's Nude Men on the Beach , 1910 (fig. 114), for example, 

forms loosely brushed with crusty, built-up pigment and seen as tactile 

patches of paint on a surface are animated by an Impressionistic sense 

of movement in light and color. In one of his notebook entries, Russell 

wrote that Cezanne exemplified "the distinct attempt to formalize light 

and with it form also--he uses a palette of chromatic light and paints 

with this--expressing the subject and making the picture . [not] 

trying to c op y n at u re a Io n e ! " 2 2 2 Other archival material confirms 

Russell's preoccupation with color, light, and movement. Among his 

notes, a fragment of coarse paper that resembles a section torn from a 

catalogue cover has an apparently hurried notation of the impressions 

that paintings by Cezanne made upon him in a single day: "First strange 

Cezanne . . . Card Players--strange light, dark, strange, complex color 

harmonies--red and blue, fixed in a cafe with windows. "2 2 3 It is only 

conjecture, but it seems more than likely that the "dark, strange , 

complex color harmonies" in Cezanne's "Card Players," refers to the two

figure painting of Les Joueurs de cartes, 1890-2, owned by Auguste 
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Pellerin and exhibited in January 1910 at Bemheim-Jeune's Exposition 

Cezanne. Further, Cezanne's "strange, complex color harmonies" were 

likely an inspiration for the color combinations in Russell's allegedly 

first fully abstract oil painting, Synchromy in Deep Blue-Violet 

(Synchromie en blue violace) of 1913.224 

Notebook entries and sketches firmly document the impact upon 

Russell within a single year of color and form combinations in 

Cezanne's paintings. In another instance during 1910, Russell made a 

sketch after Cezanne's Baigneur aux bras ecartes, 1885-7 (fig. 83), on a 

loose notebook page (fig. 115) and next to this sketch, he noted his 

impression of the way Cezanne had linked color with image in the 

'bather' painting.225 The monumentality and gestural force of the 

striding 'bather' understandably appealed to Russell with his taste for 

classical sculpture, but it was the color harmonies that particularly 

struck him. Alongside the sketch, Russell wrote about Cezanne's 

painting: 

The difference in force & vigor between the original & the 

impression you had of it--remember how this second view & 

the comparison struck you, also the strength and directness of 

expression in the color, no doubt of its being cold and blue-

the strength even if wooden in the arms & torso, legs and all-

achieved with a vengeance and this same quality in the color 

expression. No prettiness or soft interferences, blending of 

tones, but abrupt, brutal & forceful beauty. 2 2 6 
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This personal record substantiates Russell's reaction to Cezanne's color, 

especially the qualities of blue. There is evidence also that before the 

Synchromies, he had attempted to emulate Cezanne's blues in works 

such as Nude Men on the Beach (fig. 114), which was exhibited at the 

1910 Salon d'Automne. A French critic at the time commented on "such 

strangely built blues" in Russell's painting.2 2 7 

As Russell developed his artistic preferences in the 1909 to 1910 

period, he benefited from the insights of not only Stein, Matisse, and 

Berenson, but also Roger Fry. In fact, the influence of Fry's aesthetic 

theories is evident in Russell's comment about Cezanne's disinterest in 

creating color effects of "prettiness," which are related to "actuality," 

but is unimportant in terms of "life-enchancement" through the 

"ideated sensations" that art can produce with "form, tactile values, 

space, and color. 00 2 28 His statement amasses an amalgamation of ideas 

having their sources in Stein, Fry, Berenson, and even James.229 An 

additional testimony to the far reach of James's thought is Russell's 

further claim that the limits of figural subject matter in art, known by 

"actual life," restrain the viewer, who must "seek for the causes or 

"[seek] sources beyond and outside the work of art--[and] that too brief 

but most exquisite ecstasy when we and the work of art are one. "2 3 0 

The aesthetic ideas of Matisse, Berenson, Stein, Fry, and perhaps 

others not mentioned in the notebooks, clearly were known to Russell, 

then, and were vital to his ability to expand artistic aims at a given 

moment. While Russell was absorbing a wide range of aesthetic 
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thought, he was also conducting an intense examination of Cezanne's 

depiction of mass and matter in form. He wrote that Cezanne's form 

possessed a "sense of pressure downwards--of atomic cohesion and 

completeness . . . these inevitable conditions of matter . . reaching 

towards its centers--of the unimpeachable space between objects. "2 3 1 

He also felt that because Cezanne presented form with this kind of 

"reality," "one feels a part of the material world--subject [to) and 

conscious of it. "2 3 2 

In line with these notations, Russell explored still-life painting 

in the manner of Cezanne, with an emphasis on physical, tactile form. 

An example is Apple Still Life, ca. 1910 (fig. 116), a work in which 

Russell emphasized dense, material, physical properties of the subject 

matter. He even imparted a sense of weight, density, and "pressure 

downwards" to the shadows of forms, thereby recalling Sheeler's 

concern with the same effect in Peaches in a White Plate, 1910 (fig. 

107). Russell also often resorted to muscular, gestural applications of 

color in representational Cezannesque still lifes. Through the heavy 

strokes of paint, he evoked a dual tactility, one that related to the object 

depicted and another that called attention to inherent physical 

properties in the marks of pigment, whereby he validated the painting 

as a physical object. In 1912, for example, Russell demonstrated his 

concern for tangible, material perceptions of form in a 

representational still life, Ge ra ni um (fig. 117). The solidity and tactile 

importance of form depicted as mass with weight is apparent even in 
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the leaves which, although flattened by the negative lines, project a 

sense of substance reacting to the force of gravity and, by doing so, 

reflect Russell's searching perceptual approach. 2 3 3 Similarly, in a 

painting by Cezanne, Les Petunias, 1875-6 (fig. 118), the same effect of 

physical matter losing form and contour exists in the lowered foliage of 

a plant depicted as if responding to "pressure downwards." Russell may 

well have known Cezanne's Les Petunias since Fry included it in the 

First Grafton Post-Impressionist show. Furthermore, it appeared as an 

illustration in 1911 in a popular book whose author wrote that 

"[Cezanne's] work is massive and well-balanced. He feels the empty 

space."234 Notably, Russell's Geranium suggests the association of 

weight and tactility with "empty space" especially in the leaf shadows 

stroked prominently with purple and blue that lend substance to the 

otherwise void of an echoed shape. 

solidity characterizes the forms in 

The same sense of weight and 

one of Russell's best-known 

paintings, Three Apples (fig. 119), for which Cezanne's Pomme s (fig. 4) 

was a model. 

The assignment of dates and even titles to Russell's still-life 

paintings executed in the second decade of the century has recently 

come under question, a matter of importance to this discussion because 

there is a proposal to change the date of Russell's Three Apples from 

1910 to 1915.235 The updating for Russell's Three Apples is problematic, 

especially considering that this painting, more than any other still life 

by the American, appears to have been painted with Pomme s as the 
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model and at a time, which would have been 1910, when Russell was 

learning most directly about the solid and tactile form of Cezanne from 

Stein.236 In addition, Russell's Three Apples was exhibited on at least 

two occasions in 1913, in June in Munich at the Ausstellung Der 

Synchromisten, listed in the exhibition catalogue as Drei Apfel, and in 

October and November in Paris at Les Synchromistes Morgan Russell et 

S. Macdonald-Wright, listed in the exhibition catalogue as Trois Pommes, 

which would call for a date certainly in advance of 1913 . The 

discrepancies in dating notwithstanding, Russell continued to paint 

Cezannesque still lifes prior to his advancement into Synchromist color 

abstractions in 1913, and even before he ceased to paint them at some 

time in 1916. In this later period, he demonstrated more than before a 

deliberate, constructive brushstroke that defined stable, durable, 

volumetric forms, as in the oil painting Apple and Pear Still Life, 1915 

(fig. 120). 

Macdonald-Wright, whom Russell met in Percyval Tudor-Hart's 

color theory classes in Paris in 1911, owned a number of watercolors by 

Cezanne, four of which he bought in 1907, the year he arrived in Paris. 

Shortly thereafter, he experimented with a Cezannian style in paintings 

which, unfortunately, no longer exist. 2 3 7 Solid, volumetric forms in 

still lifes of 1912, however, attest to Macdonald-Wright's interest in 

Cezanne, although the dramatic spectral schemes are not in the 

tradition of Cezanne's local, naturalistic color.238 In spite of abstract, 

decorative color harmonies in Still Life of Vase and Fruit, 1911-13 (fig. 
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121), the constructive brushwork defines volume and displays a 

Cezannesque respect for the authority of weight and density of form. 

Verification of the ongoing resources that he found in Cezanne 

before and after working in abstraction is a statement that Macdonald-

Wright made in later years: "In 1912 I found a method that was 

expressive of my art conception. During the succeeding eight years the 

plastic base of the Synchromist procedure widened sufficiently to 

include my expanding interests and served me well until 1920. "2 3 9 It 

was the "plastic base" Cezanne created with color that continued to hold 

Macdonald-Wright's interest, an achievement about which he continued 

to speak in detail until his death in 1973. When asked in an interview 

about his thoughts on Cezanne, the former Synchromist replied: 

I consider Cezanne the father of all modem painting--mine 

and everybody else's! Cezanne is the underpinning of all 

modem painting. Cezanne began the study of color. His idea 

was to understand color to such an extent, that if he put a red . 

in the foreground, by varying the red, he could throw it 

into the background. In other words, he was the first man 

ever in the history of any painting to utilize color as a 

function. That's why he could paint Mt. Saint-Victoire time 

after time He was interested in how he could produce the 

sensation of a third dimension by means of color.240 

In regard to Cezanne as a landscape painter, Macdonald-Wright in the 

same interview stated that "Cezanne was humble before nature for he 
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realized that he was a very small part of nature, and he was interested 

in making records of what he felt from the stand-point of nature's 

form. "241 

Although there is little evidence that during the height of their 

involvement in Synchromism either Wright or Russell had much to say 

about Cezanne, their debt to him is perceptible in the constructive use 

of color to render form, even abstract form, with volumetric effects. 2 4 2 

Certainly, there was a desire to underscore the original contributions of 

Synchromism, the commitment to color as an instrument of form, light, 

and movement. It was, in fact, the planned strategy of Willard H. 

Wright, brother of Stanton and self-appointed spokesman for 

Synchromism, to clarify how Synchromism had advanced beyond 

Cezanne, "carrying his impetus nearer and nearer abstract purity. "2 4 3 

As he explained: 

A more recent art school, Synchromism, by making use of the 

achievements of Cezanne, Cubism and Michelangelo, and by 

adding to the discoveries in the dynamics of color, has opened 

up a new vista of possibilities in the expressing of aesthetic 

form.244 

Despite Cezanne's obvious role as a major source for Synchromist 

painting, Wright attempted to place Cezanne as an artistic force with 

intrinsic limitations by claiming that "Synchromism attacks more 

specifically the problems only posed by the Impressionists and 
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Cezanne ... 245 To stress the importance of Synchromism as a completely 

original movement, he referred to Cezanne as "an old master 

Impressionist" who had not gone far enough to be a true prophet of 

modem art but who "always remained an archaic . a primitive."246 In 

the Foreword of the catalogue for the New York exhibition of 

Synchromist paintings in 1913, Wright wrote that "color, when 

properly applied can reveal the quality itself of form, and this is what 

the Synchromists have succeeded in doing for the first time."247 

Wright's words are very close to those found in letters that 

Russell wrote to Andrew Dasburg of 1910 and in his notebooks of 1909-

1910 concerning discoveries he had made by studying color, light, and 

form in paintings by Cezanne. In the main part of the catalogue, which 

Macdonald-Wright wrote and which both he and Russell signed, there is 

no mention of Cezanne, although the Synchromies are described as 

expressions of "tactile sensations [and] plastic emotions," terms that 

clearly allude to Cezanne.248 More substantial testimony to Cezanne's 

importance to Synchromism exists in an undated and unpublished essay 

by Macdonald-Wright, "Roots of Synchromism," in which he 

specifically names Cezanne as a leading force in Synchromism, an 

acknowledgement that had been veiled in the exhibition catalogues of 

1913-1914. Implying that a plasticity of space exists among objects 

related by form and color, Macdonald-Wright, m "Roots of 

Synchromism," wrote: 
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Cezanne--first use of color as a functioning element--not for 

decor, not for light, not for 'images chinoises.' His synthesis 

of liberation of academic draftsmanship--introduction of a 

certain tonal use in creation of form and strict use of 

objective color, as he analyzed each relationship--and its 

restricted use for the production of form in space, viz. the 

supplanting of tonal disaggregation (old masters) by color 

disaggregation. . Delaunay followed the path of Gauguin-

decor--Synchromists the path of Cezanne--form in space--

1912-1913. 249 

Interestingly, in the year of his first totally abstract Synchromist 

painting, 1914, Macdonald-Wright also painted a representational 

portrait of his brother Willard after a model that showed it to be an 

unmistakable homage to Cezanne. Macdonald-Wright's Portrait of the 

Artist's Brother, 1914 (fig. 122) is directly fashioned after Cezanne's 

painting Portrait de Gustave Geffroy, 1895 (fig . 123), a well-known 

portrait of the influential critic and early admirer of Cezanne . 

Cezanne's portrait of Geffroy had been exhibited at the Salon d'Automne 

in 1907 and again at a private gallery in Paris in 1912.250 More so than 

m the earlier Cezannesque still lifes, Macdonald-Wright follows with 

creditable exactness Cezanne's style in Portrait de Gustave Geffroy, 

including the loose paint handling and complex local color harmonies 

and even transposing to his brother's portrait the unfinished state of 

the left hand in Cezanne's work. He executed some of his best abstract 

Synchromies, coordinating that endeavor with a sustained production of 
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representational painting after the example of Cezanne, in 1916 and 

1917, a period when other early modernists, namely Russell, Hartley, 

Demuth, Sheeler, and Bruce, were also making conscious efforts to re

establish links with Cezanne.251 A good example is Still Life No . /, 1916-

17 (fig. 124), in which Macdonald-Wright emphasizes the stable solidity 

of Cezannian form, taking care also to afix the origin by using 

naturalistic, local color. 

Like Weber and Russell, Bruce learned much about Cezanne's 

palpable, constructive use of color from Matisse, and through him, too, 

had come to regard Cezanne as the central figure of the modem era. 2 5 2 

In his extant works from the 1910-12 period, primarily still lifes, the 

competence of Bruce's Cezannesque style is obvious in the volumetric 

forms in shallow space and in the loaded strokes of bright color that 

advance tactility and assert the dominant surface plane. An example is 

Floral Still Life, ca. 1910 (fig. 125).253 Moving away from the strictures 

of natural phenomena to an emancipation from the motif, Bruce, in the 

"foliage" paintings of 1912, such as Leaves (fig. 126), visualizes natural 

forms as an all-over, flattened surface pattern with a decorative quality 

that recalls Japanese prints. 2 5 4 He pushes the foliage elements in 

Leaves to the surface, abstracting them as forms, removing them from a 

normal context, and treating them in a manner similar to Sheeler's still

life objects in Peaches in a White Plate, 1910 (fig. 107) and the portions 

of leaves in Cezanne's oil painting Fruits et feuillage.255 Not a "whole" 

subject, but seemingly only a fragment best read as a geometric surface 
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pattern, Bruce's "foliage" paintings of 1912 have origins in Cezanne's 

oils and late watercolors, where the close range exaggerated form and 

stressed it as abstract structure, more so than even a partial component 

of an observed phenomenon.25 6 

In addition to the "foliage" paintings of 1912, other of Bruce's 

works demonstrate his regard for abstract design qualities that dictate 

the structure of compositions in which natural forms serve as subjects. 

For example, in Landscape, 1912 (fig. 127), Bruce's concern for formal, 

pictorial problems m picture-making, although still rooted in the 

geometric ordering and natural forms of Cezanne's compositions, 

indicates a move toward pure abstraction.257 Landscape has definite 

links to a watercolor by Cezanne, Sentier en foret, 1882-4 (fig. 128), that 

was in Gertrude and Leo Stein's collection. In it, a distinctly triangular 

pictorial structure governs the placement of subject elements. 

Likewise, in Bruce's Landscape, the geometrical configuration of a 

landscape subject, the arcade of tree trunks and branches forming a 

structural frame above broad sweeps of foliage, subordinates a literal 

depiction of objects for a balance between the unity of flat surface 

patterns and some degree of illusionistic depth. The precedent for this 

technique was the geometry often seen in Cezanne's pictorial 

architecture, such as in Sentier en forer, where the structure of the 

whole design is an implement of unity. 2 5 8 Bruce structured his 

composition according to the inverted "V" in Sentier en forer, the top 

like a triangular geometric enclosure that cuts off upward movement, 
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comparable to Weber's structural configuration of Central Park, 1911 

(fig. 46).259 Bruce also transposed to his design a repoussoir element in 

the foreground that holds the eye to the surface and asserts the 

dominant rectangle of the support shape, a device serving the same 

purpose in Cezanne's Sentier en foret. 

Bruce, who had settled into an extended period of studying works 

by Cezanne as early as 1908, continued at this task until 1912. At that 

time, he became associated with Orphic Cubist Robert Delaunay and 

undertook painting color abstractions for the next four years, during 

which time he freely interpreted color relationships from a conceptual 

rather than a perceptual basis.2 6 0 Bruce's preoccupation with 

geometry and structural features in painting, begun with his intense 

investigation of pictorial problems in Cezanne's art, was a driving force 

that found expression in the six abstract Compositions of 1916 and was 

even more important in the series of architectonic, hard-edged still 

lifes that he began in 1917. In these small oil paintings of still lifes, an 

example of which is Peinture, ca. 1917-18 (fig. 129), Bruce abandoned 

saturated , high-keyed colors, and the painterly technique 

characteristic of the large-scale Compositions and developed a new 

architectural style indicative of monumentality, stability, and order.2 61 

Subjects in these works maintain a clear dialogue with the definitive 

framing bounds of the four support edges. In the geometric still lifes, 

Bruce exaggerates the shallow space and surface articulation with 

flipped-up surface areas bearing the still-life elements, patches of bare 
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canvas, and a high vantage point, features that qualify these works as 

being re-interpretations of Cezanne. Also, of greater concern than 

ever in these works is the importance of order. In Pein tu re, for 

example, Bruce bases the disciplined relationship between the frame 

and its concrete, architectonic supports on standards of geometry that 

bridge past and present in artistic traditions, standards that issue from a 

logic as pertinent to the paintings of Cezanne and the Old Masters as to 

the Egyptians and Japanese.262 

Summary 

For all ten American painters considered in this chapter Cezanne 

was the premier beacon for a new tradition of modern painting. There 

was, however, no homogeneity in artistic sensibilities through which 

the model of Cezanne's art filtered. Hence, other than the common 

pictorial traits seen in early modernist Cezannesque painting 

mentioned at the beginning of the chapter, it is difficult to establish set 

patterns of assimilation from Cezanne's precedent. Having a cross-

section of artistic preferences, they arrived as a group at modem idioms 

in painting by attending to either single or multiple aspects in the 

open-ended pictorial world that Cezanne's art offered. In the case of 

each American artist , however, it was not merely the experience of 

seeing original paintings by Cezanne that initiated changes in the aims 

and appearances of their paintings. Combined with this encounter, 
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augmenting the breadth of response to Cezanne, was their exposure to 

the full avant-garde scene in Paris and the continued assimilation of 

the artistic knowledge they gained once they returned to this country. 

Also of extreme importance were the collaborations among the 

American early modernists, from which sprang artistic expressions that 

hastened their various interpretations of Cezanne's art and encouraged 

their confidence in using his example as a springboard for new 

directions. Conversely, at a later time, most of these same artists, while 

still perceiving Cezanne as precursor of modern art, looked to him as an 

uncontested artistic force who signified security and invited a return to 

representational styles, almost as though the previous periods of 

extreme experimentation and liberated ventures into abstraction had 

portended a risk from which there was the need to withdraw. 

The artists in this group went to Paris seeking freedom from the 

restraints of academic standards and values still prevalent in America, 

and each one soon fixed his attention upon Cezanne's art and perceived 

in it pivotal breakthroughs to freedom in pictorial self-expression. The 

liberation they found was, however, never entirely dependent upon a 

narrow, restricted interpretation of Cezanne's art. Rather, it was 

enhanced by the Americans' response to other modern, contemporay 

artistic forces as well, for many of the artists' paintings, especially from 

the initial Cezannesque phase , featured a mixture of elements from 

other styles and traditions that were inter-related and that linked past 

and present art. None of the ten early modernists had any desire to 
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work in a derivative manner, which a pure adaptation of Cezanne would 

have been. Instead, caught up in the modernist current of painting and 

seeking original idioms, the Americans viewed the art of Cezanne as 

basic to their drive for freedom in the use of color, treatment of form, 

and self-expression through pragmatic adjustments between observed 

phenomena and the demands of design. 
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NOIES 

CHAPTER V 

1 The phrase is from Roger Fry, "Plastic Colour," Transformations: 
Critical and Speculative Essays on Art, p. 296. Concerning Cezanne's 
early, labored strokes and palette slashes in darkly colored paintings, 
see Lawrence Gowing, "The Early Works of Paul Cezanne," in Cezanne. 
The Early Years 1859-1872, exh. cat. (London: Royal Academy of Arts, 
1988): 4-19. In the oil paintings of the seventies, eighties, and early 
nineties, Cezanne separates volumes, whereas in the very late works, he 
often fuses them in chromatic depths that deny spatial distinction. 
Concerning the less object-oriented transformations associated with the 
late period, consult entries by Theodore Reff, "Painting and Theory in 
the Final Decade"; Lawrence Gowing, "The Logic of Organized 
Sensations"; Liliane Brion-Guerry, "The Elusive Goal"; and F. Novotny, 
"The Late Landscape Paintings" in Cezanne. The Late Work (New York: 
Museum of Modem Art, 1977): 13-54; 55-72; 79; 107-112. For discussions 
on the evolution of the systematic facture in Cezanne's 'constructive' or 
'classic' style, beginning in the mid or late seventies and continuing 
through the eighties, see Theodore Reff, "The Constructive Stroke," A rt 
Quarterly 25, no. 3 (Autumn, 1962): 214-226; Douglas Cooper, "Two 
Cezanne Exhibitions--11," The Burlington Magazine 96 (December, 1954): 
378-83; and Lawrence Gowing, "Notes on the Development of Cezanne," 
The Burlington Magazine 98, no. 639 (June 1956): 185-92. Roger Fry 
addresses Cezanne's paint handling and design organizations that 
balance "plastic sequences" in the eighties in Cezanne. A Study of His 
Development, introd. Richard Shiff (1927; Chicago and London: The 
University of Chicago Press, 1989): 60-8. 

2 In a very general sense, scholars have focused on the abruptness and 
complexity of early modernism among Americans, noting the lack of 
art-historical traditions in this country compared to those in Europe 
where modern art movements evolved out of Impressionism and, 
therefore, had a logic and cohesion that was absent in this country. 
Because I do not dwell on that aspect of American modernist 
'pioneerism,' I refer the reader to several sources for treatment of this 
subject: Com and Wilmerding, "The United States," Post-Impressionism. 
Cross-Currents in European and American Painting 1880-1906, p. 219; 
Abraham A. Davidson, "Introduction in Early American Modernist 
Painting 1910-1935, p. 5; and Daphne A. Deeds, Of Time and the City, p. 12. 
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Often overlooked is the fact that between 1910 and 1920 until the 
present day, there has been an ongoing and significant compilation of 
Cezanne scholarship, much of it explaining particularities of the artist's 
working methods. What we take for granted as available knowledge 
about Cezanne becomes, then, problematic as a forced reminder of the 
limited perspective these American early modernists had. An extremely 
comprehensive treatment of Cezanne's techniques in painting was 
composed by Robert W. Ratcliffe in "Cezanne's Working Methods and 
Their Theoretical Background" (Ph.D. diss. Courtauld Institute of Art, 
University of London, 1961). Although not easily available, Ratcliffe's 
work has been studied by scholars whose works on Cezanne have been 
published and has greatly contributed to an understanding of Cezanne's 
achievements in painting. Kurt Badt offers valuable analyses of 
Cezanne's work in The Art of Cezanne, and another excellent source on 
the subject is Shiff, "Cezanne's Practice" in Cezanne and the End of 
Impressionism, pp. 199-219. 

3 Because the registration of hues varies significantly from original 
paintings to the reproduced facsimile, discussion in depth concerning 
color in the visual analyses is to a large extent limited to works that I 
have seen firsthand. 

4 Walter Pach, "Maurice Prendergast" in Oueer Thing Painting. Forty 
Years in the World of Art, p. 224. The most comprehensive bibliography 
for Prendergast is in the Prendergast Catalogue Raisonne, pp. 73-59. 

5 This synthesis typified an extremely vanguard American concept that 
balanced aesthetic precepts derived from the artistic traditions in both 
the East and the West. A major difference between European Symbolist 
artists and theorists, such as Maurice Denis and Albert Aurier, who 
could be considered Post-Impressionist sources, and the Americans 
Fenollosa, Ross, and Dow is in the American separation of complex 
metaphysics from aesthetic principles. As New Englnd 
Transcendentalists, Fenollosa, Ross, and Dow maintained empirical roots 
that they applied to aesthetic principles. See Marianne Martin, "Some 
American Contributions to Early Twentieh-Century Abstraction," p. 158. 

6 Between 1891 and 1902, Prendergast worked extensively in the 
monotype medium, producing at least two hundred prints. An important 
medium for working out principles in compositional design, 
Prendergast's prints also demonstrate his skill in manipulating varied 
geometric shapes (balloons, drums, posts, flagpoles), shifting them 
around so that relationships between them and the shape of the paper 
never detract from a basic format which is either predominantly 
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vertical or horizontal. For authoritative discussions on Prendergast's 
monotype oeuvre, see Cecily Langdale's The Monotypes of Maurice 
Prendergast. A Loan Exhibition (New York: Davis and Long Company, 
1979) and Monotypes by Maurice Prendergast in the Terra Museum of 
American Art (Chicago: Terra Museum of American Art, 1984 ). 

Although Prendergast's first exhibition in New York, at the Macbeth 
Gallery in March, 1900, was entitled Exhibition of Watercolors and 
Monotypes in Color by Maurice B. Prendergast, his oeuvre in 
monotypes, the compositional style for which was largely drawn from 
Japanese prints. was little known in the early years of this century. In 
1910, Christian Brinton, a respected art critic and prolific writer 
supporting a wide spectrum of modem art, wrote an article "Monotypes" 
for Scribner's Magazine (47, no. 4 [April 1910]: 509-512), but he did not 
mention Prendergast. 

7 Recent testimony on Prendergast's abiding interest in Japanese 
prints, including the striking compositional principles as well as color, 
exists in notes and artworks found in his sketchbooks. See, for example, 
Charles Parkhurst, "Color in Prendergast's Sketchbooks," Prendergast 
Catalogue Raisonne, pp. 77-8. Trevor Fairbrother discusses 
Prendergast's admiration for Japanese prints in "Painting in Boston, 
1870-1930," The Bostonians: Painters of An Elegant Age. 1870-1930, exh. 
cat (Boston: Museum of Fine Arts, 1986): 60. Fairbrother also notes the 
importance to Prendergast of Dow's expertise on color theory in 
Japanese art (p. 84). 

8 Nancy Mathews credits Dow with encouraging Prendergast to use 
photography as an aid for working with abstract design qualities into 
watercolors with an architectural backgroud ("La Belle Epoque, 
Observations of Modem Life, 1891-1906" in Maurice Prendergast, exh. 
cat., [Munich: Prestel-Verlag in Association with Williams College 
Museum of Art, 1990]: 18). This proposal signifies the sort of interaction 
between artistic forces--in this case Japonisme and photography--that 
innervated the artistic climate around the tum of the century. On the 
formal devices of Japanese prints, see Wichman, "Artistic Devices, 
Trellis and Grille," in Japonisme, pp. 228-41. 

9 Concerning Prendergast's interest in the gridlike features of medieval 
and early Renaissance church facades in architectural photographs of 
the 1890s, see Nancy Mathews, "La Belle Epoque" in Maurice 
Prendergast, p. 18. 

10 Cezanne's interest in pamtmg geometric architectural elements is 
reflected in his landsape motifs in oils and watercolors from the 1870s 
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until the time of his death. Perhaps best-known for formats with a 
predominance of intersecting verticals and horizontals and the 
geometry of rectilinear structures are Cezanne's architectural 
landscapes in the L 'Estaque and Gardanne series of oils executed in the 
mid-1880s (note the roof-tops in Le Goffe de Marseille, vu de l'Estaque, 
1883-5 [V. 429] and also the structural elements in V. 430-2); in later 
periods as well, Cezanne employs an almost graphlike regularity to solid 
architectural massing, but the crispness of the rectilinear, geometric 
roofs and walls is best seen in works of the 1880s, another example of 
which is La Montagne Sainte-Victoire au grand pin, 1885-7 (V. 454) 
where plots of land are marked off, along with the rooftops and the 
aqueduct, in such manner as to align the pictorial elements in strict 
coherence with the rectilinear support. Variations of the grid and its 
effects in flattening forms and offering surface tactility was important 
to Braque and Picasso in achieving the tightly interlocked spatial 
systems of "Analytical Cubism." See John Golding, "Picasso and Braque," 
Cubism. A History and an Analysis. 1907-1914 (Cambridge: The Belknap 
Press of Harvard University Press, 1988): 76, 82-3. 

11 Anonymous, "Prendergast: First American Modernist," American Art 
News 19 (April 9, 1921): 3; Frederick James Gregg, "Introduction," 
Maurice B. Prendeq~ast. Paintings in Oil and Water Colors, exh. cat. (New 
York: Carroll Galleries, February 15 to March 6, 1915). More recently 
claims concerning Prendergast as a pioneer modernist and early 
Cezanne enthusiast have been made by Cecily Langdale, Monotypes by 
Maurice Prendergast in the Terra Museum of American Art (Chicago: 
Terra Museum of American Art, 1984): 9; Gwendolyn Owens, Watercolors 
by Maurice Prendergast from New England Collections (Williamstown, 
MA: Sterling and Francine Clark Art Institute, 1978): 11; and Amy Goldin, 
"How Are The Prendergasts Modern?" Art in America 64 
(September/October, 1976): 61. Gail Levin states that in certain still-life 
oils of ca. 1913-15 Prendergast is "the consumate Post-Impressionist" 
(The Thyssen-Bornemisza Collection: Twentieth-Century American 
Painting [New York: Sotheby's Publications, 1987]: 54). 

12 On the cross-currents of artistic influences among Americans at the 
Academie Julian, see Langdale's "Introduction" to Charles Conder. 
Robert Henri. James Morrice. Maurice Prendergast. The Formative 
Years. Paris 1890s, exh. cat. (New York: Davis & Long Company, 1975): n. 
p. Charles Morrice, a colleague of Prendergast at the Academie Julian 
was a close friend of one Roderick O'Connor, an Irish artist living in 
Paris who was very knowledgeable about Cezanne in the 1890s (Donald 
W. Buchanan, James Wilson Morrice. A Biography [Toronto: The Ryerson 
Press, 1936]: 57). There is more information on O'Connor as an artist and 
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follower of Gauguin at Pont-Aven in 1893 in Emile Bernard 1868-1941. A 
Pioneer of Modem Art, p. 139. 

In 1890, Gauguin had painted Portrait de Marie Derrien, which 
included in the background a painting by Cezanne, Compotier, verre et 
pommes, 1879-82 (Venturi 341), that he owned. See Bodelsen, "Gauguin's 
Cezannes," Burlington Magazine, p. 208. In 1901 Denis honored Cezanne 
by painting his Homage a Cezanne in which Cezanne's same Compotier, 
verre et pommes appeared, along with portraits of Odilon Redon, 
Edouard Vuillard, Andre Mellerio, Ambroise Vollard, Maurice Denis, Paul 
Serusier, and Pierre Bonnard among others. Denis had studied at the 
Academie Julian in 1888 only a few years before Prendergast had. 
Milton Brown believes that Prendergast may have met Bonnard, 
Vuillard and Denis during the 1891-4 visit to Paris, since he apparently 
knew their work at that time ("Maurice B. Prendergast," Prendergast 
Catalogue Raisonne. p. 18). Denis had published his "Definition du Neo
Traditionnisme" in August 1890 in Art et Critique, an important work 
which the French-speaking Morrice could hardly have failed to bring 
to Prendergast's attention, particularly Denis's influential first 
paragraph: "Remember that a painting--before it is a battlehorse, a 
nude woman, or some anecdote--is essentialy a flat surface covered with 
colors assembled in a certain order." This excerpt is from Linda Nochlin, 
Impressionism and Post-Impressionism 1874-1904 , p. 187. 

13 See Peter A. Wick, Maurice Prendergast Water-Color Sketchbook 1899 
(Cambridge: Harvard University Press, 1960): 6. In agreement with 
Wick on this point is Milton Brown, "Maurice Prendergast" in Maurice 
Brazil Prendergast. Charles Prenderust. A Catalogue Raisonne, p. 18. 
There were at least two opportunities affording public access to 
paintings by Cezanne in 1894, both transpiring before his departure 
date from Paris on September 1, 1894, but there is no confirmation that 
he availed himself of them. On March 19, there was the auction sale of 
Theodore Duret's art collection which included three paintings by 
Cezanne: La Moisson, 1875-76 (Venturi 249), Les Pommes, 1879-82 
(Venturi 346), and La Route tournante, 1879-82 (Venturi 329). And, on 
June 2, the widow of pere Tanguy, whose husband had been Cezanne's 
first dealer, auctioned six canvases at the Hotel Drouot, of which 
Ambroise Vollard, Cezanne's dealer in Paris beginning in 1895, bought 
four (Merete Bodelson, "Early Impressionist Sales 1874-94 in the light of 
some unpublished 'proces-verbaux," The Burlington Magazine 110, no. 
783 [June, 1968]: 346). 

14 Letter from Cezanne to his son Paul Cezanne, dated 14 August 1906, 
cited in Wayne V. Andersen, "Watercolor in Cezanne's Artistic Process" 
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Art International 7, no. 5 (25 May 1963): 25; For a slightly different 
translation of the letter, see also Rewald, Cezanne's Letters, p. 181 

15 In 1893, a time when Prendergast was in Paris, the American Samuel 
Bing organized a large exhibition of works by two ukiyo-e masters, 
Utamaro and Hiroshige, at the Durand-Ruel gallery, and in 1894 Bing's 
collection of Japanese prints was exhibited in Boston in 1894, with a 
catalogue for which Fenollosa wrote the introduction. 

16 Frederick James Gregg, "Introduction" in Prendergast, exh. cat. (New 
York: Carroll Galleries, 1915). 

1 7 Many scholars writing on the subject of Prendergast have noted his 
broad range of artistic sources (Milton W. Brown, "Maurice B. 
Prendergast" in Prendergast. Catalogue Raisonne, pp. 15-22). Walter 
Pach stressed the importance of Giotto in Prendergast's treatment of 
form ("Maurice Prendergast" in Queer Thing. Painting, p. 225). Hedley 
Howell Rhys emphasizes the importance of reading to Prendergast, not 
just books about art history, including books about Giotto, but scholarly 
art journals as well (Maurice Prendergast. 1 8 5 9 - 192 4, exh. cat. 
[Cambridge: Harvard University Press, 1960): 19). 

18 Prendergast was abroad again for an eighteen-month stay from July 
1898 until November 1899. Although most scholarship places 
Prendergast in Italy for the duration of the trip, which was financed by 
Mrs. Montgomery (Sarah) Sears, Rewald advances the possibility that 
Prendergast did indeed visit Paris on this trip and while there 
purchased from Vollard a painting by Cezanne on the request of his 
benefactor, Mrs. Sears (Cezanne and America, p. 32). Most scholarship 
only ventures that Prendergast made a brief stop in Paris during this 
trip: Rhys, Maurice Prendergast: 1859-1924, p. 63 and Eleanor Green and 
Ellen Glavin, "Chronology" in Maurice Prendergast. Art of Impulse and 
Color, exh. cat. (College Park, Md.: University of Maryland, 1976): 40. 
The most recent and comprehensive Prendergast scholarship does not 
give any account of Prendergast in Paris during this trip ("Chronology" 
in Maurice Brazil Prendergast. Catalogue Raisonne. 1990): 727-8. 

19 From a letter dated October 10, 1907 to Esther Williams, Esther 
Williams Papers, A. A. A., Reel: 917, fr. 208-9. In December 1909, 
Prendergast was again struck by the particular shade of gray that 
Cezanne used, this time in an oil painting, Les Moissoneurs, 1875-8 (V. 
1517), owned by Bostonian John 0. Sumners, a former student of James. 
After viewing the painting, he wrote that "the Cezanne interested me 
extremely and it made me jealous of his beautiful greys" (Letter from 
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Prendergast to Walter Pach, December, 1909, Walter Pach Papers, A. A. 
A., Reel: 4216: frame 820-1). In a much earlier instance in 1899, 
Prendergast demonstrates his attention to gray, a fact that suggests he 
knew Cezanne's work at that time. In Prendergast's diary dated 
November 10, 1899, he critiqued paintings by Ross that he had viewed at 
an exhibition in Boston: "Denman Ross' exhibition of designs and color 
board--designs [are] fine, but he is incapable of using high colors. Only 
the gray pictures were successful" (Esther Baldwin Williams Papers, A. 
A. A., Reel: 3975, fr. 245). According to recent scholarship, Prendergast 
included drawings patterned after Matisse's "Le Luxe" in a sketchbook 
dated 1907, thus setting a norm that other early modenists would follow 
of mingling artistic ideas from Matisse and Cezanne. See Sketchbook, 
cat. no. 1486, in Prendergast Catalogue Raisonne, p. 563. 

20 Letter to Esther Williams, 10 October 1907, A. A. A., Reel: 917, fr. 209. 
For the full text of this letter in published form, see Eleanor Green, 
"Maurice Prendergast," in Maurice Prendergast.Art of Impulse and 
Color, p. 23. Like other Americans, Prendergast, over a period of time 
absorbed stylistic and thematic ideas from many artists including Old 
Masters. For instance, he reinforced his personal style by assimilating 
ideas from Giotto, Titian, Vittore Carpaccio, Puvis de Chavannes, Van 
Gogh, Gauguin, the Nabis, Raoul Dufy, Signac, and Matisse as well. 
However Pach, who knew Prendergast, gives more importance than 
later writers to the impact of Giotto's treatment of form on his friend 
("Maurice Prendergast" in Oueer Thing. Painting, p. 225). 

21 Many of Prendergast's watercolors of St. Malo originally had a 1909 
date before the 1990 Prendergast Catalogue Raisonne published the 
pictures and changed the year on a number of works to 1907. For 
example, Beach Scene, St. Malo (fig. 17) was previously dated 1909. 

22 See Warren Adelson's comparison of Prendergast's texture effects in 
watercolor and pastel works of 1907 (The Unknown Pastels. Maurice 
Brazil Prendergast, exh. cat. [New York: Coe Kerr Gallery, 1987]: 12-13). 

23 Richard J. Wattenmaker states that Cezanne was a source for the style 
that Prendergast developed in the St. Malo oils and watercolors of 1907 
("Maurice Prendergast," Allen Memorial Art Museum Bulletin (Oberlin 
College) 40, no. 1 (1982-3): 25-37. For a description of the watercolors by 
Cezanne, see Rewald, Cezanne. The Watercolors, cat. no. 284 and cat. no. 
636. 

24 This work is analyzed more thoroughly than most because I had the 
opportunity to view it firsthand, unframed. I confirm the flattening 
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effect of bare paper used to denote crisp geometric shapes by virtue of 
my experience in looking at this Japanese compositional feature in 
unframed u k iy o- e woodblock prints at the Museum of Fine Arts, 
Houston. 

25 The Corcoran Gallery of Art places the date of this work at ca. 1900-10; 
the date I give is from the Prendergast Catalogue Raisonne (cat. no. 990, 
p. 455). 

26 Portrait de Victor Chocquet, 1876-7 (V. 283). The very important 
exhibition and auction of over thirty works by Cezanne in the Victor 
Chocquet collection took place from June 29 to July 3, 1899 at the Galerie 
Georges Petit in Paris. Within the July, 1898 to November 16, 1899 time
frame of Prendergast's third trip abroad, there were other opportunities 
to view Cezanne's paintings in Paris. On view since 1897, were the two 
paintings by Cezanne at the Luxembourg (Le Golfe de Marseille, vu de 
L'Estaque [V. 428], 1883-5 and Cour d'une ferme [V. 326], 1879-83); also at 
various galleries such as Bernheim-Jeune, Durand-Ruel, and Vollard's 
there were works by Cezanne available for viewing, and from October to 
November of 1899, Cezanne had three oils, two still lifes and one 
landscape on display at the Salon des Independants. 

27 For a scholarly investigation of Cezanne's ability to depict tactility in 
both painted form and in the physical application of the oil pigment, 
see Shiff's "Cezanne's Physicality: The Politics of Touch," in ~ 
Laniuage of Art History, pp. 129-81. 

28 Refer to Richard Wattenmaker, "Maurice Prendergast at the 
Whitney," The New Criterion 9, no. 3 (November 1990): 36. 

2 9 Cezanne executed at least three portraits of Chocquet in oil that were 
auctioned at the sale in 1899, Bernheim-Jeune bought V. 283, Durand
Ruel purchased V. 373, and V. 375 went to Vollard (Rewald, "Chocquet 
and Cezanne," p. 171). 

30 Kurt Badt gives a visual analysis of Portrait de Chocquet (V. 283), 
singling out the uniform surface and "tapestry" effect achieved by 
application of separate spots of pigment (The Art of Cezanne, p. 167). 
The manner of execution, color stroked on the canvas or spread by 
palette knife, allowed the eye to read paint two-dimensionally as matter 
on a surface (actually making a smooth projection from it) and paint as 
means of representing form in a three-dimensional spatial sense (Badt, 
Cezanne, pp. 166-7). Rewald covers the circumstances of the Choquet 
auction in detail in "Chocquet and Cezanne" Studies in Impressionism, 
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eds. Irene Gordon and Frances Weitzenhoffer (New York: Harry N. 
Abrams, Inc. Publishers, 1986): 121-87. Though Prendergast's presence 
during the auction procedures cannot be documented, neither can it be 
discounted. If in Paris, Prendergast's exposure to an extensive corpus of 
paintings by Cezanne from the mid to late seventies, characterized by 
the heavy modeling and impasto, would have made an impression on 
him deep enough to draw upon ten or eleven years later. Among the 
Chocquet paintings was La Maison du pendu, a Auvers, 1872-3, (V. 133), 
the latter acknowledged by Monet as a masterpiece "worthy of the 
Louvre" (Rewald, "Chocquet and Cezanne," p. 164). 

31 The text comes from a letter that Weber wrote to Dr. Hedley Howell 
Rhys, dated 22 September 1950. See Rhys, "Maurice Prendergast: The 
Sources and Development of his Style" (Ph. D. diss.: Harvard University, 
1952): 10. The passage is also cited in Sandra Phillips, "Cezanne's 
Influence on American Art, 1910-1930" (Master's Thesis: Bryn Mawr 
College, 1969). 

32 Meier-Graefe's monograph, Paul Cezanne, was published in Munich 
in 1910 by R. Piper & Co. Verlag, but it was not translated into English 
until 1927 (the eleven illustrations of works by Cezanne in Meier
Graefe's Impressionisten (1907) were included among the thirty-seven 
reproductions of his work in the 1910 monograph). Information from a 
sketchbook of Prendergast dated ca. 1910-14 supports the thesis that he 
not only owned a copy of Meier-Graefe's 1910 Paul Cezanne, bought in 
New York, but also knew where to purchase Druet reproductions in 
Paris. Notorious for misspelling, Prendergast jotted in his sketchbook: 
"Max Webber [sic], 10 E 14th Street," "Mr. Druet, 108 rue St. Honore .... 
Stechert Book Shop, 25th St, between 6th and 7th, Meier Graft [sic]." See 
Prendergast Catalogue Raisonne, p. 564. 

33 This is the same Portrait de Chocquet, 1876-7 (V. 283). 

34 V. 276, V. 543, and V. 538 respectively. Les Baigneurs au repos was the 
model for Cezanne's color lithograph, the large Baigneurs, 1896-7 (V. 
1157), which was exhibited at "291" in 1910 and 1911 and at the Armory 
Show in 1913. Prendergast was a member of the Association of 
American Painters and Sculptors, the organization that sponsored the 
Armory Show (Brown, Story of the Armory Show, pp. 50-2). 

35 Regarding the "Hermes" pose, see Mary Louise Krumrine, "Glossary 
of Figures: B, The Early Bathers" in Paul Cezanne: The Bathers, p. 247. 
Other authors have addressed the relationship between Prendergast's 
paintings and Cezanne's "bather" compositions in a more general way. 
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See Gwendolyn Owens, Watercolors by Maurice Prendergast from New 
England Collections, (Williamstown, MA: Clark Art Institute, 1978): 56-7; 
Mathews, "Influence of European Modernism," Prendergast Catalogue 
Raisonne, pp. 39-40; and Carol Scollans, "Maurice Prendergast" in 
Impressionism and Post-Impressionism: The Collector's Passion 
(Portland, ME: Portland Museum of Art, 1991 ): 116-7. 

36 A period when both Cezanne and Pissarro were concerned with the 
depiction of spatial depth by heavily worked, impastoed surfaces and a 
unified palette, which dictated a highly textured effect (Lloyd, "Camille 
Pissarro," p. 177). 

3 7 For a stylistic analysis and color reproduction of this work, see Ruth 
L. Bohan, "American Drawings and Watercolors, 1900-1945" in The 
Bulletin of The Saint Louis Art Museum 19, no. 2 (1989): 40-1. The 
Bulletin dates this watercolor, pencil, pastel, and black chalk work at 
1913-15. See Warren Adelson's essay on Prendergast's work in this 
medium, "The Unknown Pastels by Maurice Brazil Prendergast," ~ 
Unknown Pastels: Maurice Prendergast, exh. cat. (New York: Coe Kerr 
Gallery, 1987): 7-18. Ever since expressing frank adulation of Cezanne 
to Esther Williams in 1907, Prendergast had from time to time executed 
'bather' themes. In the 1915 exhibition "Maurice B. Prendergast, 
Paintings and Water Colors" at the Carroll Galleries, three "Bather" 
works were displayed, two oils, one dated 1909 and another 1912, and a 
watercolor of 1914. A better index to the importance of the bather 
schemes, for which Cezanne was undoubtedly a source, is the listing in 
Prendergast's Catalogue Raisonne of over fifteen works in various 
mediums with "Bather[s]" in the title (p. 789). 

38 The evaluation and citation are from Wattenmaker's "Maurice 
Prendergast at the Whitney," p. 36. Pach and Prendergast were both 
involved with organizing the Armory Show, Pach to a much greater 
extent. Note Judith Zilczer's perspective concerning the momentous 
exhibition in "The Armory Show and the American Avant-garde: A 
Reevaluation," A..r.1.s.. 53, no. 1 (September 1978): 126-30. See also 
Abraham A. Davidson, "The Armory Show and Early Modernism in 
America" in American Art in the 20th Century. Painting and Sculpture 
1913-1993, exh. cat. (London: The Royal Academy of Arts, 1993): 39-46. 

39 "Quelques autres artistes s'affilient de plus loin a l'impressionisme . 
M. Prendergast, amoreux de la vie joyeuse et de la lumiere" (Pach, 
"Quelques Notes sur Les Peintures Americains," Gazette des beaux-arts 
51, no. 12 [October 1909]: 334). For Pach's accomplishments as an artist, 
refer to Bernard B. Perlman's "Walter Pach and Magda Pach" m 
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Exhibition of the Art of Walter and Magda Pach, exh. cat. (Youngstown, 
Ohio: The Butler Institute of American Art, 1988). 

40 Pach, "Maurice Prendergast," Shadowland 6 (April 1922): 10-11. 

41 Pach, "Maurice Prendergast," Maurice Prendeq~ast 1861-1924. A 
Memorial Exhibition, exh. cat. (Cambridge: Harvard Society for 
Contemporary Art, 1929): n. p. 

42 Pach, "Introduction" in Maurice Prendergast Memorial Exhibition, 
exh. cat. (New York: Whitney Museum of American Art, 1934): 6. 

43 Weber's teacher, Dow, often brought prints by Utamaro, Hokusai, and 
Hiroshige to his classroom at The Pratt Institute in Brooklyn while 
Weber was a student there from 1898-1900 (Holger Cahill, Max Weber 
[New York: The Downtown Gallery, 1930]: 5). For a comprehensive 
bibliography for Weber, consult North, Max Weber. The Cubist Decade 
1910-1920, pp. 104-6. 

44 "The Reminiscences of Max Weber," Columbia University, p. 37. 

45 Ibid, p. 118. 

46 Ibid, pp. 118-20. 

4 7 Weber had remarked at a later time that the Portriat de Louis 
Gui 11 au me and another portrait (probably one among the Druet prints 
Weber owned) were the two paintings of the ten exhibited by Cezanne at 
the Salon of 1906 which most inspired him ("Reminiscences of Max 
Weber," Columbia U., p. 120). 

48 For a reference to the Druet prints that Weber owned, see Chapter 3, 
n. 12 of this dissertation. 

4 9 John Lane notes that there is also a connection between the figure on 
the right in Weber's The Bathers and one figure on a ceramic tile that 
Matisse gave to Weber ("The Sources of Max Weber's Cubism," A.r..1 
Journal 35, no. 3 [Spring 1976]: 231, n. 8, p. 235). 

50 Weber also owned a Druet print of Matisse's Pastorale, 1906, which 
also features a central group of three bathers. 
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51 For a discussion of Cezannesque qualities in Matisse's still lifes and 
landscapes in 1904, see Flam, Matisse The Man and His Art. 1869-1918, pp. 
109-14. 

52 William Agee gives a good summary of the American tendency to see 
Cezanne 'through the eyes of Matisse' in "Cezanne, Color, and Cubism: 
The Ebsworth Collection and American Art" in The Ebsworth Collection. 
American Modernism. 1911-1947, exh. cat. (St. Louis: The Saint Louis 
Museum, 1988): 18. 

53 Pommes et oranges, V. 732. 

54 Daryl R. Rubenstein, Max Weber: Prints and Color Variations, exh. cat 
(Washington, D. C.: National Collection of Fine Arts; Smithsonian 
Institution Press, 1980): 4, 6. 

55 Weber, "My Aim, unpublished manuscript, A. S. A., Yale U. Weber 
wrote this essay at the end of 1910 with the idea that Steiglitz would 
publish it in the catalogue accompanying Weber's one-person 
exhibition at "291," Drawin&s and Paintin&s by Max Weber (11 January 
to 31 January 1911 ). On the last page of the three-page typed 
manuscript, Stieglitz penned: "MS by Webber [sic) intended for 
catalogue of his exhibition at the Secession. He & I decided best to print 
no text." 

56 Weber, "My Aim." 

57 Braque's La Femme and Picasso's Les Demoiselles d'Avignon were 
reproduced in Gelett Burgess's "Wild Men of Paris," Architectural Record 
27, no. 5 (May 1910): 405; 408, respectively. Weber also could have seen 
Braque's proto-Cubist works first-hand, possibly the very drawing 
reproduced in the American magazine in November 1908 at Daniel 
Kahnweiler's Gallery in Paris, an exhibition catalogue for which show 
Weber possessd (Judith Cousins, "Documentary Chronology" in William 
Rubin, ed., Pjcasso and Brague. Pioneerin~ Cubism, exh. cat. (New York: 
The Museum of Moden Art, 1989): 352. It seems very likely that Weber 
did see Braque's exhibition, although there is no documentation to that 
effect nor any written indications that Weber saw Picasso's Les 
Demoiselles d'Avignon when he visited that artist's studio in October 
1908. See Abraham A. Davidson, "Cubism and the Early American 
Modernist," Art Journal 26, no. 2 (Winter 1966-67): 122. See also, John 
Lane, "The Sources of Max Weber's Cubism," p. 233 . 
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58 Rubinstein, Weber: Prints and Color Variations, p. 4. 

59 Weber, "My Aim," p. 1. 

60 Concerning the sources for and critical reaction to Weber's "crystal 
figures," see North, Weber. Cubist Decade. 1910-1920, pp. 23-5. North 
explains Weber's "crystal figures" as being the first examples of Cubist 
paintings in this country (p. 24). 

61 Weber's words, as cited in Max Weber. Retrospective Exhibition. 1907-
.JJl, exh. cat. (New York: The Museum of Modem Art, 1930): 16. Weber 
strengthens the connection to Cezanne in his work by adopting 
terminology such as "realization" and by remarking about Cezanne's 
"tactility and structrual genius" ("Reminiscences of Max Weber," 
Columbia U., p. 120). 

62 For an explication of sources in the Cubism of Picasso and Braque, 
see Edward F. Fry, "The History of Cubism" in Cubism (1966; New York 
and Toronto: Oxford University Press, 1978): 11-20, esp. 

63 Weber's structural design for other "crystal figure" works such as 
Three Crystal Figures, oil on board, 1910 and Composition with Four 
Figures, charcoal and pastel on paper, 1910, combines subject elements 
even more abstractly than does the arrangement in Chinese Ginger Jar. 

64 W. D. MacColl, Preface to Exhibition of Paintin~s and Drawin~s by 
Max Weber, exh. cat. (New York: Murray Hill Gallery, 12 to 24 February 
1912). The capital letters are MacColl's. MacColl, a critic and friend of 
Weber, had written several essays for Camera Work and in one in 
particular had revealed his progressive attitude in matters concerning 
art. He claimed that the value of art "as an interpretative gage lies 
rather in its differing from, than adherence to, past or existing modes 
of thought. For if [it] were not true then it would be difficult to account 
for that gross stamp of originality and independence with which great 
men have always sealed their work" ("Some Reflections on the 
Functions and Limitations of Art Criticism--Especially in Relation to 
Modern Art," Camera Work, no. 30 [April 1910]: 20. See North's Weber. 
The Cubist Decade for a photograph by Alvin Langdon Coburn of a 
portion of Weber's paintings displayed on the wall at the Murray Hill 
Gallery (p. 88). 

65 Excerpt from Henri 1912 essay in International Studio, Weber Papers, 
A. A. A., Reel: NY 59-6, fr. 377. Henri responded so favorably to Weber's 
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works at the Murray Hill Gallery in 1912 that he escorted his students 
through the show and was instumental for a week's extension of the 
exhibit (William Innes Homer, Robert Henri and His Circle [ 1969; New 
York: Hacker Art Books, 1988]: 175). 

66 See Cousins, "Documentary Chronology" in =-P~ic=a=-=s ... s=o-=an=d..__ ..... B=ra=g,.u=e"°'. 
Pioneering Cubism, p. 232. Braque's oil on canvas Trees at L'Estaque, 
1908, is illustrated in color in Rubin, Picasso and Braque, p. 102. 

67 The Picasso exhibition at "219," 28 March to 5 April 1911, consisted of 
eighty-three works, drawings and watercolors, the selections ranging 
from Harleguin of 1905 to works of 1910, including the Analytic Cubist 
drawing Nude Woman, which Stieglitz bought. See Jane Fluegel, 
"Chronology " in Pablo Picasso: A Retrospective, William Rubin, ed. (New 
York: The Museum of Modem Art, 1980): 122. 

68 A recent proposal connects Weber's Landscape, 1911, to his oil on 
wood panel Connecticut Landscape of the same year. See American 
Modernist Landscapes. The Spirit of Cezanne, exh. cat. (New York: Linda 
Hyman Fine Arts, 1989): 12-13. Weber's interest in abstraction in 1911 
unquestionably gained momentum from the time he spent that same 
year with Arthur Dove in Connecticut. Dove had painted non
representational abstractions of organic/biomorphic forms (six oil on 
panel studies), as early as 1910-1911. These works, known as Abstraction 
No. 1 through Nu..._6., were never shown during Dove's lifetime. Sources 
on Dove are: Sherrye Cohn, Arthur Dove. Nature as Symbol (Ann Arbor, 
London: U. M. I Research Press, 1985); Ann Lee Morgan, Arthur Dove. 
Life and Work. with a Catalogue Raisonne (Newark: University of 
Delaware Press, 1984); and Morgan's "Toward the Definition of Early 
Modernism in America: A Study of Arthur Dove," 2 vols. (Ph.D. diss. : The 
University of Iowa, 1973). 

69 Concerning Weber's response to Cezanne's particular manner of 
working in the watercolor medium, see Weber's Preface to Cezanne, exh. 
cat. (New York: Montross Gallery, January 1916), cited in Rich, The Flow 
of Art. Essays and Criticims of Henry McBride, pp. 98-9. 

70 There were also four other issues of the Burlington Magazine in 
Weber's personal library (June 1907, November 1908, and the two from 
1910 containing Fry's translation of Denis's article on Cezanne). This 
information comes from "Publications from the Library of Max Weber" 
in Weber's artist file at the New York Museum of Modem Art Library 
which was also supplied to me courtesy of Mr. Clive Phillpot, Director of 
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the library. In the November 1908 Burlington Magazine 14, no. 68, in 
Weber's possession, was an article titled "Recent Art Publications," 
which gave notice of the new English version of Meier-Graef e's Modern 
Art. being a contribution to a new system of aesthetics and which, on p. 
116, also cited among the recent publications Charles Waldstein's 
Herculaneum. past . present and future. 

71 Fry, "Claude," The Burlington Magazine 11, no. 53 (August 1907): 271, 
272. Fry's choice of the word "realized unity" suggests that at the time 
he wrote "Claude" he was familiar with Bernard's article "Paul Cezanne" 
in L'Occident (July 1904), in which he quotes Cezanne expressing his 
efforts to "realize." 

72 Fry, "Claude," Burlington, p. 267. 

7 3 See Shiffs discussion of Claude as a painter of academic correctness 
but one who offered liberating originality as well (Cezanne and the End 
of Impressionism, pp. 99-108). 

74 "Claude," Burlington, pp. 271; 272. Weber may also have been aware 
of Fry's pronouncement two months earlier that "water-colour drawing 
is . . . destined to play an increasing part in modem art. . . . And if this 
happens, we may in time rid European art of a certain redundancy of 
material . . . and may get to learn from the art of China and Japan that 
there is more expression in fine calligraphy than in elaborte 
realization of natural texture and completeness of effect" ("A Note on 
Water-Colour Technique," Burlington Magazine 11, no. 51 [June 1907]: 
162). 

7 5 These works, of which Weber had Druet prints, are catalogued as V. 
365 and V. 366. 

76 Weber wrote to Picasso on 25 October 1908 that he planned to visit 
him at his studio and collect a still life that Picasso painted and was 
holding for him. This is verified by Weber's daughter Ms. Joy S. Weber, 
who now has the small 1908 Picasso still life, an oil-and-board painting. 
At the end of the letter to Picasso, Weber remarked that "I saw your 
landscape and still life yesterday evening at Leo Stein's. They are truly 
superb" (cited in Judith Cousins, "Documentary Chronology" in Picasso 
and BraQue: Pioneering Cubism, p. 356; Cousins also identifies the 
Picasso landscapes that the Steins owned in 1908 and the four Picasso 
still lifes in the Stein collection). 
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77 In 1913, Weber exhibited seventeen pamtmgs at the Newark Museum: 
Trees; New York; six Still Lifes; two Crystal Figure Studies; three 
Landscapes; Head of a Woman; two Bathers; and Interior with Figures. 
The remarks by Weber are in the article, "Paintings by Max Weber," in 
the Bulletin of The Newark Museum, 3, no. 1 (July 1913): 4-5. Italics 
mine. Also included in this article are passages from the English 
journal The Nation (May 17, 1913) regarding "Cubist" works by Weber in 
Fry's London exhibition that included works by Weber: "Cubism, in 
short, claims to present 'plastic truth,' and holds that the function of 
painting is not to imitate an object by line and color, but to "give our 
instinct a plastic consciousness" (Newark Museum Bulletin, 3, no. 1 [July 
1913]: 3-4). 

7 8 Fry, "Plastic Design," p. 396. Fry's high regard for Weber's Cubist 
paintings displayed in 1913 at the Grafton Gallery in London, many of 
the same exhibited at the Ehrich Gallery in New York in 1915, is told by 
his remarks about them in the Burlington Magazine (February 10, 
1913): "I wish to tell you . . . how greatly struck I was by the 
extraordinary power that they seemed to me to indicate. You [Weber] 
have understood and absorbed the principles of design in a most 
remarkable way" (Excerpt from Fry's article in the exhibition catalogue, 
Exhibition of Paintings and Drawings by Max Weber, New York, Ehrich 
Gallery, February 1-13, 1915). 

79 Fry, "Plastic Design," p. 396. In 1910-11, Weber was drawing from 
many sources as he worked toward his own fashion of Cubism. 
Brushwork and mountain form in the landscape of The Geranium, for 
example, is Cezannesque, but the combination of spatial compression 
and stylized background forms relates to landscapes Braque was 
painting at L'Estaque in the summer and early fall of 1908. In 1912, 
sources for Weber's Female Nude, Standing, would seem to be figures 
from Proto-Cubist works by Braque and Picasso, but also Cezanne's nude 
on the left in Cinq Baigneuses. For Weber's assimilation of the art of 
Picasso and Braque, see Lane, "Sources of Weber's Cubism," pp. 231-6). 
As Lane points out, the similarity between Braque's pen and ink 
drawing, La Femme, as it appeared in Burgess's "Wild Men of Paris" (p. 
405) is too close in style to Weber's work between the spring of 1910 and 
January of 1911 to have been purely coincidental (p. 232). 

80 Henri's essay in International Studio (see note 63); James McBride, 
"Max Weber at Montross," The Sun, 19 December 1915; cited in Daniel 
Catton Rich, The Flow of Art: Essays and Criticisms of Henry McBride 
(New York: Atheneum Publishers 1975): 93. 
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81 McBride, "Weber at Montross." 

82 Bolger Cahill, Max Weber, exh. cat. (New York: The Downtown 
Gallery, 1930): 43. 

83 Weber, Essays on Art, p. 20. 

84 Ibid, p. 41; p. 42. 

85 Hartley executed early landscapes of 1908-9 with a heavy application 
of pigment in the "Segantini stitch," creating a texture that had an 
actual structural tendency--a "plastic modeling" or "plastic aspect" 
(Hartmann, "Unphotographic Paint--The Texture of Impressionism," 
Camera Work no. 28 [October 1909]: 20, 22). This facture emphasized the 
material quality of the paint, as well as asserted form by a literal 
projection of impasto from the canvas surface. For Hartley's well
known earlier debts to Swiss Divisionist painter Giovanni Segantini and 
Albert Pinkham Ryder, see Gail R. Scott, Marsden Hartley (New York: 
Abbeville Press, 1988): 15, 24-6. For a comprehensive bibliography for 
Hartley, see Ludington, Marsden Hartley. The Biography of an American 
Artist, pp. 301-6. 

86 An excellent essay on Hartley's war motif pamtmgs of 1914-15 is 
William H. Robinson's "Marsden Hartley's Military ," The Bulletin of The 
Cleveland Museum of Art 76, no. 1 (January 19189): 2-26. 

8 7 Charles C. Eldredge states that another 1923 lithograph by Hartley, 
Dish of Apples and Pears, demonstrates an interest in Cezannian 
modeling and was the model for a pastel still life by Hartley in which he 
stresses solidity in the forms of the fruits. See Eldredge, "Marsden 
Hartley, Lithographer," The American Art Journal 5, no. I (May 1973): 
48. 

88 Roald Nasgaard, The Mystic North. Symbolist Landscape Painting in 
Northern Europe and North America. 1890-1940 (Toronto: University of 
Toronto Press, 1984): 207. 

8 9 Gail Scott addresses the role of Cezanne as mediator between the 
imagination/intellect dialectic that underlay Hartley's creative 
potential. See Scott, "Introduction" in On Art by Marsden Hartley, p. 41. 

90 For the order of influence of Matisse, Picasso, and, then, Cezanne on 
Hartley , see Gail Scott, Marsden Hartley, pp. 31-4. The restriction of his 
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work to still life was intentional and supported Cezanne's importance as 
a model of discipline in oil painting, pulling Hartley back from overly 
emotional expressionistic painting to a more intellectual approach and a 
focus on formal problems. Concerning the example of Cezanne in 1911 
as an artistic force that diverted Hartley from earlier tendencies to 
portray mysticism in the 1908-09 Maine landscapes, see Barbara Haskell, 
Marsden Hartley, p. 22. 

9 1 Although the influence of European models is irrefutable for 
understanding the development of American modernism in the first two 
decades of the century, there are arguments that the embrace of early 
modernism by leading artists in this country like Hartley was 
inextricably bound up with indigenous ideas of transcendentalism 
(Emerson) and pragmatism (James) (Gail R. Scott, "Introduction," On Art 
by Marsden Hartley, pp. 24-5). Other sources to consult regarding the 
influence of James on Hartley are: Gail Levin, "Marsden Hartley and 
Mysticism," .A.I.t..s. 60, no. 3 (November 1985): 16; William H. Robinson, 
"Marsden Hartley's Military," The Bulletin of the Cleveland Museum of 
A.!1. p. 3; Patricia McDonnell, '"Dictated by Life': Spirituality in the Art of 
Marsden Hartley and Wassily Kandinsky, 1910-1915," Archives of 
American Art Journal, pp. 31-3. 

92 From March 28 to April 25, 1911, eighty-three works by Picasso, 
Drawings and Watercolors by Pablo Picasso. were shown at "291." The 
preceeding exhibit at "291" had been of Cezanne's watercolors, which 
Hartley apparently missed. 

93 Picasso's 1911 exhibit at "219" was held after Weber's break with 
Stieglitz. Weber, no doubt, saw the Picasso exhibit, but it is doubtful that 
he spent much time in the gallery to study the paintings; thus, Weber 
may well have patterned his angular, attenuated treescape, Forest Scene 
as much after the example of Braque's 1908 L'Estaque paintings as from 
Picasso's proto-Cubist landscapes of the same year. 

94 Stieglitz owned a copy of Meier-Graefe's monograph Paul Cezanne of 
1910, which he apparently loaned to Hartley for the summer. Hartley 
also had reacted deeply to Picasso and may have had access to 
photographic reproductions of his work, particularly the still lifes of 
1908, while in Maine. 

95 Of Weber's Druet prints, which Hartley surely knew, most of the 
compositions had a central orientation (as did the print of Matisse's 
Pastora le, 1906), and of the thirty-seven illustrations in Meier-Graef e's 
Paul Cezanne. a large majority had centralized compositions. 



453 

96 Karen Wilkin credits the example of Cezanne with re-directing 
Hartley's romantic fervor into pictures based on an exacting study of 
form ("Marsden Hartley: At Home and Abroad," The New Criterion 6, no. 
8 [April 1988]: 28). See also Scott, "Introduction," On Art by Hartley for 
an appraisal of Cezanne as a leading factor in Hartley's process of self
identification, artistically and otherwise (pp. 40-1 ). See also, Homer, 
Stieglitz and Avant-Garde, p. 154; Haskell, Hartley, p. 22. 

97 Letter from Marsden Hartley to Stieglitz, dated July 1911, A. S. A., Yale 
u. 

98 Letter from Hartley to Stieglitz, dated 20 August 1911, A. S. A., Yale U. 

99 Not all of Hartley's admirers saw overwhelming evidence of Cezanne 
in the still-life studies of pears set at close range. Paul Rosenfeld 
referred to "these great dark pears . . . bedded upon hospital-white linen 
on a background of severe dry black," without a mention of Cezanne as 
the inspiration ("Marsden Hartley" in Port of New York [ 1924; Urbana: 
University of Illinos, 1961]: 87). For a description of the colors in 
Hartley's Still Life No. 11, see Scott, Marsden Hartley, p. 34. 

100 Letter from Hartley to Stieglitz, September 1911, A. S. A., Yale U. 
Homer states that Stieglitz claimed Hartley examined the works by 
Picasso for long periods of time at "291" (Stieglitz and Avant-Garde, p. 
154). See also Haskell, Hartley, p. 21. 

10 1 For identification of Picasso's still lifes in the Stein collection in 
1908, of which Weber could have obtained Druet facsimiles, see Rubin, 
Picasso and Brague. Pioneering Cubism, p. 356. Reference to these four 
Picasso still lifes can also be found in Pierre Daix and Joan Rosselet, 
Picasso. The Cubist Years 1907-1916. A Catalogue Raisonne of the 
Paintings and Related Works, trans. Dorothy S. Blair (Boston: New York 
Graphic Society, 1979): 104; 229. Late in the summer or early fall of 
1908, Picasso executed a series of still-life paintings, combining features 
from artists he most admired at the time, Cezanne and Rousseau. And in 
figure painting that same summer, Picasso concentrated on solid forms 
and hieratic qualities in African sculpture (Roland Penrose, Picasso. His 
Life and Work [Berkeley and Los Angeles: University of California Press, 
1981): 150). By outward appearances, the still life by Picasso that Weber 
owned was not a primary source for Hartley's still life. 

102 Letter to Stieglitz, 20 August 1911, A. S. A., Yale U. 
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103 For opm1ons on Weber as an art1suc directive for Hartley, see Lloyd 
Goodrich, Max Weber, exh. cat. (New York: The Whitney Museum of 
American Art, 1949): 24 and Percy North, Max Weber: American Modern, 
exh, cat. (New York: The Jewish Musuem, 1982): 43. In the same year, 
1912, after arrival in Paris, Hartley combined lessons in Cezannesque 
structure and ambiguous perspective with colorful Matissean decorative 
patterns in works such as Still Life No. I, 1912 (illustrated in The Advent 
of Modernism, p. 98). 

104 Gail Levin surveys Hartley's association with advanced European 
circles in art in "Marsden Hartley and the European Avant-Garde," A..!ll 
54, no. 1 (September 1979): 158-63. 

105 Portions of this letter from Hartley to Stiegltiz, dated February 1913, 
are cited in Levin, "Hanley and The European Avant-Garde," p. 158. 

10 6 Townsend Ludington offers a survey of Hartley's activities, while in 
Paris in 1912, in Marsden Hartley. The Biography of an American Artist, 
pp. 73-90. 

107 Postcard from Hartley in Paris to Stieglitz, 20 June 1912, A. S. A., Yale 
u. 

108 Postcard from Hartley in Paris to Stiegltiz, 30 July 1912, A. S. A., Yale 
u. 

109 Hartley was also much taken by Bergson's arguments on intuition as 
the sole vehicle for art expression (Charles C. Eldredge, "Nature 
Symbolized: American Painting from Ryder to Hartley" in The Spiritual 
in Art, p. 118). Another factor accounting for his movement into 
abstraction in painting was the fact that Hartley, who had been keen on 
primitive art since his introduction to the highly simplified forms by 
Weber in 1910, expanded a taste for the primitivism in Picasso's work. 
Along with Kandinsky and the Blaue Reiter artists, whom he greatly 
admired, Hartley also applauded the 'spiritual' in primitive artistic 
expressions. See Gail Levin's discussion of the German influence in 
Hartley's understanding of "spiritual necessity" in pnm1uve art 
("American Art" in Primitivism, pp. 456-7). Roald Nasgaard notes that 
Kandinsky's writing (in Concerning the Spiritual in Art and in Der 
Blaue Reiter texts) stimulated Hartley's interest in primitive art (The 
Mystic North, p. 209). 
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110 "Extracts From 'The Spiritual in Art,"' Camera Work no. 39 (July 
1912): 34. Stieglitz's translation of Kandinsky's text from the German to 
English for Camera Work varies from the standard translation of the 
same text by M. T. H. Sadler. See Wassily Kandinsky, Concerning the 
Spiritual in Art, trans. Sadler (London, 1914; New York: Dover 
Publications, Inc., 1977): 17-18. Gail Levin suggests that Hartley and 
Stieglitz may both have learned about Kandinsky as a new force in 
modern art from the same source, an English magazine Rhythm , 
published in Paris in 1912 (Levin, "Marsden Hartley, Albert Bloch, and 
Kandinsky in Europe" in Theme and Improvisation: Kandinsky & the 
American Avant-Garde. 1912-1950, exh. cat. [Boston: Little, Brown and 
Company, 1992]: 49). 

111 For the impact of "musical analogy" and abstract art, see Judith 
Zilczer's "The Aesthetic Struggle in America, 1913-1918: Abstract Art and 
Theory in the Stieglitz Circle" (Ph.D. diss.: Wilmington: University of 
Delaware, 1975). 

112 "Extracts From 'The Spiritual in Art,"' p. 34. Regarding the 
influence of Kandinsky's mystical theories of synaesthesia on Hartley's 
abstractions of 1912-13, including titles derived from musical 
terminology, see Judith Zilczer, "'Color Music': Synaesthesia and 
Nineteenth-Century Sources for Abstract Art," Artibus et Historiae no. 
16 (1987): 103, 107. Although Kandinsky's theories encouraged Hartley 
to move toward abstraction, he had less regard for Kandinsky's 
painting. Hartley confided to Stieglitz that "in Kandinsky's own work I 
do not find the same convincing beauty as his theories hold. He seems 
to be a fine theorist first and a good painter after" (Letter from Hartley 
to Stieglitz, received on December 20, 1912, A. S. A., Yale U.). 

113 A postcard Hartley wrote to Stieglitz in the summer (July) of 1912. 
In the remainder of the text Hartley stated, "The French are not all 
Cezannes and Picassos, and Rodins. They do not all affect one as 
profoundly. I only know there is a terrific deal of talking and I avoid it 
whenever possible." 

114 See Haskell, Hartley, pp. 28-9. In a letter Stieglitz received in 
December 1912, Hartley makes clear his intention to establish an 
analogy between music and art with his "intuitive abstractions." Hartley 
explains "I have shown the half-dozen things I have on hand of this 
nature and one German painter from Munich who is working on the 
musical principle says he thinks I am probably the first to express pure 
mysticism in this modem way" (A. S. A., Yale U.). For a comparison of 
Hartley's method of color gradation with the composition of a musical 
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score, see Agee, "Cezanne, Color, and Cubism: The Ebsworth Collection 
and American Art" m The Ebsworth Collection: American Modernism. 
1911-1947, p. 18. 

115 Cezanne used passage in watercolors as well as oils, see Genevieve 
Monnier, "The Late Watercolors," Cezanne. The Late Work, pp. 113-18. 
Not overlooked by Hartley was the importance to Braque and Picasso in 
their Analytical Cubist works of Cezanne's technique of passage for 
merging planes ordinarily registered as spatially separate. On the 
subject of passage in the art of Cezanne and in proto-Cubist and Cubist 
works of Braque and Picasso, see Edward F. Fry, Cubism (New York, 
Toronto: Oxford University Press, 1978): 14-17. Hartley's incorporation 
of passage into his Cubist exercises of 1912 could have been doubly 
important for his new developments in art because of Bergsonian 
implications of intuitive, rhythmic properties which some Cubists 
associated with the technique of passage (Antliff, lnventin& Ber&son, 
pp. 12-3). 

116 For a discussion of Hartley's Second Berlin Period, from April of 1914 
to December of 1915, and the Military Paintings from this time, see 
William H. Robinson, "Marsden Hartley's Military," The Bulletin of the 
Cleveland Museum of Art, pp. 11-22. 

11 7 Six-page letter from Hartley to Stieglitz, received by Stieglitz, 20 
December 1912 (p. 4), A. S. A., Yale U. 

118 This letter, dated October 1913, is cited in Gallup, Flowers of 
Frienship, p. 85. 

11 9 Letter from Hartley in Berlin to Stieglitz, dated 28 September 1913, A. 
S. A., Yale U. 

120 Ibid. 

121 Ibid. 

122 Ibid. 

123 Ibid. 

124 See Haskell, Hartley, pp. 54-5. 
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125 There are instances where Cezanne departs from the conventions of 
natural color, and adopts instead an abstract use of color to emphasize a 
geometric shape. This is true of the decorative appearance of a bright 
triangle of color behind one of the 'bathers' in Les Baigneurs au repos, 
1875-6 (V. 276), illustrated in this dissertation as fig. 2. In apparent 
reference to this abstract, decorative shape, Joseph J. Rishel notes the 
"brilliant chartreuse shadow" behind one of the 'bathers' in Cezanne's 
Les Baigneurs au repos, a painting formerly owned by Leo Stein. See 
Rishel's commentary on this painting in Great French Paintin~s from 
The Barnes Foundation. Impressionist. Post-Impressionist. and Early 
Modern, exh. cat. (New York: Alfred A. Knopf in association with 
Lincoln University Press, 1993): 102-3. 

126 For a complete survey of the Forum Exhibition, see Anne Harrell's 
"America's Coming of Age: 'The Forum Exhibition of Modem American 
Painters' and American Nationalism" (Master's Thesis: The Florida State 
University School of Visual Arts, 1985). See also Harrell's remarks about 
Hartley's Movement, 1913 in The Forum Exhibition: Selections and 
Additions, exh. cat (New York: The Whitney Museum of American Art at 
Philip Morris, 1983): 9. In the exhibition, Hartley was represented by 
three abstract Berlin Paintings, including Movement, and three works 
executed in New York in 1916. 

12 7 Hartley's artist's statement in the exhibition catalogue for ~ 
Forum Exhibition of Modem American Painters, March 13 to March 25, 
1916 (New York: Anderson Galleries): n. p. Hartley's text also appears as 
"A Word" in On Art by Marsden Hartley, pp. 66-7. Regarding Hartley's 
sense of unease and malaise upon his return to his native country, see 
Haskell, Hartley, pp. 52-5. 

128 See Haskell also for a summary of Hartley's pamtmg in 1916 in New 
York and in Provincetown, Massachusetts and in 1917 in Bermuda and 
Ogunquit (Hartley, pp. 52-7). 

129 Hartley, "Some American Water-Colorists," Adventures, p. 96. Italics 
mine. 

130 Stephen J. Eskilson discusses the development of Hartley's painting 
in 1918 in Over Here! Modernism. The First Exile. 1914-19, p. 157. 
Concerning the tradition of pastel in American art, see Dianne H. 
Pilgrim, "The Revival of Pastels in Nineteenth-Century America: The 
Society of Painters in Pastel," American Art Journal 10, no. 2 (November 
1978): 43-62. 
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131 See Sharyn R. Udall's commentary on Hartley's New Mexico works in 
Modernist Paintini in New Mexico 1913-1935 (Albuquerque: University 
of New Mexico Press, 1984): chap. 3. 

13 2 Hartley, "Whitman and Cezanne," Adventures in A rt, p. 31. On the 
purpose of Hartley's focus on solidity in topographical forms, see, 
Robert L. Gambone, Marsden Hartley Pastels: The Ione and Hudson 
Walker Collection (Minneapolis: University Art Museum, University of 
Minnesota, 1986): 7. See also Dickran Tashjian's proposition that Hartley 
regarded the Southwest as an area that dramatized the opposition 
between Europe and America ("Marsden Hartley and the Southwest: A 
Ceremony For Our Vision, A Fiction For The Eye," A.Ia 54, no. 8 [April 
1980]: 127-131). Between 1915 and 1920, Hartley eulogized the Southwest, 
"the country of the southwest is essentially a sculptural country," and 
its potential for the development of an indigenous art in this country 
("Aesthetic Sincerity," El Palacio 5, no. 20 [December 9, 1918]: 332). 

133 Hartley, "America As Landscape," EL Palacio 5, no. 21 (December 21, 
1918): 340-2. 

134 Sharyn R. Udall compares Hartley's "muscular" rendering of rock 
forms in Little Arroyo, Taos, 1918 with Cezanne's depictions of the rock 
forms at the Bibemus quarry in Provence (Modernist Painting in New 
Mexico. 1913-1935, pp.35-6). For further insight into the naturalistic 
and Cezannesque qualities of Hartley's executed at Arroyo Hondo pastels, 
see James C. Moore, "Marsden Hartley: The New Mexico Period, 1918-
1919" (Senior Thesis: College of Fine Arts, University of New Mexico, 
1966). 

135 RWC 598 (fig. 78) was in the Second Post-Impressionist Exhibition at 
the Grafton Galleries in London in 1912, which Hartley visited by 
account of a letter he wrote to Stieglitz in December, 1912, A. S. A., Yale 
U.; RWC 499 was among the twenty watercolors exhibited in 1916 during 
the month of January in New York at the Montross Gallery. 

13 6 In many of the letters to Bernard, Cezanne admonished him for not 
studying nature sufficiently. The above quotation is from Cezanne 's 
letter to Bernard, dated 26 May 1904 (Rewald, Cezanne Letters, p. 297). 
Hartley had significant knowledge of Cezanne's art1s11c dicta as 
expressed in letters to Bernard. In the letter to Stieglitz of July 1911, 
Hartley stated that he kept on his wall Cezanne's remark about "where 
color reaches richness form attains fullness." 
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137 See Scott, in On Art By Marsden Hartley, regarding Hartley's 
"experiential esthetic," pp. 22-25. Marsden Hartley, in the "Foreword" in 
Adventures in Art, speaks of James and Emerson as formative influences 
in his path toward modernism (pp. 7-10). 

138 Hartley, "Whitman and Cezanne," p. 33. 
paintings of possessing both movement and 
their design . . . lifted by the quality of their 
on the fine illusion of life" (p. 33). 

Hartley apprised Cezanne's 
life: "They move toward 
organization . . . to carry 

139 See Scott's "Introduction" in On Art, pp. 22-27. Mathew Baigell 
discusses Hartley's New Mexico works of 1918 in the context of his needs 
to define himself as an artist and as a person with a sense of place in 
"American Landscape Painting and National Identity: The Stieglitz 
Circle and Emerson" Art Criticism, p. 41. 

140 From Hartley's talk, "The Original Research of Cezanne," published 
as "Hartley on Cezanne," El Palacio 24, no. 13-14 (31 March-7April 1928): 
257; Hartley's letter to Stiegltiz, July 1911, A. S. A., Yale U. See Carol 
Rice's essay on the importance to Hartley of mountains as subject matter 
in The Mountains of Marsden Hartley, exh. cat. (Minneapolis: University 
Gallery, University of Minnesota, 1979). 

141 Hartley, "Whitman and Cezanne," in Adventures in the Arts, p. 30. 

142 Hartley, "Art--and the Personal Life," p. 72. Not only through 
admiration as a great artist, Hartley associated with Cezanne in a 
mythical sense, and with Whitman as well. He felt himself to be a 
kindred spirit to the pair who "are most of all, the primitives of the way 
they have begun ... [and] have voiced most of all the imperative need of 
essential personalism" (Hartley, "Whitman and Cezanne," Adventures, p. 
36). 

14 3 For information on Marin's Tyrol series, see Ruth E. Fine, LQ..h.n 
Marin, exh. cat. (Washington, D. C.: National Gallery of Art; New York: 
Abbeville Press Publishers, 1990): 84-9. Consult Fine, also, for an up-to
date, annotated bibliography for Marin, including listings of his 
published writings, pp. 303-9. 

144 On this point, see Sheldon Reich, John Marin: A Stylistic Analysis 
and Catalogue Raisonne, vol. 1 (Tucson: University of Arizona Press, 
1970): 30-1. 
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145 "Introduction" to Selected Writings of John Marin, Dorothy Norman, 
ed. and intro. (New York: Pellegrini & Cudahy, 1949): viii-ix . Secondary 
sources to consult on this issue are Sheldon Reich, John Marin: A 
Stylistic Analysis and Catalogue Raisonne, vol. 1, pp. 14-15; 30-1; and 
Ruth E. Fine, John Marin, pp. 77-8. 

146 See MacKinley Helm, John Marin (1948; New York: Da Capo Press, 
1970): 18, 24, 26-7. 

14 7 Marin was perhaps foremost among the Stieglitz artists who sought 
to be "both individual and American," and in doing so to draw upon the 
"Emerson/Whitman tradition." See Matthew Baigell, "American 
Landscape Painting and National Identity: The Stieglitz Circle and 
Emerson," Art Criticism, p. 25. 

148 See Christopher Finch, "John Marin" in American Watercolors (New 
York: Abbeville Press Publishers, 1987). 

149 Excerpt of a letter from Marin to Louis Kalonyme, 24 May 1953, John 
Marin Family Papers, National Gallery of Art Library, Washington, DC. 

150 Emersonian roots in Marin's preternatural attraction to the 
wilderness and to nature are discussed in Debra B. Balken, John Marin's 
Berkshire Landscapes, exh. cat. (Pittsfield, MA: The Berkshire Museum, 
1985): n.p; in Paul Rosenfeld's "John Marin" in Port of New York 
(Urbana: The University of Illinois Press, 1961): 158; and in John I. H. 
Baur's "John Marin's Warring, Pushing, Pulling New York," in Art News 
80, no. 9 (November 1981): 107. For a discussion of Marin's detached 
attitude toward the intellectual exchanges concerning modern 
European art in Camera Work, see also Balken, John Marin's Berkshire 
Landscapes, n. p. 

15 1 Marin's handwritten but undated notes on a piece of cardboard, 
John Marin Family Papers, National Gallery of Art Library, Washington, 
oc 

152 Review of B. P. Stephenson in the "Evening Post" in Camera Work, 
no. 30 (April 1910): 45; Margery Ryerson, "John Marin's Water Colors" 
Art in America 9 (1921): 88. 

15 3 MacColl, "Exhibition of Water-Colors, Pastels and Etchings by John 
Marin," Camera Work, no. 30 (April 1910): 42. 
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154 Caffin. "John Marin," Camera Work no. 27 (July 1909): 42. On the 
tendency of critics to compare Marin with Cezanne, see Klaus Kertess, 
Marin in Oil, exh. cat. (Southampton, NY: The Parrish Art Museum, 
1987): 22-3. 

155 E. L. Cary in Camera Work no. 30 (April 1910): 46; Willard H. Wright, 
"John Marin's Water-Colours" International Studio 58, no. 229 (March 
1916): xviii. 

156 Wright, "John Marin's Water-Colours," p. xviii. Italics mine. 

157 Frank Jewett Mather, Jr., "Art, The Forum Exhibition," The Nation 
102, no. 2647 (23 March 1916): 340. 

158 Albert E. Gallatin, American Water-Colourists (New York: E.P. Dutton 
and Company, 1922): 17. Gallatin founded the first museum of modem 
art in America, the Gallery of Living Art in New York in 1927. A 
complete discussion of Gallatin and his museum is in Susan Noyes Platt, 
"The Institutionalization of Modem Art" in Modernism in the 1 9 2 0 s: 
Interpretations of Modem Art in New York from Expressionism to 
Constructionism (Ann Arbor: U. M. I. Reseach Press, 1981): 133-5. 

159 Gallatin. American Water-Colourists, p. 17. Italics mine. 

160 For an illustration of this work, see John Marin Watercolors, exh. 
cat. (Amarillo, Texas: Amarillo Art Center, 1989): cat. no. 5. 

161 See Debra Balken's consideration of Marin's Berkshire landscapes as 
evidence of a formal alteration in his aesthetic outlook (John Marin's 
Berkshire Landscapes, n. p.). 

162 Color illustrations of Marin's Tyrol mountain series can be found in 
Fine, John Marin, pp. 90-1. 

163 Portion of an undated letter to Duncan Phillips from John Marin, 
John Marin Family Papers, National Gallery of Art Library, Washington, 
DC 

164 Mackinley Helm discusses Marin's sens1t1v1ty to surface 
relationships in "The American Landscape," John Marin (Berkeley and 
Los Angeles: The University of California Press, 1956): 26-7. 



462 

165 One month after his first exhibition at "219" in 1909, Stieglitz held a 
show of Japanese prints which would not have missed Marin's attention. 
See Homer, Appendix I: Exhibitions at "291" in Stieglitz and the 
American Avant-Garde, p. 296. While in Europe, Marin belonged to 
Steichen's New Society of American Artists in Paris, along with Weber, 
Bruce, and other early modernists who trained their interests on artistic 
currents of the time, including Japanese prints. For information on the 
interest of this group on artistic innovations, see D. Scott Atkinson, The 
New Society of American Artists in Paris 1908-1912, exh. cat. (Queens, 
NY: The Queens Museum, 1986). 

166 Portion of an undated, handwritten text by Marin, John Marin 
Family Papers, National Gallery of Art Library, Washington, DC. 

167 An example of this can be seen in Marin's Trees-Maine, 1917, 
illustrated in John Marin Watercolors (Amarillo, 1989). For opinions on 
Marin's Cubism, see Patrick McCaugery, "Where Paleface Meets Redskin, 
" Artnews 70 (May 1971): 30-9, 77-8; also John I. H. Baur, "John Marin's 
Warring, Pushing, Pulling" New York" Artnews 80 (November 1981): 
106-10. 

168 See Mary Louise Krumrine, Paul Cezanne. The Bathers, for an 
identification of this pose (no. 14), p. 246. 

169 Baigneur aux bras ecartes (V. 549). On Demuth's travels to New York 
for art exhibits, see Charles Demuth, exh. cat. (New York: Whitney 
Museum of American Art; New York: Harry N. Abrams Inc. Publishers, 
1988): 26. Concerning Demuth's freindship with Stieglitz, see Alvord L. 
Eiseman, "A Study of the Development of An Artist: Charles Demuth," vol. 
I (Ph.D. diss.: New York University, 1976): 82. For a comprehensive 
bibliography on Demuth compiled by Marilyn Kushner, consult Barbara 
Haskell, Demuth, pp. 237-40. 

170 These dates for Cezanne's lithographs are the ones given by Douglas 
Druick, "Cezanne's Lithographs" in Cezanne. The Late Work, p. 125. The 
whereabouts of Demuth's Men Swimming, No. /, ca. 1910 is at present 
unknown. It last appeared under this title in the Sotheby Parke Bernet, 
Inc. Auction Catalogue of October 28, 1978, p. 10, an auction that 
consisted primarily of work from Demuth's sketchbooks. It is listed with 
a brief description in Emily Farnham, "Charles Demuth: His Life, 
Psychology and Works," vol. 2 (Ph.D. diss: Ohio State University, 1959): 
670. The lithographs are catalogued as Venturi 1156 and 1157. 
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171 See Krumrine, Paul Cezanne. The Bathers, p. 144; 247. 

l 72 Le Goffe de Marseille, vu de L'Estaque, 1883-5, Venturi 429 
(Havemeyer Collection); another source for this type of compositional 
structuring that Demuth could have seen is Cezanne's Le Goffe de 
Marseille, vu de L'Estaque, 1883-5 (V. 428) in the Luxembourg museum 
in Paris. Demuth's Landscape is the verso of Man Standing on Dunes, 
1909-10 (Hirshhorn Museum and Sculpture Garden), which has a 
landscape background also organized as a series of ascending wedges, in 
this case interlocked as land strata. 

173 Rewald has catalogued this watercolor RWC 502. 

174 Visual analyses of several watercolors in this genre are in Emily 
Farnham's "Charles Demuth's Bermuda Landscapes" Art Journal 25, no. 2 
(Winter 1965/66): 130-7. 

175 See Ruth Bohan's analysis of Demuth's Rooftops and Fantasy"" 1918 in 
"American Drawings and Watercolors, 1900-1945," The Saint Louis Art 
Museum Summer 1989 Bulletin, pp. 10-11. 

176 Toits et arbre (RWC 360) was exhibited at "291" in 1911 and at the 
Montross gallery in New York in 1916; in 1916, Paysage de Provence 
(RWC 390) was on display at the Montross, and Toits de L'Estaque (RWC 
116) was exhibited at de Zayas's Modem Gallery. For the importance of 
the Puteaux Cubist Albert Gleizes as another influence in Demuth's 
advancement to Cubist works, see Haskell, Demuth, pp. 124-5. 

177 Hartley, "Some American Water-Colorists," Adventures in the Arts, p. 
100. 

178 Ibid. 

179 Ibid. 

180 Gallatin, American Water-Colourists, p. vii. 

181 For a discussion of the watercolor tradition in America at the turn of 
the century, see Barbara D. Gallati, "Introduction" in The American 
Watercolor Movement 1860-1900, exh. cat. (Brooklyn: The Brooklyn 
Museum, 1988 ): n. p. 
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18 2 For general treatment of Precisionism in American art, see Martin 
Friedman, The Precisionist View in American Art (Minneapolis: The 
Walker Art Center, 1960); Donald D. Celender, "Precisionism in 
Twentieth-Century American Painting" (Ph.D. diss.: University of 
Pittsburg, 1963); Karen Tsujimoto, Images of America: Precisionist 
Painting and Modern Photography, exh. cat, (San Francisco: San 
Francisco Museum of Art; Seattle: University of Washington Press, 1982); 
Richard G. Wilson, Diane H. Pilgrim, and Dickran Tashjian, The Machine 
Ae;e in America: 1918-1941, exh. cat. (Brooklyn: The Brooklyn Museum; 
New York: Harry N. Abrams, 1986). 

1 8 3 Cezanne painted themes of houses and trees in both oils and 
watercolors beginning in the 1870s, the architectural motifs remaining 
important in his very late works. However, the very close vantage 
point and unsystematic brushwork in Schamberg's painting suggest 
that the source for his work was a painting by Cezanne possibly dating 
from the 1870s, prior to his adoption of an ordered "constructive stroke" 
in 1877. For a discussion of Cezanne's carefully patterned stroke in a 
work he dates ca. 1800, see John House, "The Castle of Medan" in Post
Impressionism: Cross-Currents in European Painting, exh. cat. (London: 
The Royal Academy of Arts, 1980): 53. 

184 The impasto brushwork would have been a natural manner of paint 
application for Scharnberg after study under William Merritt Chase, an 
advocate of spontaneous effects and the loaded brush, at the 
Pennsylvania Academy of Fine Arts from 1903 to 1906. For more on 
Chase, see Ronald C. Pisano, A Leading Spirit in American Art: William 
Merritt Chase. 1849-1915 (Seattle: Henry Art Gallery, University of 
Washington, 1983). For biographical information on Scharnberg, see 
Ben Wolf, Morton Livingston Scharnberg (Philadelphia: University of 
Pennsylvania Press, 1963) and Willian C. Agee, "Morton Livingston 
Scharnberg: Color and the Evolution of his Painting" in Morton 
Livine;ston Scharnberg, exh. cat. (New York: Salander-O'Reilly Galleries, 
Inc., 3 November to 31 December 1982). Scharnberg went abroad with 
Chase's class to England, Holland (summer of 1904 ), and Spain (summer 
of 1905). Possibly abroad for part of 1906, he was Europe in 1908-9, and 
at that time he visited Paris, met Sheeler in Italy, and then returned to 
Paris, where he stayed until mid-1909 (Agee, "Scharnberg: Color and 
Evolution in his Painting," p. 5). 

18 5 For an account of Schamberg's stay in Europe after Sheeler had 
returned home, see William Agee, Morton Livingston Scharnberg, exh. 
cat. (New York: Salander-O'Reilly Galleries, Inc., 1984): 4-5. The show at 
Berheim-Jeune in which Cezanne's work was displayed was the group 
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exhibition, AQuarelles et pastels. Regarding the proposition that Toits et 
arbre, 1888-90 (RWC 360) was a study for Paysage, see Robert W. 
Ratcliffe, "Cezanne's Working Methods and Their Theoretical 
Background" (Ph.D. diss.: Courtauld Institute of Art, The University of 
London, 1960): Chap. 2; see also Rewald in Paul Cezanne. The 
Watercolors, in which he cites Ratcliffe's theory that Toits et arbre is a 
study for Paysage (p. 171). Paysage, catalogued as Venturi 482 and Toits 
et arbre, catalogued Venturi 1015, are both dated 1885-7 by Venturi and 
Ratcliffe. Rewald, however, attributed to Toits et Arbre, a work 
exhibited in this country at "291" in 1911 and at the Montross gallery in 
1916, the dates 1888-90, which places the watercolor study later than 
Paysage, provided the Venturi dates of 1885-7 for Paysage are accurate. 

186 Walter Pach, "The Scharnberg Exhibition," The Dial 66, no. 790 (May 
1919): 506. 

187 Walter Pach, "Art, The Independents," The Freeman 2, no. 52 (9 
March 1921): 618. 

188 Letter from Scharnberg in Paris to Pach in New York, 5 November 
1908, Pach Papers, A. A. A., Reel: 4216, fr. 806-7. 

18 9 Ibid, fr. 807. 

190 Letter from Scharnberg in Philadelphia to Pach in Paris, 29 
December 1910, Pach Papers, Reel: 4216, fr. 856. Scharnberg was 
probably referring to the twenty-four works in Vollard's exhibit 
Figures de Cezanne from June to September 1910. 

191 Letter from Scharnberg in Philadelphia to Pach in Paris, 29 
December 1910, fr. 857. 

192 Scharnberg used the phrase "plastic form" in his article, "Post
Impression Exhibit Awaited," Philadelphia Inguirer, 19 January 1913, 
col. 2, p. 3. 

193 Letter from Scharnberg to Pach, 29 December 1910, fr. 856. 

194 Scharnberg, "Post-Impression Exhibit Awaited," p. 3. 

195 This particular painting by Cezanne, Portrait de Chocquet, 1879-82 
(V. 373) was relatively well-known, having been displayed in the 1904 
Salon d' Automne in Paris and at the Grafton Gallery in London in 1905 
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in an exhibition arranged by Durand-Ruel. Scharnberg was abroad in 
1904 and 1905. 

196 Wilford Scott contends that the spare wall arrangement in the studio 
of Scharnberg reveals a taste for Japanese art fostered by Fenollosa, a 
personality who was instrumental in the conversion to modernism of 
both Scharnberg and Sheeler. See Scott, "The Artistic Vanguard in 
Philadelphia, 1905-1920" (Ph.D. diss.: University of Delaware, 1983): 
Chap. 4. 

197 See Lillian N. Dochterman, "The Stylistic Development of the Work of 
Charles Sheeler," vol. 1 (Ph.D. diss.: State University of Iowa, 1963): chap. 
3. 

198 See Carol Troyen and Erica E. Hirshler, "The Philadelphia Years, 
1900-1919" in Charles Sheeler: Paintings and Drawings, exh. cat. 
(Boston: Museum of Fine Arts, 1989): 4. For a comprehensive 
bibliography for Sheeler, see Troyen and Hirshler, pp. 221-2. 
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Sotheby's Publications, 1986): 37-8. 

200 Peaches in a White Plate has been recognized as the first work 
Sheeler painted after his return to this country from Paris. See John 
Driscoll, "Charles Sheeler's Early Work: Five Rediscovered Paintings," 
Art Bulletin 62, no. 1 (March 1980): 125. 

201 Fruits sur la table, 1890-4, V. 608. 

202 V. 614 and V. 613. Venturi describes Matisse's Friuts et feuillages as 
being only a fragment (Cezanne. son art--son oeuvre, p. 197). 

203 Sheeler, "Paper Read at a Symposium on Photography at the Museum 
of Modem Art 10 October 1950," Sheeler Papers, A. A. A., Reel: N Sh2, fr . 
9. 

204 Sheeler, "Autobiography," Sheeler Papers, N Shl, fr. 60-1. 

205 Ibid, fr. 60. 

206 Un Coin de table, Venturi 746. For a description of the high color in 
this work, see Joseph J. Rishel's visual analysis in Great French 
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Paintinis from the Barnes Foundation. Impressionist. Post
Impressionist. and Early Modem, exh. cat. (New York: Alfred A. Knopf, 
1993): 146. 

207 Meier-Graefe's 1910 monograph, Paul Cezanne, contained a still life, 
Nature morte a la commode, 1883-87 (V. 497), part of which is a centrally 
placed plate of fruit; a closer model for Sheeler's work, however, was 
among the Druet prints that Weber owned, Cezanne's Pommes et 
oranges, 1895-1900 (V. 732). Concerning a professional relationship 
that existed between Sheeler and Barnes, see Martin Friedman, Charles 
Sheeler (New York: Watson-Guptil Publications, 1975): 29. Sheeler wrote 
to Robert Henri in May, 1913 about his first visit to the Barnes collection 
(Sheeler Papers, Archives of American Art, Reel: NSh 1, fr. 62-4). There 
were over a dozen still lifes by Cezanne in the Barnes collection, three 
purchases made in December 1912 (two at the Rouart sale and one from 
Vollard), one year prior to Sheeler's first viewing of the Barnes 
collection in 1913. Because Barnes kept no chronological record of his 
purchases, it is difficult to establish with certainty when he acquired 
which paintings. See Rewald. Cezanne and America, p. 162, 176, n. 18. 

208 Sheeler also admired Cezanne's portraits, as is evidenced by the 
reproduction of Cezanne's oil painting Fumeur accoude (V. 686) on his 
studio wall in Phladelphia; Barnes bought the watercolor study of 
Fumeur accoude (RWC 381) for the same oil from Gertrude Stein. 

209 Cited in Garnett McCoy, "Charles Sheeler--Some Early Documents and 
a Reminiscence," Archives of American Art Journal 5, no. 2 (April 
1965): 2. 

21 O Letter from Sheeler in Philadelphia to Pach in Paris, 26 October 
1910, Pach Papers, A. A. A., Reel: 4216, fr. 845. 

211 Ibid, fr. 846. 

212 The consensus of opm1on is that Sheeler's "one visit to [the] Stein's" 
referred to the apartment of Michael and Sarah Stein. See Martin 
Friedman, Charles Sheeler, p. 17; William Agee, "Scharnberg: Color and 
the Evolution of his Painting," p. 5, p. 18, n. 24; and Theodore E. Stebbins, 
Jr. and Norman Keyes, Jr., "Photographer of Art and Architecture" in 
Charles Sheeler: The Photo&raphs, exh. cat. (Boston: Museum of Fine 
Arts, 1989): 2; 53, n. 2. The source cited in the above instances is Charles 
Sheeler, "Autobiography," Sheeler Papers, A. A. A., Reel: NSh 1, fr 62-3. 
Sheeler mentions a visit to the Steins' but does not specify whether he 
went to Leo's or Michael's apartment. In the letter to Pach, Sheeler 
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states that while in Paris he saw Matisse's work mostly and did not see 
anything by Picasso (fr. 846), which does indicate that the Steins he 
visited were not Leo and Gertrude Stein, who owned several Picasso 
works in 1910. 

213 Sheeler letter to Pach, 26 October 1910, Walter Pach Papers, A. A. A., 
Reel: 4216, fr. 846-7. 

214 For a discusson of Sheeler's Cubism, see Troyen, Charles Sheeler: 
Paintings and Drawings, pp. 7-8; and cat. 6, p. 62. 

215 Synchromism, the first vanguard American art movement, was led 
by Russell and Macdonald-Wright but only existed as a cohesive 
movement from 1912 to 1914. During this time, three exhibits of the 
movement were held: in Munich, Ausstellung Der Synchromism Morgan 
Russell. S. Macdonald-Wright, at Der Neue Kunstsalon, June 1-30, 1913; 
in Paris, Les Synchromistes S. Macdonald-Wright et Morgan Russell, at 
Bernheim-Jeune & Cie, 27 October to 8 November 1913; in New York, 
Exhibition of Synchromist Paintings by Morgan Russell and S . 
Macdonald-Wright, at the Carroll Galleries, 2 March to 16 March 1914. 
Russell also exhibited his abstract painting Synchromy in Orange to 
Form, 1914, in Paris at the Salon des In dependants from 1 March to 30 
April 1914. The first fully abstract painting exhibited as a Synchromy 
was exhibited by Russell at the Bernheim-Jeune Show and was titled 
Synchromie en bleu violace, 1913. Retaining a figural basis related to 
Michaelangelo's Dying Slave in both Synchromy in Orange: To Form and 
Synchromie en bleu violace, Russell explained the basis for 
Synchromism as a "need of imposing on color the same violent twists 
and spirals that Rubens and Michaelangelo etc. imposed on form," cited 
in Russell's booklet Harmonic Analysis of the Big Synchromie in Blue
Violace. See Levin, Synchromism and American Color Abstraction 1910-
1..2.ll, p. 23. In the three Synchromy shows in 1913 and 1914, Macdonald
Wright did not exhibit a fully abstract painting. He painted his first 
purely abstract work, Abstraction on Spectrum (Organization No. 5) in 
1914 and exhibited it at the Forum Exhibition in New York, 13 March to 
25 March 1916. Although both artists returned much later to painting 
Synchromies, Russell stopped painting them by 1916, and by 1921, 
Macdonald-Wright had ceased to do so as well. The color abstractions of 
Bruce were not Synchromies, but instead were related to the Orphic 
Cubism of Robert Delaunay in which color abstraction consisted of 
predominantly circular forms, the effects of movement and recession 
brought about by color contrasts in pure hues. For information on 
Synchromism, see William Agee, Synchromism and Color Principles in 
American Painting: 1910-1930, exh. cat. (New York: Knoedler and Co., 
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Inc., 12 October-5 November 1965); also Agee, "Synchromism: The First 
American Movement," Art News 64 (October 1965): 29-31; 62-4; Levin, 
Synchromism and American Color Abstraction 1910-1925; and the essays 
by Agee, "Morgan Russell, Then and Now: Notes on an American 
Modernist," and Kushner, "The Development of Synchromism, 1909-
1912" and "The Maturation of Synchromies, 1913-1914" in Morgan 
Russell, exh. cat. (Montclair, NJ: The Montclair Art Museum: Hudson 
Hills Press, 1990). See Kushner, too, for a comprehensive bibliography 
for Russell, pp. 203-5. 

216 The recent exhibit on Russell, accompanied by significant 
scholarship on the subject of his painting, also made the opportunity to 
view a number of his Cezannesque works particularly enlightening. 

217 See Marilyn S. Kushner, "Explorations into Color and Light, 1906-
1908" in Morgan Russell, pp. 29-30; see also Kushner's chronology, pp. 
187-210. 

218 The form and color in most of Russell's Synchromies, even the 
abstract ones, still maintain some relationship with the sculptural mass 
of a human body. most often the pose of Michaelangelo's Dying Slave . 
See Gail Levin, "The Tradition of the Heroic Figure in Synchromist 
Abstractions," Ar1.£ 51, no. 12 (June 1977): 138-9. 

219 See Agee, "Morgan Russell, Then and Now: Notes on an American 
Modernist" in Morgan Russell, p. 17. 

2 2 O See Gail Levin's account of the sketches Russell kept in his 
notebooks of sculpture he had seen in the Louvre in "Morgan Russell's 
Notebooks: An American Avant-Garde Painter in Paris," RACAR 3, no. 2 
(Fall 1976): 73-87. 

221 Les Baigneurs, V. 724, ca. 1895 and Groupe de baigneurs, V. 590, 1892-
4. For charts indicating the large number of Cezanne Bather paintings 
that contain figures with this "tempter" or "temptress" pose, see 
Krumrine, Paul Cezanne The Bathers. pp. 249, 251, and 253. 

222 Russell notebook of 1909-10 with "Behrenson" on the cover, Russell 
Archives, Montclair, NJ. 

223 Other works listed on the torn paper after "Card Players": 
"lithograph, nude boy, drawing of nude, Man taking off shirt, Tulips." 
At the bottom of the tom paper, indicating works that were seen at a 
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different location, Russell wrote, "Chez Durand-Ruel, Cezanne's: Still-life 
(pears), Trees, Gustave Geffroy, Cook, Still-life, awkward one." 

The "Card Players" of Russell's note, one of the three two-figured 
versions of Les Joueurs de cartes, was, I believe, the Joueurs painting 
owned by Auguste Pellerin, V. 556, which was in the large Cezanne 
exhibit staged by Bernheim-Jeune in January 1910, where Russell saw 
it. The four figure Joueurs de cartes (V. 559) now at the Metropolitan 
Museum of Art in New York, was also in the Bernheim-Jeune exhibition, 
but it was not the subject of Russell's notation, for the setting of V. 559 is 
not in a caf e with windows, and an argument could be made that the 
colors in V. 559 are not as deep and complex as those in the Pellerin oil. 
For a discussion of the deep resonance and complexity of color in the 
Pellerin Joueurs, see my Master's Thesis, "Cezanne's Les Joueurs de 
cartes," Rice University, 1985. 

224 This painting was exhibited in Paris at the Synchromist exhibition 
at the Bernheim-Jeune Gallery (October 27-November 8, 1913). See Gail 
Levin, "Debut: Munich and Paris, 1913-1914" in Synchromism and 
American Color Abstraction. 1910-1925, p. 22. 

225 Baigneur aux bras ecartes~ 1885-7 (V. 549), was displayed in Vollard's 
exhibit, Fi~ures de Cezanne. during June of 1910, the likely place for 
Russell to have seen it. Two other single 'bather' figures could be 
considered as sources for Russell's remarks and the accompanying 
sketch, Baigneurs aux bras ecartes, 1875-6 (V. 271) and Baigneur aux 
bras ecartes, ca. 1883 (V. 544). Based on the pose of Russell's sketched 
'bather,' on the left arm and right foot especially, the source was V. 549; 
also, circumstances of the Vollard exhibition support this theory. 

226 Words written by Russell next to his 1910 notebook sketch after 
Cezanne's Baigneur aux bras ecartes, Russell Archives, Montclair, N. J. 

22 7 "Sans oublier Les Baigneurs de Russel [sic] aussi bleues 
qu'etrangement constuits." See Andre Warnod, "Notes d'un promeneur 
au Salon d'Automne" Comoedia (6 Octobre 1910): n. p. 

228 Morgan Russell Notebook, 1909-1910 with "Berenson" on cover, M. 
R. A., Montclair, N J. 

2 2 9 Russell claimed that the limits of figural subject matter in art, 
known by "actual life," restrain the viewer (Russell Notebook of 1910 
with "Berenson" on cover). In "An Essay in Aesthetics," Fry had made a 
distinction between the "imaginative" life--that is stimulated by art-
and "actual" life--stimulated [or curtailed] by actual existence; after 
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which, he established a self-justification for art by stating that "we 
must . . . give up the attempt to judge the work of art by its reaction on 
life, and consider it as an expression of emotions regarded as ends in 
themselves." See Fry, "An Essay in Aesthetics," p. 20. 

230 Russell Notebook of 1910 with "Berenson" on cover. Russell's words 
are surprisingly close to the stand William James once took regarding 
art and the emotions: "Yes! in every art, in every science, there is the 
keen perception of certain relations being right or not, and there is the 
emotional flush and thrill consequent thereupon" (James, "The 
Emotions," Principles of Psycholo~y. vol. 2, p. 472). 

231 Morgan Russell Notebook, 1909-10 with "Berenson" on cover, M. R. 
A., Montclair, N J. 

232 Ibid. 

233 Russell painted at least two other versions of Geranium in 1912, one 
in Stein's collecton, but these works are now lost. See Levin, 
Synchromimsm and American Color Abstraction. 1910-1925, pp. 21-2. 

234 Charles Lewis Hind, The Post-Impressionists (London: 1911; New 
York: 1912; New York: Books for Libraries Press, 1969): 44. 

235 1910 is the accepted date in Levin, Synchromism and American Color 
Abstraction 1910-1925, p. 12 and in Rewald, Cezanne and America. p. 67. 
Based primarily on the original placement of Russell's painting Three 
Apples on the back of his later work Archaic Composition No. 2, 1915 and 
on the skill in rendering the solidity of forms in the painting, which 
have been judged as too advanced for a 1910 date, Marilyn Kushner 
places the painting at 1915. See Kushner, "World War I and Its 
Aftermath, 1914-21" in Moqrnn Russell, p. 117. 

2 3 6 For verification in a letter written by Dasburg, dated 24 October 
1910, that he and Russell painted still lifes in 1910 from Stein's Pomme s 
by Cezanne as a model, see Gail Levin, "Andrew Dasburg: Recollections 
of the Avant-Garde" A..rll. 52, no. 10 (June 1978): 126. For an account of 
Leo's whereabouts before the final move back to America, see Rewald, 
Cezanne. The Steins. and Their Circle, pp. 42, 47, and 61, n. 36. For the 
provenance of Cezanne's Pommes, see Rewald, "Some Entries for a New 
Catalogue Raisonnne of Cezanne's Paintings," Gazette des beaux-arts 86 
(November 1975): 162-3. 
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237 See Agee, Synchromism and Color Principles in American Paintin~. 
1910-1930, p. 12. By great misfortune, the whereabouts of Macdonald
Wright's paintings from the 1907-11 period, described by Agee as an 
"Impressionist-Cezanne" synthesis, are unknown (p. 12). 

238 Macdonald-Wright did not paint color abstractions as Synchromies 
until 1914, a year later than Russell, who painted his finest abstract 
Synchromies in 1913 and 1914. For reasons that may have accounted for 
difficulties among Hartley, Russell, and Macdonald-Wright in taking the 
plunge into pure abstraction in painting, see Patricia McDonnell, 
"Representation in Early American Abstraction: Paradox in the Painting 
of Marsden Hartley, Stanton Macdonald-Wright and Morgan Russell" in 
Over Here! Modernism. The First Exile. 1914-1919, pp. 67-77. 

239 Stanton Macdonald-Wright, "The Way I Paint" in Exhibition by 
Stanton Macdonald-Wriiht and Mor~an Russell. exh. cat. (Los Angeles: 
New Stendahl Art Galleries, 4-23 January 1932) in Stanton Macdonald
Wright Scrapbooks, A. A. A., Reel: LA 5, fr. 132. The concern for form 
was a distinguishing factor in the Synchromies in comparison with the 
effects of movement and simultaneity in the Delauney's Orphic Cubism. 
See Levin, "Synchromism: The State of Scholarship--Past, Present , and 
Future," Alli. 53, no. 1 (September 1978): 133. 

240 John Walker Allen, "Interview with Stanton Macdonald-Wright," 
American Art Review 1, no. 2 (January-February 1974): 62. 

241 Ibid. 

24 2 Concerning the lack of reference to Cezanne in 
literature, see Levin, Synchromism and American Color 
1910-1925, pp. 27-8. 
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243 Willard Huntington Wright, "The Truth . About Painting," The Forum 
54 (October 1915): 450. 

244 Ibid. 

245 Wright, "Impressionism to Synchromism" The Forum 50 (December 
1913): 769. 

246 Ibid, p. 762. 
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247 Willard H. Wright, Foreword to Exhibition of Synchromist Paintings 
by Morgan Russell and S. Macdonald-Wright, exh. cat. (New York: 
Carroll Galleries, 2-16 March 1914 ); cited in full in Levin, Synch ro mis m 
and American Color Abstraction, p. 131. 

248 Levin, Synchromism and American Abstraction, p. 132. 

249 Macdonald-Wright, "Roots of Synchromism" in the Jan Stussy 
Papers, A. A. A., Reel: 3976, frs. 696-7. 

250 The gallery was Manzi-Joyant et Cie (see Appendix A for additional 
information). John Loughery gives an opinion on the subtle 
implications in Macdonald-Wright's gesture to both his brother Willard 
and Cezanne. See Loughery, Alias S. S. Van Dine. The Man Who Created 
Philo Vance (New York: Charles Scribner's Sons, 1992): 81-2. A 
comprehensive study of Geffroy as a critic and eventual supporter of 
Cezanne is JoAnne Paradise's Gustave Geffroy and the Criticism of 
Painting (New York and London: Garland Publishing Inc., 1985). 

251 Kermit Champa notes this 're-examination' of Cezanne among 
American early modernists in "Some Observations on American Art 
1914-1919: 'The Wise or Foolosh Virgin"' in Over Here! Modernism. The 
First Exile. 1914-1919, p. 21. 

252 See Agee , "Patrick Henry Bruce: A Major American Artist of Early 
Modernism," Arts of Virginia 17, no. 3 (Spring 1977): 14. In 1907 the 
year of Cezanne's retrospective, Bruce apparently had not been 
particularly captivated by Cezanne's achievements in depicting form. 
He had, in fact, written to Robert Henri in 1907 about the Salon 
d'Automne of that year, but had not mentioned Cezanne. "I should like 
exceedingly to have you see this Salon. . . .It is by far the most 
interesting exhibition we have in Paris. . . . All the new men-
personalities--are here. . . . It opens October 1 and if you should see it I 
am sure you would be much interested" (Letter from Bruce to Robert 
Henri, witten in 1907, Gertrude Stein Archive, Collection of American 
Literature, Beinecke Rare Book and Manuscript Library , Yale 
University) . For information regarding Bruce as a of Henri, see Gail 
Levin, "Patrick Henry Bruce and Arthur Burdett Frost, Jr.: From the 
Henri Class to the Avant-Garde," .A..!ll.. 53, no. 8 (April 1979): 102-6. See 
William Innes Homer's discussion of Bruce's rising interest in Cezanne 
beginning in 1909 ("The New Society of American Artists in Paris: Style 
and Sources" in The New Society of American Artists in Paris 1908-1912, 
exh. cat. Queens Museum, 1986, n. p.). 
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253 In Patrick Henry Bruce: American Modernist. A Catalogue Raisonne, 
exh. cat. (Houston: The Museum of Fine Arts, 1979), William Agee and 
Barbara Rose catalogue Bruce's Floral Still Life as B 12. 

254 Leaves is catalogued B 60. 

2 5 5 See Agee, "The Recovery of a Forgotten Modem Master" in Bruce. 
American Modernist. A Catalogue Raisonne, p. 17. A work already 
mentioned in connection with Weber and Sheeler, Cezanne's Fruits et 
feuillage provided Bruce with the idea of focussing on leaves as 
separate, dense, full structures, independent forms which assumed 
expanded non associative, abstract qualities in Compositions, the six 
color abstractions that Bruce painted in 1916. Concerning the extent to 
which these abstract works were extensions of the lessons learned from 
Matisse about Cezanne's structural color planes, see Agee, Synchromism 
and Color Principles, p. 23; also Agee, "The Recovery of a Forgotten 
Master," pp. 17-8. Agee and Rose offer the most comprehensive 
bibliography for Bruce in their catalogue raisonne of his work, pp. 213-
25. 

256 See Agee regarding the ongms of Bruce's "foliage" paintings 
("Recovery of Forgotten Modern Master, pp. 17-18). 

257 Agee and Rose catalogue Landscape as B 67. 

258 Sentier en forit is RWC 170. 

2 5 9 An inversion of the /\ compositional formation in Landscape, 
Summer is the V configuration permitting an expansion of foreground 
space that Cezanne often used in landscape compos1t10ns, and a 
compositional device which was used as well by Marin in Landscape, 
1913 (fig. 82) and Demuth in Trees and Rooftops, 1916 (fig. 95). 

260 Barbara Rose, "The Price of Originality" in Patrick Henry Bruce: 
American Modern, pp. 50-1. Although the Synchromists engaged in 
color abstraction at roughly the same time that Bruce was painting his 
abstract color constructions, there were differences in the 
understanding between the two groups concerning the purest 
constructive role of color, as a source of both space and light. Best seen 
in the six abstract Compositions, Bruce was close to Matisse and Neo
Impressionist color theory, dedicated to interaction of local color as 
pure, saturated, opaque hues free from tonal gradation; whereas, the 
Synchromists often graded color, using black and white as tones not 
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hues (See Barbara Rose, "The Price of Originality" in Bruce: American 
Modernist, pp 58-9). 

261 See Rose, "The Price of Originality," p. 63-5. Peinture is listed in 
Bruce's Catalogue Raisonne as DI. 

262 For the importance of Cezanne and Old Master pamtmg to Bruce's 
late still lifes begun in 1917, see Agee, "The Recovery of a Forgotten 
Modem Master" in Bruce: American Modernist, pp. 34-5. Often these 
geometric, architectonic still lifes are not finished, and although Bruce 
did not alter the shapes of the subject elements once he drew them in, 
he was constantly making alterations in the color relationships, again 
recalling Cezanne's process of making revisions in color during the 
painting of pictures in order to attain the proper relationships, the 
correct balance for the whole composition. For a discussion of this 
similarity between Bruce and Cezanne. See Barbara Rose, "Patrick 
Henry Bruce" in Patrick Henry Bruce. An American Modernist, exh cat. 
(New York: Washburn Gallery, 23 May to 30 June 1989): n. p. 



CHAPI'ER VI 

CONQUSION 

The knowledge they seek is not 

knowledge of something which 

comes into being for a moment 

and then perishes, but knowledge 

of what always is for 

geometrical knowledge is of that 

which always is.1 

Emerson had declared that the world was "plastic and fluid," terms 

given to an expansive condition of adaptability that accommodated 

difference and that was compatible with change in the realm of both 

body and soul: "Not he is great who can alter matter, but he who can 

alter my state of mind. "2 Furthermore, the Boston poet had endowed 

"plastic" with connotations of growth, life, and an association with 

"organic" expressions, "the new type which things themselves take 

when liberated ... 3 These expansive ideas and the imaginative words that 

expressed them were well-suited to describe the emancipation, 

excitement, and direction that the American early modernists found in 

Cezanne's art during the pre-World War I period. It was a time of 

fearlessness and grit, of daring to break loose from old norms for the 

sake of self-expression, individuality, and originality. The concept of 

vitality in artistic growth was crucial, and writers and artists who were 

476 
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instrumental in establishing an early modernist tradition expounded 

upon art with ideas and words derived from the common cultural base, 

an integral part of which was the literature of Whitman, Emerson, and 

James. 

These progressive painters and critics wrote about modern art as 

though it were an organic product, one prone to growth and new 

advances, with "plastic" ramifications in the light of Cezanne's 

precedent, but still anchored to relevant, art-historical lessons from the 

past. On the subject of creative expression, Fenollosa noted the 

importance of the "interpenetration of meaning [and] the organic 

union of parts," that the artist was required to weave into a "synthesis" 

of formal elements (line, Notan, color). 4 In a more specific context, 

Caffin ventured, "The final aim in Cezanne's simplification is to reach 

an organic unity," and Weber, too, in "Plastic Expression," had 

emphasized the need for an organic foundation for modem art. 5 In its 

early and formative stage, the artistic world of the early modernist and 

its orientation to Cezanne was "plastic and fluid," alive with an organic 

growth, a flexibility conducive to change, and a confidence that these 

concepts were embodied in Cezanne's art. 

In particular, these innovative, open-minded Americans were 

sensitive to the dichotomies and tensions peculiar to Cezanne's painting, 

to the fact that he had wrestled with the problem of creating a pictorial 

image in which the perceived solidarity and volumes in nature were 

recorded but with no less attention than that given to the flat plane of 



the pigmented picture surface. 
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This commitment to creating a balance 

between pictorial polarities was a feature, in fact, that made Cezanne's 

art exceptionally alive and "plastic." In his watercolors, for instance, 

often with only a few splashes of color spread upon the surface to depict 

a motif, Cezanne set forth compositional relationships that existed 

independently of the subject elements. 

In addition, part of the equation that accounted for the resilience 

of Cezanne's painting was its "plasticity" in bridging the artistic 

traditions of past and present. Without fixing a specific, uncontested 

model as his reference , Cezanne embedded in his art allusions to a 

variety of sources and standards. His watercolors periodically displayed 

characteristics of Oriental wash-drawings, and the unity and integrity 

of solids in his oil paintings were often formally organized in the spirit 

of the Old Masters .6 The backward glance, a gesture that gauged the 

features of various sources and energized resourceful natures, had long 

been lauded in this country , notably by Emerson who revered "a certain 

solidity of merit" in lasting truths, which in tum afforded insights into 

that which "is plastic and new."7 Likewise, Cezanne's work was "plastic" 

not only in its conversion of pictorial dichotomies into flexible formal 

relationships, but also in its incorporation of the principles from past 

art, the latter of which lent a lasting value to his purified pictorial 

designs. 

Cezanne had looked back and, in the interest of originality, had 

distilled ideas from the proven, time-tested art of earlier eras into a new, 
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individual style, and had, thereby, exemplified a crucial modern 

premise that the old could serve the new.8 William James underscored 

the same premise when he wrote of "plastic" truths as those that 

"mediated between still earlier truths ... 9 As the early modernists knew 

well, the flexibility to understand the present through the past in 

Cezanne's art was a veritable key to absorbing ideas from his paintings. 

Weber, of course, had done this in his earlier study of the order and 

coherence in Claude's wash drawings, noting a similar pictorial 

structure and treatment of subject matter in Cezanne's watercolors. 

After building a foundation in modern art according to basic 

examples found in Cezanne's painting, the Americans had pursued 

various avant-garde styles but had never advanced into new directions 

with unleashed abandon. There was always a tendency to conform to 

guiding principles that bore the sanction of durability and lasting 

values. And certainly, to be deeply immersed in the example of Cezanne, 

even in the earliest stages of experimentation, in no way meant a 

rejection of the Old Masters. Early modernists revered the sense of 

permanence and hallowed resolve in ancient and classic art which had 

stood the test of time and remained a model to be emulated, by spirit if 

not technique. Similar qualities existed in Cezanne's painting, which 

also came to be viewed as a repository of inspiration and fundamental 

principles to which references were liberating and never untimely. 

Cezanne's springboard to artistic freedom was consistent with past 

masters who served the new as a touchstone of high aesthetic 
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aspirations and standards, a stability direly needed toward the close of 

the second decade when the effects of the first World War shook 

everyone's security. Consequently, for the ten Americans, the ambition 

was never to reject "tradition" as it pertained to Old Masters; rather, they 

sought to create a modem style of painting, as Cezanne had, that was 

both rooted in the security of venerable traditions and bore the mark of 

new ideas and originality. 

In a general sense, the Americans' first recourse to Cezanne had 

focussed on the "radical" qualities in his painting that validated new 

ways of thinking about art: a landscape of Mount Sainte-Victoire, for 

instance, was not intended to exist as a topographical reference, but as 

an autonomous, self-contained entity, a design with laws absolutely its 

own. This highly progressive interpretation of Cezanne before World 

War I was followed by a much more sober re-investigation of Cezanne 

that reflected a wartime introspection and resultant loss of nerve. 

When the dislocations of the war were most keenly felt in this country, 

part of the contemporary impulse and part of the 'maturity' of the 

American early modernist artist sought to claim a lineage and 

connection with the past that was rooted in the American tradition of 

Emerson and Whitman, one marked by seemingly unshakable values. At 

the same time, these artists put less priority on creative boldness and 

sought instead a point of security and reference like that found in the 

art of Cezanne, which was already regarded as a benchmark of 

permanence and classic order. Subsequently, in the second half of the 
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second decade, the earlier bravura quelled, and there was a return to 

Cezanne, whose link to the past was undisputed and whose modern art 

had already acquired a "classic" kind of pennanence, especially to those 

in this country who considered that he was destined for Old Master 

status. Indeed, Cezanne, who had said that "the Louvre is the book in 

which we learn to read," was a well-spring for the kind of original but 

time-honored tradition m modern art that the ten American early 

modernists aspired to establish in this country .10 Furthermore, his art 

offered a safe return, a promise of security and order based upon the 

"classical" qualities that Americans sought to emulate in a second phase 

of Cezannesque painting. 

Typical of the painting executed by the Americans during this 

return to Cezanne was the more realistic and emphatically structural 

nature of the subject elements. 

"classic" and proven in Cezanne's 

For Americans, a quality deemed 

art was the lasting standard of 

geometry that guided the general compositional arrangements in his 

paintings, an order that was echoed as well in the contours of solid, 

simplified forms. In most cases, the complexities of spatial subtleties 

had less appeal than did the concrete integrity of "plastic," sculptural, 

three-dimensional mass. The balance between a volumetric form and 

the demands of the flat picture plane was a lesson retained, but not one 

quite so readily used as a springboard toward abstraction. There was 

instead a regained interest in depicting geometric form as solid, three

dimensional objects in space, tangible entities, perceptual realities, and 
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statements of permanence In Hartley's pastel still lifes of 1918, for 

example, the singular pieces of fruit appear wooden in their assertive , 

unbroken surfaces. Sheeler's severely unadorned flower-pieces from 

the same year have rigid stems, petals, and leaves that are too hard and 

opaquely rendered to seem organic and Marin's broadly applied color 

planes in a 1918 watercolor stamp the side of a mountain as a finite, 

carefully constructed form. In Weber's Still Life of 1920, the tabletop 

elements have ample space between them so that the gravity of each 

object draws the fullest attention possible. I 1 

The second time around, Cezanne was less a point of departure 

than a point of reference. The time-honored stature of his "classic" art 

still represented a complex synthesis of pictorial traditions, old and new. 

but many looked more closely than ever to the strength of his geometric 

forms: Demuth in the architectural landscapes, Scharnberg in the 

Geometrical Patterns, and Bruce in the hard-edged still lifes begun in 

1917. The same could be said for Russell in Archaic Composition No. I, 

1915 (fig. 130), a composite of strong contours and tactile surfaces in 

which a partial self-portrait coexists with abstracted and representative 

elements. Russell's painting expresses a static pictorial order far 

removed from the mysterious forms and movement of the Synchromies 

and signals the more realistic paintings to follow later in the same year 

( 1915). 12 It is difficult to establish a certain date when American artists 

underwent some degree of self-examination in response to unsettling 

wartime fears, but the predominant features of structure and geometry 
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in the art of Cezanne seemed to offer reassurance. I 3 In the first decade 

of the century, Americans had responded to the simplicity of basic 

unadorned form in Cezanne's art and, in the unrest of the later 1910s, 

these forms had even greater appeal as architectonic entities with 

associations of stability. As geometry had been a seminal source of 

lasting value in antique art for centuries, so it served artists in this 

country, who were quite familiar with Cezanne's dictum to 

"Treat nature by means of the cylinder, the sphere, the cone. 

Bernard: 

nI 4 

Even after World War I, American modernists saw in the art of Cezanne 

a concrete manifestation of order and control and, therefore, found it to 

be satisfying in a way that "classic" art had always been. I 5 

Certainly, 

painting before 

Americans had aligned "classic" art with Cezanne's 

the war, especially those who knew of Matisse's 

pronouncements to 

Cezanne's art had 

that effect. I 6 Weber, for one, had implied that 

"classic" prestige, his achievements ideal and like 

Giotto's "most real and plastic and therefore . . . rare and distinguished"; 

in another instance, a writer referred to Cezanne as a "classicist" who 

"like Ingres . . . demands order, measure, the harmonious scheme that is 

essential." I 7 Hartley wrote of Cezanne's art in terms of "the heights of 

universality, which is another way of naming the classical vision." 1 8 

More succinctly, Willard Wright, in his book Modern Painting, made a 

case for the "classic" nature of Cezanne's art by tying it to Old Master 

painting and then, on a more comparative note, stating that Cezanne's 

"early figure pieces" are "classic in the best sense; in them is an 
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orderliness which Manet and the Impressionists never possessed." 1 9 A 

year later, in 1916, Wright emphasized his claim for Cezanne and 

focused on the link of past and modern art through the example of a 

"classic" Cezanne: 

Serious modem art . . . is only a striving to rehabilitate the 

natural and unalterable principles . . . to be found in the old 

masters, and to translate them into relative and more 

comprehensive terms. Cezanne applied . new methods to 

the expression of the rhythmic laws of composit10n and 

organization which had been established by the old masters. 2 O 

Yet, of major significance is the fact that the early modernists 

who returned to Cezanne after the initial flurry of excitement did so 

with the same kind of reverence normally accorded to much older art, 

treating a source so shortly before considered strange and primitive as 

a "classic" model or measure against which to judge the efforts of their 

individual creativity. This re-examination of Cezanne was a free-styled 

action, not taken in mimicry of a European activity, but initiated on 

native ground and born of American traditions. It was an enterprise 

that valued empiricism and direct perceptual experience as the 

inspiration for art; it was based upon a salient characteristic of 

American aesthetics: a respect for the material form that, although it 

did not bar abstraction, certainly impeded an undisturbed growth and 

flow into totally abstract painting. 2 1 
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This re-examination of Cezanne is more striking when seen 

against the backdrop of post-war classicism in Europe, an important 

artistic vein that artists such as Picasso and Leger continued to mine 

throughout the 1920s.22 European artists, however, tended to look for 

inspiration and rejuvenation in a classicism that stemmed from antique 

sources and was not necessarily connected with the Old Master artists 

who had been so prized by Cezanne. In fact, after the war, most French 

modern artists devalued Cezanne as an artist and , in contrast to the 

reaction of American early modernists, rejected his "classic" model and 

any idea that his work had sufficient weight or refinement to provide a 

much needed reassurance or gravity of truth. 2 3 For Americans, 

Cezanne's importance was enduring because he brought to modern art 

the surety of a relevance from the past. The return to Cezannesque 

styles satisfied a need for the classical, for the lasting constructive 

geometry of natural objects, executed and ordered with a deliberation 

that was focused upon the whole of the composition or design and that 

had a presence as valid as any example from much older art. Because 

the path to Cezanne hinged on enlightened attitudes and a willingness 

to explore art in the broadest sense, Americans, although fascinated 

with the new breakthroughs, recognized that in the originality was the 

mosaic of the past, which included liberated aspirations intolerable of 

the superficial bounds of mere reiteration. The classical and the 

modern merged in Cezanne , the lasting order of geometry and the 

immediacy and physicality of perceptual experience stimulated by the 
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By maintaining a steadfast allegiance to 

Cezanne, early modernist artists for the first time provided America 

with a tradition in painting and an evaluative attitude about modern art 

that did not wholly reflect thought and artistic developments from 

abroad. It was, instead, peculiarly American in the consensual linkage 

of "modem," "classic," and Cezanne. 
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Fig. 1. Paul Cezanne, Portrait de Madame Cezanne, 1872-7 (V. 229), oil 
on canvas, Art Salon Takahata, Osaka, Japan. 
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Fig. 2. Paul Cezanne, Les Baigneurs au repos, 1875-6 (V. 276), oil on 
canvas, The Barnes Foundation Collection, Merion, PA. 
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Fig. 3. Paul Cezanne, La Conduit d'eau, 1879-82 (V. 310), oil on canvas, 
The Barnes Foundation Collection, Merion, PA. 
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Fig. 4. Paul Cezanne, Pommes, 1873-7 (V. 191), oil on canvas, Private 
Collection. 
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Fig. 5. Paul Cezanne, Trois Baigneuses, 1879-82 (V. 381), oil on canvas, 
Musee de la ville de Paris, Petit Palais. 
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Fig. 6. Paul Cezanne, Bouquet de fleurs, 1902-3 (V. 757), oil on canvas, 
The National Gallery of Art, Washington, D. C. 
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Fig. 7. Paul Cezanne, Sucrier, poires et tapis, 1890-4 (V. 624), oil on 
canvas, The Philadelphia Museum of Art 
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Fig. 8. Paul Cezanne, La Montagne Sainte-Victoire, 1885-7 (RWC 279), 
pencil and watercolor on paper, The Courtauld Institute Galleries , 
London. 
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Fig. 9. Alfred Stieglitz, The Steerage, 1907, photogravure, Private 
Collection. 
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Fig. 10. Paul Cezanne, Les Joueurs de cartes, 1890-2 (V. 559), oil on 
canvas, The Metropolitan Museum of Art, New York. 



Fig. 11. Morton Scharnberg, Figure B (Geometrical Patterns), 
on canvas, Private Collection. 
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Maurice Prendergast, Pincian Hill , Rome, 1898, 
paper, The Phillips Collection, Washington, D. 
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Fig. 13 Maurice Prendergast, Carnival (Franklin Park, Boston), ca. 
1896-7, watercolor and pencil on paper, Museum of Fine Arts, Boston. 
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Fig. 14. Maurice Prendergast, Luxembourg Gardens, ca. 1907, 
watercolor and pencil on paper, present location unknown. 
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Fig. 15. Maurice Prendergast, Beach Scene, St. Malo, ca. 1907, 
watercolor, pencil, and charcoal on paper, The Cleveland Museum of 
Art. 
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Fig. 16. Paul Cezanne, La Montagne Sainte-Victoire, 1888-90 (RWC 
284), watercolor on paper, Smith College Museum of Art, Northampton, 
MA. 
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Fig. 17. Paul Cezanne, La Remise a Chateau Noire, 1890-5 (RWC 384), 
pencil and watercolor on paper, The Barnes Foundation Collection, 
Merion, PA. 
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Fig. 18. Maurice Prendergast, Summer Day, New England, ca. 1910-11, 
watercolor and charcoal on paper, The Corcoran Gallery of Art, 
Washington, D. C. 
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Fig. 19. Paul Cezanne, Portrait de Chocquet, 1876-7 (V. 283), oil on 
canvas, The Philadelphia Museum of Art. 
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Fig. 20. Maurice Prendergast, Cinerarias 
canvas, The Whitney Museum of American 

and Fruit, ca. 1910-13, oil 
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Fig. 22. Maurice Prendergast, Girl in Blue, ca. 1910-13, oil on canvas, 
Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, 
Gift of Joseph H. Hirshhom, 1966. 
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Fig. 23. Maurice Prendergast, Five Bathers, ca. 1910-13, oil on panel, 
Fundacion Robert Brady A. C. 
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Fig. 24. Maurice Prendergast, Four Nudes at the Seashore, ca. 1910-13, 
oil on panel, Williams College Museum of Art, Williamstown, MA. 
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Fig; 25. Paul Cezanne, Baigneuses devant la tente, 1883-5 (V. 543), oil 
on canvas, Staatsgalerie, Stuttgart. 
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Collection. 

Ondines, 1883-5 (V. 

516 
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Fig. 27. Maurice Prendergast, Autumn in the Mountains, ca. 1910-13, 
watercolor and pencil on paper, Private Collection. 
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Prendergast, Bathers, 1916-19, watercolor, graphite, 
black chalk underdrawing, The Saint Louis Art 
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Fig. 29. Max Weber, My Studio in Paris, 1907, oil on canvas, Private 
Collection. 
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Fig. 30. Max Weber, Three Tulips , 1907, oil on canvas, Private 
Collection. 
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Fig. 31. Paul Cezanne, Portrait de Louis Guillaume, 1879-82 (V. 374), oil 
on canvas, The National Gallery of Art, Washington, D. C. 
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Fig. 32. Max Weber, Portrait of Abraham Walkowitz, 1907, oil on 
canvas, The Brooklyn Museum. 
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Fig. 33. Max Weber, The Bathers, 1909, oil on canvas, The Baltimore 
Museum of Art (The Cone Collection). 
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Fig. 34. Paul Cezanne, Cinq Baigneuses, 1885-7 (V. 542), Offentliche 
Kunstsammulung Basel, Kunstmuseum. 
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Fig. 35. Henri Matisse, Le Nu bleu, 1907, oil on canvas, The Baltimore 
Museum of Art (The Cone Collection). 
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Fig. 36. Henri Matisse, Baignade, 1907, oil on canvas, Private 
Collection. 
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Fig. 37. Max Weber, Still Life with Banana, 1909, oil on canvas, The 
Forum Gallery, New York. 
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Fig. 38. Paul Cezanne, Pommes et oranges, 1895-1900 (V. 732), oil on 
canvas, Musee d'Orsay, Paris. 
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Max Weber, Crouching Nude 
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Fig. 40. Georges Braque, La Femme, 1908, ink drawing, present 
location unknown, formerly collection of Gelett Burgess. 
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Fig. 41. Max Weber, The Geranium, 1911, oil on canvas, The Museum of 
Modem Art, New York. 
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Fig. 42. Max Weber, Chinese Ginger Jar, 1911, oil on canvas, Private 
Collection. 
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Fig. 43. Max Weber, Forest Scene, 1911, water with graphite on paper, 
The Forum Gallery, New York. 



534 

Fig. 44. Georges Braque, Trees at L'Estaque, 1908, oil on canvas, Private 
Collection. 
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Fig. 45. Paul Cezanne, Fruits et feuillage, 1890-4 (V. 613), oil on 
canvas, present location unknown. 
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Max Weber, Central Park, 1911, watercolor on paper, present 
unknown. 
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Fig. 47. Paul Cezanne, Arbres et roches, ca. 1890 (RWC 328), pencil and 
watercolor on paper, The Philadelphia Museum of Art. 
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Fig. 48. Max Weber, Landscape, 1911, watercolor on paper, Yale 
University An Gallery. 
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Fig. 49. Paul Cezanne, Sous-bois, 1885-1900 (RWC 440), pencil and 
watercolor on paper, present location unknown. 
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Fig. 50. Max Weber, Connecticut Landscape, 1911 , oil on wood panel, 
estate of the artist. 
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Claude Lorraine (Claude Gellee), Wash Drawing, 17th century. 
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Fig. 52. Max Weber, Alvin Langdon Coburn, 1911, oil on canvas, 
Private Collection. 
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Fig. 53. Paul Cezanne, Portrait de Cezanne , 1879-82 (V. 365), oil on 
canvas, The National Gallery, Milbank, London. 
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Fig. 54. Paul Cezanne, Portrait de Cezanne, 1879-82 (V. 366), oil on 
canvas, Private Collection. 
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Fig. 55 . Max Weber, Abstract Still Life, 1912, gouache with graphite on 
paper, The Forum Gallery, New York. 
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Pablo Picasso, Untitled Still Life, 1908, oil on board, formerly 
collection of Max Weber, now owned by his daughter Joy 
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Fig. 57. Max Weber, Three Crystal Figures, 1910, oil on board, The 
Forum Gallery, New York. 



548 

) 

Fig. 58. Max Weber, Female Nude Standing , 1912, graphite on paper, 
Hirshhom Museum and Sculpture Garden , Smithsonian Institution, 
Gift of Joseph H. Hirshhom, 1966. 
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Fig. 59. Max Weber, Still Life, 1920, oil on canvas, Hirshhom Museum 
and Sculpture Garden, Smithsonian Institution, Gift of Mr. and Mrs. 
Sol Pishko. 
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Fig. 60. Marsden Hartley, Group of Pears, 1923, lithograph, University 
of Minnesota Art Museum, Minneapolis (The Ione and Hudson Walker 
Collection). 
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Fig. 61. Marsden Hartley, Still Life, 1910, pastel and gouache on paper, 
The Saint Louis Art Museum. 
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Fig. 63. Marsden Hartley, Landscape No. 32, 1911, watercolor on paper, 
University of Minnesota Art Museum, Minneapolis (The Hudson and 
lone Walker Collection). 
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Fig. 65. Pablo Picasso, Pears and Apples, 1908, oil on panel, Private 
Collection. 
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Fig. 66. Pablo Picasso, Fruit and Wineglass 1908, tempera on panel, The 
Museum of Modem Art, New York. 
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Fig. 67. Marsden Hartley, Fruit Still Life, 1912, oil on canvas, Georgia 
Museum of Art, The University of Georgia, Athens. 
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Fig. 68. Marsden Hartley, Musical Theme , No . 2 (Bach Preludes et 
Fugues). 1912, oil on canvas mounted on masonite , Private Collection. 
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Fig. 69. Marsden Hartley, Abstraction, 1916, oil on board, The Solomon 
R. Guggenheim Museum, New York. 
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Fig. 70. Marsden Hartley, Still Life with Fruit, 1916, oil on canvas, The 
Berkshire Museum, Pittsfield, MA. 
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Fig. 71. Marsden Hartley, Still Life: Three Pears, 1918, pastel on paper. 
Williams College Museum of Art, Williamstown, MA. 
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Fig. 72. Marsden Hartley , Still Life No. 5, 1918, pastel on paper 
mounted on board, University of Minnesota Art Museum, Minneapolis 
(The Hudson and Ione Walker Collection). 
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Fig. 73. Marsden Hartley, New Mexico, 1918 , pastel on cardboard, 
University of Minnesota Art Museum, Minneapolis (The Hudson and 
lone Walker Collection). 
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Fig. 74. Marsden Hartley, Arroyo Hondo, Valdez, 1918, pastel on 
cardboard, The Phoenix Art Museum. 
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Fig. 75. Paul Cezanne, La Montagne Sainte-Victoire vue des environs 
de Saint-Marc, ca. 1900 (RWC 598), pencil and watercolor on paper, 
Musee Granet, Aix-en-Provence . 
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Fig. 76. Paul Cezanne, La Montagne Sainte-Victoire, ca. 1900 (RWC 
499), pencil and watercolor on paper, Private Collection. 
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Fig. 77. Charles Demuth, Landscape after Marin, 1914, watercolor on 
paper, Private Collection. 



Fig. 78. 
Berkshire 

..... 
. .. ......... 

John Marin, Be r ks h ires • 
Museum, Pittsfield, MA. 

1912, 
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watercolor on paper, The 
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Fig. 79. John Marin, Adirondacks 
on paper, Kennedy Galleries, Inc., 

ca. 1913, 
York. 

/, 
New 
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watercolor and graphite 
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Fig. 80. John Marin , landscape, 1913, watercolor on paper, The 
Cleveland Museum of Art. 
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Fig. 81. Paul Cezanne, Paysage pres du las de Bouffan, 1878-83 (V. 304), 
oil on canvas, The National Gallery, Oslo. 
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Fig. 82. Charles Demuth, Bathers at a Dock, undated, watercolor and 
pencil, The Philadephia Museum of Art. 
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Fig. 83. Paul Cezanne, Baigneur aux bras ecartes, 1885-7 (V. 549), oil 
on canvas, Private Collection. 



Fig. 84. 
and ink 

Charles Demuth, Men Swimming , No. J, ca. 
on paper, present location unknown. 
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1910, watercolor 
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Fig. 85. Paul Cezanne, small Les Baigneurs, 1896-97 (V. 1156), color 
lithograph, Offentliche Kunstsammulung Basel, Kunstmuseum. 
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Fig. 86. Paul Cezanne, large Les Baigneurs, 1896-8 (V. 1157), 
lithograph in black; handcolored by the artist, Josefowitz Collection. 



Fig. 87. 
Private 

Charles Demuth, 
Collection. 

New Hope Landscape, 

577 

1908, oil on canvas, 
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Fig. 88. Paul Cezanne, Effet de neige, 1872-3 (V. 137), oil on canvas, 
present location unknown. 
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Fig. 89 . Charles Demuth, Landscape, Maine, 1909-10, oil on 
paperboard, Hirshhorn Museum and Sculpture Garden, Smithsonian 
Institution, Gift of Joseph H. Hirshhom, 1966. 
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Fig. 90. Paul Cezanne, Le Golfe de Marseille, vu de L'Estaque, 1883-5 (V. 
429), oil on canvas, The Metropolitan Museum of Art, New York. 
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Fig. 91. Paul Cezanne, La Montagne Sainte-Victoire, 1900-2 (RWC 502), 
pencil, gouache, and watercolor on paper, Musee du Louvre, Paris. 
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Fig. 92. Charles Demuth, Mt. Gilboa #5, ca. 1912-15 , watercolor on 
paper, Hirshhorn Museum and Sculpture Garden, Smithsonian 
Institution, Gift of Joseph H. Hirshhom, 1966. 
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Fig. 93. Charles Demuth, Trees and Rooftops, 1916, watercolor on 
paper, Private Collection. 



584 

/ 

Fig. 94. Charles Demuth, Bermuda Landscape, 1917, watercolor on 
paper, Hirshhorn Museum and Sculpture Garden, Smithsonian 
Institution, The Joseph H. Hirshhom Bequest, 1981. 
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Fig. 95. Charles Demuth, Rooftops and Trees, 1918, watercolor and 
pencil, The Corcoran Gallery of Art, Washington, D.C. 
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Fig. 96. Paul Cezanne, Paysage de Provence, 1890-5 (RWC 390), pencil 
and watercolor on paper, Private Collection. 
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Fig. 97. Paul Cezanne, Toits et arbre, 1888-90 (RWC 360), watercolor on 
paper, Museum Boymans-van Beuningen, Rotterdam. 
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Fig. 98. Paul Cezanne, Toits de L'Estaque, 1878-82 (RWC 116), pencil and 
watercolor on paper, Museum Boymans-van Beuningen, Rotterdam. 
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Fig. 99. Morton Scharnberg, Landscape (with Houses), 1910, oil on 
panel, Private Collection. 



Fig. 100. 
location 

590 

Paul Cezanne, Paysage, 1885-7 (V. 482), oil on canvas, present 
unknown. 
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Fig. 101. Morton Scharnberg, Seascape, 1910-11, pastel on board, 
Private Collection. 
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Fig. 102. Morton Scharnberg, Still Life (Bowl and Grapes) , 1911, oil on 
board, Private Collection. 
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Fig. 103. Morton Scharnberg, Studio Interior, ca. 1912, oil on canvas, 
Private Collection. 
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Fig. 104. Paul Cezanne, Portrait de Victor Chocquet, 1879-82 (V. 373), 
oil on canvas, The Museum of Modem Art, New York. 
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Fig. 105. Kitagawa Utamaro, The Artist Kitao Masanobu Relaxing at a 
Party, ca. 1788, color woodcut, The Metropolitan Museum of Art, New 
York. 
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Fig. 106. Charles Sheeler, Plums on a Plate, 1910, oil on wood panel , 
Private Collection. 



597 

Fig. 107. Charles Sheeler, Peaches in a White Plate, 1910, oil on 
canvas, Private Collection. 
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Fig. 108. Paul Cezanne, Fruits sur la table, 1890-4 (V. 608), oil on 
canvas, The Barnes Foundation Collection, Merion, PA. 
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Fig. 109. Paul Cezanne, Quatre Peches sur une assiette, 1890-4 (V. 614) , 
oil on canvas, The Barnes Foundation Collection, Merion, PA. 



600 

Fig. 110. Paul Cezanne, Un Coin de table, 1895-1900 (V. 746), oil on 
canvas, The Barnes Foundation Collection, Merion, PA. 



Fig. 111. 
of George 

Morgan Russell, Bathers, ca. 
Hopper Fitch. 

1908, 
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oil on masonite, Collection 
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Fig. 112. Paul Cezanne, Les Baigneurs, ca. 1895 (V. 724), oil on canvas, 
The Baltimore Museum of Art (The Cone Collection). 
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Fig. 113. Paul Cezanne, Groupe de baigneurs, 1892-4 (V. 590), oil on 
canvas, The Barnes Foundation Collection, Merion, PA. 



Fig. 114 
cardboard, 

Morgan Russell, Nude Men on 
Collection of Dr. and Mrs. William 

the 
Q. 

Beach, 
Sturner. 
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1910, oil on 
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Fig. 115 Morgan Russell, Pencil Sketch after Cezanne's "Baigneurs aux 
bras ecartes," 1910, Morgan Russell Archives, The Montclair Art 
Museum. 
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Fig. 116. Morgan Russell, Apple Still Life, ca. 1910, oil on canvas, 
Morgan Russell Archives., The Montclair Art Museum. 
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Fig. 117 Morgan Russell, Geranium, 1912, oil on canvas, Private 
Collection. 



Fig. 118. 
G. Biihrle 

608 

Paul Cezanne, Les Petunias, 1875-6 (V. 198), oil on canvas, E. 
Collection, Zurich. 
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Fig. 119. Morgan Russell, Three Apples, ca. 1910-15? oil on cardboard, 
The Museum of Modem Art, New York. 
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Fig. 120. Morgan Russell, Apple and Pear Still Life, ca. 1915, oil on 
canvas, The Montclair Art Museum, Montclair, NJ. 
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Fig. 121. Stanton MacDonald-Wright, Still Life of Vase and Fruit, 1911-
13, oil on panel, Private Collection. 



612 

Fig. 122. Stanton MacDonald-Wright, Portrait of the Artist's Brother, 
1914, oil on canvas, The National Portrait Gallery , The Smithsonian 
Institution, Washington, D. C. 
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Fig. 123. Paul Cezanne, Portrait de Gustave Geffroy, 1895 (V. 692), oil 
on canvas, Private Collection. 
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Fig. 124. Stanton MacDonald-Wright, Still Life No. 1, 1916-17, oil on 
pasteboard, The Columbus Museum of Art. 
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Fig. 125. Patrick Henry Bruce, Floral Still Life, ca. 1910, oil on canvas, 
Private Collection. 
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Fig. 126. Patrick Henry Bruce, Leaves, 1912, oil on canvas, Private 
Collection. 
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Fig. 127. Patrick Henry Bruce, Landscape, 1912, oil on canvas, Museum 
of Fine Arts, Houston; Gift of William Kennedy and Benjamin F. 
Garber. 
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Fig. 128. Paul Cezanne, Sentier en foret, 1882-4 (RWC 170), pencil and 
watercolor on paper, Private Collection. 
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Fig. 129 Patrick Henry Bruce, Peinture, 1917-18, oil and pencil on 
canvas, Collection of Rolf Weinberg, Zurich. 
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Fig. 130. Morgan Russell, Archaic Composition No. I, 1915, oil on 
canvas, The Museum of Modem Art, New York. 



APPENDIX A 

Cezanne jn European Art Exhjbjtjons. 1900-1920 

1900 
Apr
Oct 

1900 

1900 
first Oct 

1901 
Mar 1-31 

1901 
May 9 -
Jun 12 

1901 
Apr 20 -
May 21 

1902 

1902 
Mar
May 

1902 

1903 
Spring 

1903 
March 

1903 
April 

(Public Salons and Private Galleries) 

Paris. Exposition Universelle. "Exposition 
centennale de l'art frarn;ais, 1800-1899." 3 oils. 

Paris. Auction of Eugene Blot Collection of May 
Modern Art. 5 oils 

Berlin. Galerie Paul Cassirer. [One-man show: 
exhibition of Cezanne in Germany.] 12 works. 

Brussels. Salon de la Libre Esthetique. 2 works. 

The Hague. Eerste Internationale 
Tentoonstelling. 4 works. 

Paris. Salon des Artistes Inctependants. 2 oils.1 

Paris. Galerie Bernheim-Jeune. 

Paris. Salon des Artistes Independants. 3 oils. 

Aix. Societe des Amis des Arts. 2 works. 

Berlin. Ausstellung der Berliner Sezession. 3 oils. 

Paris. Sale of Emile Zola's ten oil paintings by 
Cezanne. 

Paris. Galerie Bernheim-Jeune. Oeuvres de 
l 'ecole impressioniste. 
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1903 

1904 
Spring 

1904 

1904 
Oct 15 -
Nov 15 

1904 
Oct -
Nov 

1905 
Jan
Feb 

1905 
Oct 18-
Nov 25 

1905 
Spring/ 
Summer 

1906 
Jan
Feb 

1906 
Feb-Mar 

1906 
Feb 20-
Mar 14 

1906 

Vienna. Impressionisten ausstellung der Weiner 
Sezession. 7 works. 

Brussels. Salon de la Libre Esthetique: Exposition 
des peintres impressionistes. 9 works. 

Berlin. Galerie Paul Cassirer. [Second one-man 
show in Germany]. 

Paris. Salon d' Automne salle Cezanne. 30 oils, two 

drawings.2 

Dresden. Galerie Emil Richter. [Impressionist 
Exhibition] . One or more works. 

London. Grafton Gallery (exhibition organized by 
Durand-Ruel). French Impressionist Pictures by 
Boudin. Cezanne. Degas. Manet. Monet. Morisot. 

Pissarro. Renoir. Sisley. 10 oils.3 

Paris. Salon d'Automne. 10 oils. 

Paris. Galerie Ambroise Vollard. [Aquarelles de 
Cezanne] . 

London. New Gallery: Exhibition of the 

International Societv, 2 oils.4 

Bremen. Kunstverein . Internationale 
Ausstellung. 

Berlin. Galerie Paul Cassirer. 

Paris. Galerie Ambroise Vollard. 12 works. 
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1906 
Oct
Nov 

1906 

1907 
Mar 2-
Apr 2 

1907 
June 17-29 

1907 
Sept
Oct 

1907 
Oct 1-22 

1907 
Oct
Nov 

1907 
Nov 14-30 

1907 
Dec 10-31 

1907 
Dec 15-
Jan 4, 1908 

1907-11 

1908 
Spring 

1908 
May
June 

Paris. Salon d'Automne. 10 works. 

Aix. Societe des Amis des Arts. 1 watercolor. 

Paris. Exposition d'Art Francais Contemporain. 

Paris. Galerie Bernheim-Jeune. Les Aquarelles 
de Cezanne. 79 watercolors. 

Berlin. Galerie Paul Cassirer. Cezanne 
Aquarelles. 69 watercolors. 

Paris. Grand Palais. Salon d'Automne. 
Retrospective de Cezanne. 56 works, including 7 
watercolors. 

Prague. Pavillon Manes. Tableaux Modernes . 

Paris. Galerie Bernheim-Jeune. Fleurs et natures 
mortes. 

Paris. Galerie Eugene Blot (Group Exhibition). 

Paris. Galerie Bernheim-Jeune. Portraits 
d'hommes. 

Amsterdam. Rijksmuseum. (Long-term loan: 
Vase de fleurs et pommes. 1883-87, V. 513.) 

Berlin. Ausstellung der Berliner Sezession. 2 
watercolors. 

Paris. Galerie Durand-Ruel. Exposition de natures 
mortes par Monet. Cezanne. Renoir. 
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1908 
July 

1908 
5 Oct 15-
Nov 8 

1908 
Dec 21, 1908-
Jan 16, 1909 

1909 
Spring 

1909 
May 3-15 

1909 
Nov 12-
Dec 4 

1909 
Nov
Dec 

1910 
20 Jan 10-22 

1910 
Spring 

1910 
Apr 20-
May 15 

1910 
June
August 

1910 
June
Sept 

London. New Gallery. Exhibition of the 
International Society. 

Berlin. Galerie Paul Cassirer. Ausstellun&. 4 oils, 
watercolors. 

Paris. Galerie Druet (Group Exhibition). 

Berlin. Ausstellung der Berliner Sezession. 

Paris. Galerie Bernheim-Jeune. Aguarelles et 
Pastels. 20 watercolors. 

Paris. Natures mortes et Fleurs. 

Berlin. Galerie Paul Cassirer. Cezanne . 

Paris. Galerie Bernheim-Jeune. Cezanne . 48 oils, 
watercolors. 

Berlin. Ausstellung der Berliner Sezession. 1 oil. 

Florence. Lyceum. 

Brighton. Public Art Galleries. Modern French 
Artists. 

Paris. Galerie Ambroise Vollard. Figures de 
c ez an n er 24 works (portraits and figure 
paintings). 
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1910 
Oct
Nov 

1910 
Nov 8, 1910-
Jan 15, 1911 

1911 
March 

1911 

1911 

1911 
May 20-
July 2 

1911 
1911 
Oct 6-
Nov 5 

1911 
November 

1911 
Winter 

1912 

1912 
Jan
Feb 

1912 
April 

1912 
May 25-
Sept 30 

Leipzig. Ausstellung Franzosischer Kunst des 18. 
19 und 20 Jahrhunderts. 

London. Grafton Gallery. Manet and the Post
Impressioni sts. 21 works . 

Berlin. Galerie Paul Cassirer. 

Paris. Galerie Bernheim-Jeune. L 'eau . 

Munich. Alte Pinakothek. Collection Nemes. 

Dilsseldorf. Stadtische Kunsthalle. Ausstellun~ 

des Sonderbundeswestdeutscher Kunstfreunde 
und Kunstler. 3 watercolors, oils (?). 

Budapest. Musee des Beaux-Arts. Collection 
Nemes.Amsterdam. Stedelijk Museum. Moderne 
Kunst 

London. Stafford Gallery. [Cezanne and Gauguin]. 

Berlin. Ausstellung der Berliner Sezession XXIII, 
Graphics . 

St. Petersburg. Exposition centennale d'art 
franc;ais. 

Vienna. Galerie Miethke. 

Berlin. Galerie Paul Cassirer 

Cologne. Stadtische Ausstellungshalle. 
Sonderbund Internationale Kunstausstellung. 2 6 
oils, 2 watercolors. 
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1912 
July 

1912 
July 18-
Sept 30 

1912 
Oct 1-
Nov 8 

1912 
Oct 5-
Dec 31 

1912 

1912 

1912 
Oct 

1913 
Jan-Feb 

1913 
Mar 8-
Apr 13 

1913 
Spring 

1913 
May-Oct 

1913 
May-Jun 

1913 
Summer 

Hagen. Folkwang Museum. Modeme Kunst. 

Frankfurt. Ausstellung Frankfuerter 
Kunstverein. Die Klassische Malerei Frankreichs 
im 19. Jahrhunderts. 

Paris. Sal on d' Automne . "Exposition de portraits 
du XIXe Siecle." 

London. Grafton Gallery. Second Post
Impressionist Exhibition. 5 oils, 6 watercolors.5 

Paris. Galerie Manzi, Joyant & Cie. Exposition 
d'Art Moderne. 

Diisseldorf. Stadtische Kunsthalle. Collection 
Nemes. 

Munich. Modem Galerie. 

Vienna. Galerie Miethke. 

Brussels. Salon de la Libre Esthetique. 
Interpretations du Midi. 3 watercolors (oils?) 

Berlin. Ausstellung der Berliner Sezession. 

Stuttgart: Kunstgebaude. Grosse 
Kunstausstel lung. 

Darmstadt. Gemaelde-Sammlung G.F. Reber. 
Barmen. 14 works. 

Berlin. Galerie Paul Cassirer. 
Sommerausstellung. 14 works. 
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1913 
Oct -Nov 

1913 

1913 
Nov
Dec 

1913 
Nov 

1913 

1914 
Jan 6 -17 

1914 
8 Feb 1-
Mar 31 

1914 
Feb-June 

1914 
Spring 

1914 
Apr -
May 

1914 
Apr
Sept 

1914 
Summer 

1914 

1914 
May 15-

Cologne. Kunstverein Gemaldegalerie. 
Er<>ffn un gausstel lung. 

Rome. Prima Esposizione Internazionale d'Arte 
della Secessione. 

Paris. Galerie Eugene Blot. (Aquarelles de 
Cezanne]. 24 or 26 watercolors. 

Berlin. Galerie Paul Cassirer. 

Budapest. Ernest Museum. FranzOsische Malerei 
des 19. Jahrhunderts. 

Paris. Galerie Bernheim-Jeune. Cezanne. Oils, 7 
watercolors. 

Bremen. Kunsthalle. Internationale Ausstellung . 
watercolors (oils?). 

Rome. Secessione. II. Internazionale. 13 
watercolors (oils?). 

Paris. Musee du Louvre (acquires 5 paintings by 
Cezanne: Count Isaac de Camondo Bequest). 

Dresden. Galerie Ernst Arnold. FranzOsische 
Malerei des 19. Jahrhunderts. 8 watercolors 
(oils?). 

Berlin. Ausstellung der Freie Sezession. 

Berlin. Galerie Paul Cassirer. 
Sommerausstellun g. 7 watercolors( oils?). 

Paris. Galerie Ambroise Vollard. Paul Cezanne. 

Copenhagen. Statens Musseum for Kunst. Fransk 
Malerkonst d. 19 Jahrhonderts. 
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June 30 

1914 

1915 

1915 

1916 
Oct 29-
Nov 26 

1917 
June 14-23 

1917 
Nov 

1918 
3 Jan
Feb 

1919 

1919 

1919 
Dec 18-
Jan 20 

1919-
1920 

1920 
Apr 19 -
May 8 

1920 
July 

1920 
Dec 1-18 

London. Grosvenor House. Modern French Art. 

Berlin. Galerie Paul Cassirer. 

Paris. Galerie Manzie, Joyant & Cie. Exposition 
d'Art Modeme. 

Winterthur. Kunstwerein. Ausstellung 
FranzOsischer Malerei. 

Paris. Galerie Bernheim-Jeune. Exposition de 
peinture modeme . 

Zurich. Kunsthaus. FranzOsische Kunst des 19. 
und 20. Jahrhunderts . 

Oslo. Kunstnerforbundet. Den franske Utstilling. 
watercolors. 

Paris. Galerie Cres (org. by Vollard). Paul 
Cezanne. 

Budapest. Muscamok. First Exhibition of 
Socialized Art Treasures. 

Paris. Galerie C. Cres. Les Independants. 

London. Chelsea Book Club. "French Drawings 
and Watercolours." 

Paris. Galerie d'Art des Editions C. Cres. Exposition 
de portraits. 

Paris. Galerie Druet. [Cezanne Drawings and 
Watercolors]. 

Paris . Galerie Bernheim-Jeune. Exposition 
Cezanne . 33 oils, some watercolors. 

628 



1920 
Feb 16-
Mar 4 

Paris. Galerie Bernheim-Jeune. Exposition de 
paysages impressionists. 

1920 London. Victoria Art Gallery. Exhibition of 
Modem Art. 

1920 Venice. XII Esposizione intemazionale d' Arte dell a 
Citta di Venezia. Mostra individuale di Paul Cezanne. 28 
works. 
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Maurice Denis exhibits his painting Homage a Cezanne, 1900, at 
this Independants. In the painting, Odilon Redon, Edouard 
Vuillard, Andre Mellerio, Ambriose Vollard, Maurice Denis, Paul 
Serusier, and four others, standing around a still-life by Cezanne. 
It is a public manifestation of admiration of and respect for 
Cezanne by a new generation of artists. 

2 In a separate section of the 1904 Salon d'Automne, photographs 
of works by Cezanne were displayed for the first time. 

3 Paintings by Cezanne exhibited in this show were: Les Petites 
maisons a Auvers, 1873-4 (V. 156); Le Mur d'enceinte, 1875-6 (V. 
158); La Cote des boeufs, 1875-7 (V. 173); Vase de fleurs, 1873-7 (V. 
181); Pommes et gateaux, 1873-7 (V. 196); Un Dessert, 1873-7 (V. 
197); Le Plat de pommes, 1873-7 (V. 207); Portrait de Chocquet, 1879-
82 (V. 373); Le Verger, 1885-6 (V. 442): and Vase de tulips, 1890-4 (V. 
618). 

4 Cezanne's two oil pamtmgs in the show were: Nature morte noire 
et blanche, 1871-2 (V. 70) and Le Bassin du las de Bouffan, ca. 1878 
(V. 164). 

5 The exhibition at the Grafton Gallery was extended into January 
1913, at which time a second installment included more oils and 
watercolors by Cezanne. See Douglas Cooper, "The Post
Impressionist Phase," p. 55, n. 5. 



APPENDIX B 

Cezanne jp New York City Art Exhjbjtiops. 1910-19201 

1910 Photo-Secession Galleries. Drawings bv Rodin. 
Nov 18- Paintings by Henri Rousseau: Lithographs by Manet. 
Dec 8 Cezanne. Rodin. ToulouseLautrec. (Weber's Druet 

photographs of works by Cezanne also displayed). 
1. Baigneurs (Bathers), small color lithograph, V. 

1156, 1896-7.2 
2. Baigneurs (Bathers), large color lithograph, V. 

1157, 1896-8. 

1911 Photo-Secession Galleries. Watercolors bv Cezanne. 
Mar 1-25 20 watercolors and 1 oil.3 

1. (Landscape). 
2. Coin du Lac d'Annecy (Boat in front of Trees), RWC 

472, 1896. 
3. La Futaie (A Curtain of Trees), RWC 233, 1880-85. 
4. Arbres se croissant au bord de l'eau (Trees in Aix), 

RWC 484, 1896. 
5. Le Puits dans le pare de Chateau Noir (The 

Fountain), RWC 428,1895-98. 
6. Group d'arbres (Tree Study), RWC 235, c. 1885. 
7. Etude d'arbe (Chestnut Tree), RWC 287, c. 1890. 
8. La Montagne Sainte-Victoire (Mount Victoire), RWC 

279, 1885-7. 
9. (Still Life) 
10. (Landscape). 
11. Etude de Feuillage (Green Turf), RWC 551, 1900-04. 
12. Paysage de Provence (Houses and Trees), RWC 

390,1890-95. 
13. Le Viaduc (The Bridge), RWC 326,1888-92. 
14. Puits et route tournante dans le pare de Chateau 

noir (The Winding Way), RWC 513, c. 1900. 
15. Laveuses (The Washerwomen), RWC 103, c. 1880. 
16. Arbes et rochers (Tree Trunks), RWC 328, c. 1890. 
17. Toits et arbre (Gables), RWC 360, 1888-90. 
18. Gar~on lisant (Reading), RWC 187, c. 1885 
19. Madame Cezanne aux hortensias (Hortensia), RWC 

209, c. 1885. 
20. (Landscape). 
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1913 
Feb 17 -
Mar 15 

1914 
Feb 1 

1916 
Jan 

21. (Still Life with Apples and Peaches), oil, 1905 (not 
catalogued by Venturi).4 

69th Infantry and Regiment Armory. International 
Exhibition of Modern Art. 13 oils, 2 lithographs, 1 

watercolor.5 
1. La Vieille au Chapelet (Femme au chapelet) oil, V. 

702, 1900-4. 
2. Cezanne coiffe d'un chapeau mou (Portrait de 

Cezanne), oil, V. 579, 1890-94. 
3. Quatre Baigneuses (Baigneuses), oil, V. 384, 1879-82. 
4. La Colline des pauvres (Colline des pauvres), oil, V. 

660, 1888-94. 
5. La Campagne d'Auvers (Auvers), oil, V. 312, 1879-82. 
6. Portrait de Boyer (Portrait de Boyer), oil, V. 130, 

1870-71. 
7. Paysage pres du las de Bouffan (Melun), oil, V. 304, 

1878-83. 
8. Portrait de Madame Cezanne (Portrait of Madame 

Cezanne) oil, V. 229, 1872-77. 
9. Flowers (oil). 
10. Les Moissonneurs (Harvesters), oil, V. 1517, 1875-8. 

*Lent by Professor John 0. Sumner of Boston. 
11. La Route (The Road), oil, V. 52, 1871-2. 
12. Cezanne au chapeau melon (Portrait de Cezanne), 

oil, V. 514, 1883-7. 
13. Portrait de Madame C izanne (Portrait of Madame 

Cezanne), oil, V. 520, c. 1885. 
14. Baigneurs (small color lithograph), V. 1156, 1896-

7. 
15. Baigneurs (large color lithograph), V. 1157, 1896-

8. 
16. Untitled watercolor (probably Le Puits dans le 

pare de Chateau Noir, RWC 428,1895-98).6 

Bourgeois Gallery. (Group Exhibition). 1 oil. 
1. Cezanne coiffe d'un chapeau mou, oil, V. 579, 1890-4. 

Montross Gallery. Cezanne. 7 or 8 oils, 30 watercolors, 
all on consignment from the Bernheim-Jeune 

Gallery in Paris. 
1. Montagnes de Provence (Fran~ois Zola Dam) oil, V. 

490, 1886-90. 
2. Nature morte avec /'amour en platre (Still Life with 

Plaster Cupid) oil, V. 706, 1895. 
3. La Mer a L'Estaque (L'Estaque), oil, V. 406, 1882-85. 
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4. Cezanne a la palette (Portrait of a Man) oil, V. 516, 
1885-87. 

5. Route tournante en sous-bois (Road in a Forest) oil, 
v. 140, 1873-75. 

6. Bouteille de liqueurs (Still Life with Rum Bottle), 
oil, V. 606, 1888-90. 

7. La Moulin a huile (Landscape) (The Oil Mill), oil, V. 
136, 1870-71. 

8. Pommes et tube de coleurs (Seven Apples), oil, 
v. 195, 1873-77. 

Watercolors: 
1. Nature morte avec pasteque et grenades (The 

Watermelon), RWC 561, 1900-6. 
2. Maison sur une co/line aux environs d'Aix (The 

House on the Hill), RWC 464, 1895-1900. 
3. La Futaie (The Forest), RWC 233, 1880-5. 
4. Pro/ii de rocher pres des grottes au-dessus de 

Chateau Noir (Trees Amongst Rocks), RWC 436,1 
895-1 900. 

5. La Montagne Sainte-Victoire (Trees on the 
Mountain), RWC 499, c. 1900 

6. Branches et rochers (Trees at the Side of a 
Mountain), RWC 351, c. 1890. 

7. Arbres et roches (Tree Trunks), RWC 328, c. 1890. 
8. Corbeille defruits (The Basket), RWC 226, c. 1890. 
9. Trois Hommes dans un canot (The Fishermen), RWC 

104, c. 1880. 
10. Madame Cezanne aux hortensias (The Hortensia), 

RWC 209, c. 1885. 
11. Rose dans le verdure (Flowers), RWC 548, 1895-

1900. 
12. Route entre des rochers a Bibemus (The Ditch), 

RWC 448, 1895-1900. 
13. Roche rs pres des grottes au-dessus de Chateau Noir 

(Rocky Ridge), RWC 435, 1895-1900. 
14. Dans la foret, I (The Ravine), RWC 422, 1895-8. 
15. La Feuillee (Foliage), RWC 339, c. 1890. 
16. Le Chemin (The Road), RWC 332, c. 1890. 
17. Rochers pres des grottes au-dessus de Chateau Noir 

(The Rocks), RWC 433, 1895-1900. 
18. Rochers a Bibemus (The Ledge), RWC 306, 1887-90. 
19. Etude defeuillage (Verdure), RWC 551,1900-4. 
20. Toits et arbre (The Gables), RWC 360, 1888-90. 
21. Gardanne, le vieux pont (Bridge), RWC 248, 1885-6. 
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1916 
Jan 5-29 

1916 
Jan 25-
Feb 9 

1916 
Feb 12(?)
Mar 4 

1916 
April 

1916 
Apr 29-
June 10 

1916 
1 Nov 27-
Dec 16 

1917 
March 

M. Knoedler Gallery. Exhibition of Paintings by 
Contemporary French Artists. 2 oils. 
1. La Conversation (The Two Sisters), oil, V. 120, 1870-

71. 
2. Mer de l'Estaque (The Roofs of L'Estaque), oil, V. 405, 

1882-85. 

Modern Gallery . Paintings by Cezanne: African Negro 
Sculpture 2 oils, 2 watercolors, 1 lithograph. 
1. Bouquet de fleurs (oil), V. 757, 1902-3. 
2. Chateau Noir (oil), V. 796, c. 1904. 
3. Baigneuses sous un port, RWC 601, 1900-06. 
4. Toits de L'Estaque, RWC 116, 1878-82. 
5. Baigneurs, lithograph, V. 1156 or V. 1157. 

Modem Gallery. Paintings by Cezanne. Van Gogh 
Picasso. Picabia. Brague. Diego Rivera. 2 oils, 2 
watercolors, 1 lithograph. 

Bourgeois. Paintings. Drawings and Sculpture 
Arranged by A Selected Group of Americans. 

Modem Gallery. Paintings by Cezanne. Van Gogh 
Picasso. Picabia. Diego Rivera. 2 unidentified 
landscapes. 

M. Knoedler Gallery. Foreign and American Painters. 
oil ("Landscape"). 

Arden Gallery. Cezanne Retrospective . At least 9 
works. 
1. La Route (The Road), oil, V. 52, 1871-2. 
2. Portrait de Madame Cezanne (Madame Cezanne) oil, 

V.229, 1872-77. 
3. L'Enlevement (The Abduction) oil, V. 101, 1867. 
4. Bouquet de fleurs (Bouquet of Flowers) V. 757, 1902-

3. 
5. Bouteille de liqueurs (Still Life with Rum Bottle) 

v. 606, 1888-90. 
6. Portrait de Vallier (The Sailor) oil, V. 716, 1904-5. 
7. Portrait de Gustave Boyer (Portrait de Gustave 

Boyer) oil, V. 130, 1870-71 . 
8. Le Chateau Noir (Chateau Noir) oil, V. 796, c. 1904. 
9. (Still Life with Fruit and Flower Holder). 
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1919 
Apr 29-
May 24 

1919 
Nov 17-
Dec 6 

1920 
Feb 10-21 

1920 
Mar 26-
Apr 4 

Arden Gallery. Exhibition Illustrating the Evolution 
of French Art from Ingres and Delacroix to the Latest 
Manifestations. 6 watercolors, 3 lithographs, 2 
etchings, 1 drawing w/color. 

1. Profil de rocher pres des grottes au-dessus de 
Chateau Noir (TheTrees) RWC 436,1895-1900. 

2. Rochers pres des grottes au-dessus de Chateau Noir 
(Trees and Rocks) RWC 435, 1895-1900. 

3. La Montagne Sainte-Victoire (The Mountain) RWC 
395, c. 1895. 

4. La Cathedrale d'Aix vue de /'atelier (Landscape) 
RWC 581, 1902-4. 

5. (Landscape) RWC 390 or 590, 1890-5 or 1902-6.7 
6. (Landscape) RWC 390 or 590, 1890-5 or 1902-6. 
7. (Landscape) (drawing with touches of color) 
8. Baigneurs, lithograph, V. 1156, 1896-7. 
9. Baigneurs, lithograph, V. 1157, 1896-8.8 

Marius De Zayas Gallery. Exhibition of Paintings by 
Courbet. Manet. Degas. Renoir. Cezanne. Seurat. 
Matisse. 2 oils. 
1. Bouteille de liqueurs (Still Life), V. 606, 1888-90. 
2. Le Grand baigneur (Figures and Landscape), V. 548, 
1885-7. 

Montross Gallery. Cezanne Watercolors. At least 9 
watercolors: all were lent by Bernheim-Jeune. 
1. Les Fossoyeurs and Etude de Tete, RWC 27, 1868-72. 
2. Personnages au bord de l'eau, RWC 55, c. 1877. 
3. Le Concert champerre, d'apres Giorgione, RWC 65, 

c. 1878. 
4. Baigneurs, RWC 130, 1885-90. 
5. Carafe et couteau, RWC 202,. c. 1882 
6. La Buire et la soupiere, RWC 294, 1888-90. 
7. La Barriere a Chantilly, RWC 308, 1888. 
8. La Montagne Sainte-Victoire vue des environs de 

Sainte-Marc, RWC 598, c. 1906. 
9. Baigneuses sous un pont, RWC 601, c. 1900. 

The Colony Club. A Selected Group of Modem 
French and American Paintings. 1 oil. 
1. Bouteille de liqueurs (Still Life with Rum Bottle), 

v. 606, 1888-90.9 
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1920 
May 7-
Nov 1 

1920 
Sept 
Dec 

1920 
Nov 

Metropolitan Museum of Art. Fiftieth Anniversarv 
Exhibition. 2 oils. 
1. Portrait de Madame Cezanne (Madame Cezanne), V. 

229, 1872-7. 
2. Portrait de Vallier (The Old Sailor), V. 716, 1904-5. 

De Zayas Gallery. [Exhibition of French and 
American Artists: Asiatic Arts and African Sculpture.) 

De Zayas Gallery. Cezanne Watercolors. 
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1 For purposes of identification, references are made to works by 
initials and numbers that correspond to two catalogue raisonnes of 
Cezanne's works: for oils and lithographs "V." and number relates 
to a listing in Lionello Venturi, Cezanne. son art. son oeuvre. 2 vols. 
(1936; New Edition, San Francisco, 1989); and for watercolors "RWC" 
and number accords with John Rewald, Paul Cezanne: The 
Watercolors A Catalogue Raisonne (Boston and London, 1983). The 
dates for oils are dates assigned by Venturi; the dates for 
watercolors are Rewald's attributions. 

Because exhibition catalogue listings were often incomplete or 
nonexistent, the number of Cezanne's works in a show in some 
instances does not represent a settled consensus among scholars . 
When in question, the appendix reflects the opinion of the most 
recent scholarship. 

The titles of Cezanne's works varied enormously from one 
exhibition checklist to another. For the sake of consistency, titles in 
this appendix are the ones either Rewald or Venturi gave to works, 
occasionally with the English title from an exhibition catalogue in 
parenthesis. Not all Cezanne works in American exhibitions were 
listed in either Rewald's or Venturi's catalogue raisonnes and thus 
cannot be identified. 

2 The lithographs bear the Venturi title and catalogue raisonne 
number; however, the dates of the lithographs given here (which 
Venturi lists as 1890-1900) are from Douglas Druick, "Cezanne's 
Lithographs" in The Late Cezanne. William R. Rubin, ed. exh. cat. 
(New York: The Museum of Modem Art, 1977): 119-37. 

3 French titles are RWC titles. Titles in parentheses are the ones 
that appeared in the exh. catalogue checklist. The same format 
continues throughout this appendix when a catalogue accompanied 
the show. For this first exhibition of Cezanne's watercolors in the 
U.S., Edward Steichen had acquired the works on consignment from 
the Bernheim-Jeune Gallery in Paris. Out of the twenty watercolors 
that Stieglitz exhibited, only one was bought. 

4 Oil painting loaned to exhibit by Agnes Ernst Meyers (Meyers 
bought this painting in Paris in 1910 on the advice of E. Steichen 
from either Vollard or Durand-Ruel). 

637 



5 French titles are Venturi titles. Titles in parentheses are the ones 
that appeared in the exh. catalogue checklist. The same format 
continues throughout this appendix when a catalogue accompanied 
the show. 

6 See Rewald, Cezanne and America, p. 470. 

7 RWC 390 Paysage de Provence, 1890-95. RWC 590 La Montagne 
Sainte-Victoire, vue des Lauves. 1902-06. 

8 The third lithograph could have been Portrait de Cezanne. V. 
1158, 1896-8. Cezanne's entire output of prints consisted of these 
three lithographs and five etchings (Druick, 1977, p. 119). 

9 In Knoedler's microfiche of catalogues, the painting is described 
as "still life lent by Miss Bliss." Lillie Bliss owned V. 606 at the time, 
and had previously loaned it to the Arden Gallery in March 1917. A 
founder of the Museum of Modem Art in New York, Miss Bliss first 
bought a work by Cezanne at the Armory Show in 1913. Later, she 
expanded her collection to include twenty-six Cezannes. 
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APPENDIX C 

Tep Amerjcap Early Modernjsts jp European 
apd New York Cjty Exhjbjtjops. 

1900-1920 

I. Patrick Henry Bruce (1881 -1936) 

1904 
Jan2-30 

1904 
Apr 17-
Jun 30 

1905 

1905 
Apr 15-
Jun 30 

New York. National Academy of Design. 

Paris. Salon de Societe National des Beaux-Arts. 3 works. 

New York. Society of American Artists. 1 work. 

Paris. Salon de Societe National des Beaux-Arts. 2 works. 

1905 Paris. Salon d'Automne. 2 works. 
Oct 18-
Nov 25 

1906 
Oct 6-
Nov 15 

1907 
Apr 22-
May 4 

1907 
Oct 1-22 

1910 
Oct 1-
Nov 8 

1911 
Oct 1-
Nov 8 

Paris. Salon d'Automne. 3 works. 

New York. New York School of Art Exhibition. 

Paris. Grand Palais. Salon d'Automne. 3 works. 

Paris. Salon d'Automne. 1 work. 

Paris. Salon d'Automne. 2 works. 
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I. Patrick Henry Bruce 

1912 
Mar 20-
May 16 

1912 
May 25-
Sept 30 

1912 
Oct 1-
Nov 8 

1913 
Feb 17-
Mar 15 

1913 
Mar 19-
May 18 

1913 
Apr -
May 

1913 
Sept 20-
Dec 1 

1913 
Oct -
Nov 

Paris. Salon des Independants. 3 works. 

Cologne. Stadtische Ausstellungshalle. Sonderbund 
InternationaleKunstausstellung. 1 work. [Also included 
works by Cezanne, Gauguin, Munch, Picasso, Van Gogh and 
others.] 

Paris. Salon d'Automne. 4 works. 

New York. 69th Infantry Regiment and Armory. 
International Exhibition of Modem Art. 4 oils [three dated 
1910, one 1911; all titled Nature morte]. 

Paris. Salon des Ind¢pendants. 3 works. 

Budapest. Muveszhaz . Nemzetkozi Postimpresszionista 
Kiallitas. 4 works. 

Berlin. Der Strum Gallery. Erster Deutscher Herbstsalon. 2 
works. 

Berlin. Neue Galerie. Erste Ausstellung. 4 works. 

1913 Paris. Salon d'Automne. 2 works. 
Nov 15-
Jan 5, 1914 

1914 
Feb
Mar 

Prague. Manes. Modemi Umeni.XXXXV. 2 works. 
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I Patrjck Henrv Bruce 

1914 Paris. Salon des Inctependants. 1 work. 
Mar 1-
Apr 30 

1914 
May 16 -
June 7 

1916 
Nov 21-

Dec 6 

1917 
Mar 12-28 

1917 
Apr 10-
May 6 

1917 
Oct 27-
Nov 9 

1918 
March 

1919 
Nov 1-
Dec 10 

1920 
Jan 28-
Feb 29 

1920 
Apr 30-
Jun 15 

1920 
Jun 17 -
Aug 1 

Brussels. Galerie Georges Giroux. Salon des Artistes 
Independants de Paris. 1 work. 

New York. Montross Gallery. [Solo Exhibition]. 33 
paintings. 

New York. Modem Gallery. Paintin&s by Patrick H. Bruce. 

New York. Society of Independent Artists. 

New York. Penguin Club. 1 work. 

New York. Penguin Club. Contemporary Art. 1 work. 

Paris. Salon d'Automne. 2 works. 

Paris. Salon des Independants . 6 works. 

New York. Galleries of the Societe Anonyme. [one or more 
of thesix Compositions] others in show: Brancusi, Duchamp, 
Scharnberg, Man Ray, Picabia and more. 

New York. Galleries of the Societe Anonyme. [one or more 
of the six Compositions] 



1920 
Oct 15-
Dec 12 

Paris. Salon d'Automne. 2 works. 
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II. Charles Demuth (1883-1935) 

1914 
Oct -
Nov 

1915 
until 
Oct 26 

New York. Daniel Gallery. Watercolors by Charles Demuth. 

NYC. Daniel Gallery. Opening Exhibition. 

1915 NYC. Daniel Gallery. Watercolors by Charles Demuth. 
Oct 30-
Nov 9 

1916 
Nov 

1916 
Dec 

1917 
Feb 

1917 
Apr 10-
May 6 

1917 
April 

1917 
Summer 

1917 

1917 
Nov 

1918 
Mar 

New York. Ardsley Gallery. Important Exhibitions of 
Modem Art. (Group show, included works by Prendergast) . 

NYC. Daniel Gallery. Watercolors by Charles Demuth. 

NYC. The Gamut Club. An Exhibition of Futurist Paintings 
by American Artists. 

NYC. Grand Central Palace. Society of Independent Artists. 
First Annual Exhibition. 

Daniel Gallery. Group Exhibitiion. 

NYC. Ardsley Gallery. Works by M. Sterne. A. W alkowitz. C. 
Demuth. B. Karfoil. 

NYC. Daniel Gallery. Opening Exhibitions of Modem Oct 
Americans. 

NYC. Daniel Gallery. Watercolors by Charles Demuth and 
Oils by Edward Fiske. 

NYC. The Penguin Club. Exhibition of Contemporary Art. 

1918 NYC. Daniel Gallery. Exhibition of Watercolors and 
Apr Drawings by Charles Demuth. 



II. Charles Demuth 

1919 
Apr 

1919 
Apr 

1919 
Dec-
Jan 1920 

1920 

1920 
Dec 

NYC. The Penguin Club. Exhibitions of Paintin&s. 
Sculpture. Etc. by a Contemporary Group. 

NYC. Daniel Gallery. Annual Watercolor Exhibition by 
ModernAmericans. 

NYC. Daniel Gallery.Watercolors by Demuth. Marin. 
Morton.Zorach and Zarrow. 

NYC. Daniel Gallery. [Group Show, Paintings by Demuth, 
Hartley, Macdonald-Wright, Sheeler and others]. 

NYC. Daniel Gallery. Paintin&s by Charles Demuth. 

1920 Montross Gallery. 
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Ill. Marsden Hartley (1877-1943) 

1909 
May 8 - 18 

1910 
Mar 9 - 21 

1911 
Mar 26 -

Apr 21 

1912 
Feb 7 - 26 

1913 
Feb 17 -
Mar 15 

1913 
Spring 

1913 
July 

1913 
Sept 20 -
Dec 1 

1914 
Jan 12 -
Feb 14 

1915 
Jan -
Feb 

1915 
May 

1915 
Sept 

NYC. Photo-Secession Galleries. Exhibition of Paintings in 
Oil by Mr. Marsden Hartley of Maine. 

Photo-Secession Galleries. Younger American Painters. 

Gallery of the Society of Beaux Arts Architects. An 
Independent Exhibition. 

Photo-Secession Galleries. Recent Paintings and Drawings 
by Marsden Hartley. 

69th Infantry Regiment and Armony. International 
Exhibition of Modem Art. 2 oils, 6 drawings. 

Munich. Hans Goltz Gallery. 

Munich. Neue Kunst Salon of Max Dietzel. 

Berlin. Der Strum Gallery. Erster Deutscher Herbstsalon. 

Photo-Secession Galleries. Paintings by Marsden Hartley . 

NYC. Daniel Gallery. Paintings bv Marsden Hartley: The 
Mountain Series. 

Daniel Gallery. [Group Exhibition of 15 Painters]. 

Frankfurt, Germany. Schames Galerie . 45 Drawings. 

1915 Berlin. Munchner Graphik-Verlag. 
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III. Marsden Hartley 

1916 NYC. The Gamut Club. [Group Exhibition of 10 American 
Jan Modernists]. 

1916 Anderson Gallery. Forum Exhibition of Modem American 
Mar 13 - 25 Painters. 

1916 Photo-Secession Galleries. Paintings by Marsden Hartley. 
Apr 4 -
May 22 

1916 
Oct 

1916 
Dec 

1917 
Jan 22 -
Feb 7 

1917 
Jan
Feb 

1917 

1917 
Apr 10 -
May 6 

1918 
January 

1920 
Jan 2 - 21 

Daniel Gallery. [Group Exhibition]. 

Ardsley Studios. Important Exhibition of Modem Art: 
Impressionism. post-Impressionism and Cubism. [Group 
show: works by Hartley and Marin, along with Alfred 
Maurer (1868-1932), Man Ray (1890-1976), Abraham 
Walkowitz (1880-1965), Marguerite (1887-1968) and William 
Zorach (1887-1966).] 

Photo-Secession Galleries. Recent Work by Marsden 
Hartley. 

Daniel Gallery. Paintings by Marsden Hartley. 

Ardsley Studios. Works by Honore Dawnier. Marsden Mar 
Hartley. Morton L. Scharnberg. 

Grand Central Palace. First Annual Exhibition of the 
Society of Independent Artists. 

Daniel Gallery. 

Daniel Gallery. Recent Paintings by Marsden Hartley. 



1920 
April 

1920 
Nov 1-
Dec 15 
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Montross Gallery. Early Works by Arthur B. Davis. Robert 
Henri. William J. Glackens. Maurice Prendergast. Marsden 
Hartley. and Charles Prendergast. Exhibits pastels. 

Societe Anonyme, Inc. [Group Show]. 

1920 Daniel Gallery. [Group Show: pamtmgs by Demuth, Hartley, 
Macdonald-Wright, Sheeler and others]. 



IV. Stanton Macdonald-Wright (1890-1973) 

1911 
Oct 1-
Nov 8 

1912 
Mar 20-
May 16 

Paris. Salon d'Automne. 

Paris. Salon des lndependants. 

1913 Paris. Salon des Independants. 
Mar 19-
May 18 

1913 Munich. Der Neue Kunstsalon. Ausstellung der 
June 1 - 30 Synchromisten Morgan Russell. S. Macdonald-Wright. 

1913 Paris. Galerie Bernheim-Jeune. Les Synchromistes S. 
Oct 27 - Macdonald-Wright et Morgan Russell. 
Nov 8 
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1914 
Mar 2 -16 

NYC. Carroll Gallery. Exhibition of Synchromist Paintings 
by Morgan Russell and S. Macdonald-Wright. 

1914 
May 1-
Apr 30 

Paris. Salon des ln<lependants. 

1916 Anderson Gallery. Forum Exhibition of Modern American 
Mar 13 - 25 Painters. 

1917 
to 18 

Daniel Gallery. Paintings by S. Macdonald-Wright. 15 Mar 
works,i ncluding 5 Synchromies, 2 -- Synchromv in 
yellow-orange and Svnchromy in Violet -- loaned by 
Alfred Stieglitz. 

1917 Photo-Secession Galleries. Paintings and Sculpture by S. 
Mar 20 - 31 Macdonald-Wright. 

1918 Daniel Gallery. [Solo Exhibition]. 
to Mar 18 

1919 
Apr 

Daniel Gallery. [Group Exhibition, included Macdonald
Wright, Marin and others]. 



1920 Daniel Gallery. [Group Show, pamtmgs by Demuth, 
Macdonald-Wright, Sheeler, Hartley and others]. 

649 



650 

V. John Marin (1889-1953) 

1907 Paris. Salon des lndependants. 
Mar 20 - 30 

1907 Paris. Salon d'Automne. 
Oct 1 - 22 

1908 
Mar 20 -
May 2 

Paris. Salon des lndependants. 

1908 Paris. Salon d'Autornne. 
Oct 1 -
Nov 8 

1909 
Mar 30 
Apr 17 

1909 
Oct 1-
Nov 8 

1910 

1910 
Feb 7 -19 

1910 
Mar 9 - 21 

1910 
Oct 1 -
Nov 8 

1911 
Feb 2 - 22 

1911 
Mar 

NYC. Photo-Secession Galleries. Watercolors by John Marin 
and Sketches in Oil by Alfred Maurer. 25 watercolors by 
Marin. 

Paris. Salon d'Automne. Oil and watercolors. 

NYC. American Watercolor Society. Forty Third Annual 
Exhibition. 

Photo-Secession Galleries. Watercolors. Pastels Etchings by 
1.Q.h.n. Marin. 43 watercolors, 20 pastels, 8 etchings. 

Photo-Secession Galleries. The Younger American 
Painters . 

Paris. Salon d'Autornne. 10 watercolors. 

NYC. Photo-Secession Galleries. Watercolors by John 
Marin. 

Gallery of the Society of Beaux Arts Architects. An 
Independent Exhibition. 
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V. John Marin (1 8 8 9- 1 9 5 3) 

1911 

1913 
Jan 20 -
Feb 15 

1913 
Feb 17-
Mar 15 

1914 
Feb -
Mar 

1915 
Jan 2 - 19 

1915 
Feb 23 -
Mar 26 

1916 
Jan 

1916 
Jan 18 -
Feb 12 

NYC. Kennedy and Co. Gallery. Exhibition of Etchings by 
John Marin. 33 European etchings. 

Photo-Secession Galleries. Watercolors and Oils bv John 
Marin. 28 works. 

69th Armory. International Exhibition of Modem Art. 10 
watercolors. 

National Arts Club. Exhibition of Contemporary Art. 

Daniel Gallery. A Representative Exhibition of American 
Art Today. 

Photo-Secession Galleries. John Marin: Watercolors Oils 
Etchings Drawin-s. Recent and Old. 

The Gamut Club. [Group Exhibition of 10 American 
Modernists]. 

Photo-Secession Galleries. Watercolors by John Marin. 

1916 Daniel Gallery. American Art of Today . 
Jan 2 - 18 

1916 
Mar 13 - 25 

1916 
Dec 

1917 
Feb 14 -
Mar 3 

Anderson Gallery. Forum Exhibition of Modern American 
Painters . 

Ardsley Gallery. Important Exhibition of Modem Art: 
Impressionism. Post-Impressionism and Cubism . 

Photo-Secession Galleries. John Marin Exhibition - The 
Country of the Delaware and other Exercises. 
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V. John Marin (1889-1953) 

1917 
Feb 

1917 

1917 
Feb 10 -
Mar 10 

1917 
Feb 17-
Mar 10 

Ardsley Gallery. Lithographs of Delacroix and Chasseriau, 
Watercolors of John Marin and Oils by B. Karfoil. 

Ardsley Gallery . Watercolors by John Marin. 

Bourgeois Gallery. Exhibition of Modem Art: Pictures and 
Sculptures by French and American Artists . 

Gamut Club. An Exhibition of Futurist Paintings by 
American Artists. 

191 7 Daniel Gallery. Recent watercolors by John Marin . 
April 

1917 
April 

1917 
Apr 10 -
May 6 

1917 
Oct 

Daniel Gallery . Group Exhibition. 

Grand Central Palace. First Annual Exhibition of the 
Societv of Independent Artists. 

Daniel Gallery. Modern Americans. 

1917 Bourgeois Gallery . Exhibition of Nine Landscape Painters. 
Oct 16 -
Nov 10 

1918 
Jan 2 -
Feb 2 

1918 
Mar 25 -
Apr 20 

1918 

Bourgeois Gallery. Selected Drawings. Paintings, 
Litho&raphs and Etchings from the Collection of A.E. 
Gallatin. 

Bourgeois Gallery. Exhibition of Modem Art Arranged by a 
Group of European and American Artists. 3 works. 

Daniel Gallery. Watercolors by American Artists . 
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V. John Marin (1889-1953) 

1918 

1918 
Nov 1 - 15 

1919 
Jan 

1919 
Apr 

1919 
May 1 -14 

1919 
May 3 - 24 

1919 
Dec-
Jan 1920 

1920 
Feb 28 -
Mar 20 

1920 
Mar 22 -
Apr 12 

1920 
Apr 

1920 
May 3 - 24 

[n .d.] 
Oct 16 -
Nov 10 

The Penguin Club. Contemporary Exhibition of Paintings. 
Drawings. Etchings and Sculpture. 

Daniel Gallery. Exhibition of Paintings by American 
Artists. 

Montross Gallery. Modern American Artists. 

Daniel Gallery. [Group Exhibition, included Macdonald
Wright,Marin and others] 

Daniel Gallery. Annual Watercolor Exhibition by Modem 
Americans. 

Bourgeois Gallery. Annual Exhibition of Modem Art. 

Daniel Gallery. Watercolors of Demuth. Marin. Morton. 
Zorach and Zarrow. 

Bourgeois Gallery. Armual Exhibition of Modem Art. 5 
watercolors. 

Daniel Gallery. Exhibition of Watercolors by John Marin 
(Retrospective). 50 watercolors 

Anderson Gallery. Fourth Annual Exhibition of Painter
Gravers of America. 

Bourgeois Gallery. Annual Exhibition of Modem Art 
Arranged by a Group of European and American Artists In 
New York. 4 works. 

Bourgeois Gallery. Exhibition of Nine Landscape Painters . 6 
works . 



VI. Maurice Prendergrast (1859-1924) 

19 0 0 NYC. Macbeth Gallery. Exhibition of Watercolors and 
_Mar 9 - 24 Monotypes in Color by Maurice Prendergast. 

1900 New York Watercolor Club. Eleventh Annual Exhibition. 

1900 Society of American Artists. Twentv-Third Annual 
Exhibition . 

1901 New York Watercolor Club. Twelfth Annual Exhibition. 
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19 0 2 New York Watercolor Club. Thirteenth Annual Exhibition. 

1902 Society of American Artists. Twentv-Fifth Annual 
Exhibition. 

1904 

1905 

1907 

1908 
Feb 3 -15 

1910 
Apr 1- 27 

1911 
Mar 26 -
Apr 21 

1912 

1912 
Apr 

1913 
Feb 17-
Mar 15 

National Arts Club Exhibition. 

Society of American Artists. Twenty-Eighth Annual 
Exhibition. 

American Watercolor Society. Fortieth Annual Exhibition. 

Macbeth Gallery. The Eight. 

Exhibition of Independent Artists . 

Gallery of Society of Beaux-Arts Architects . .A..n 
Independent Exhibition. 

American Watercolor Society. Forty-Fifth Annual 
Exhibition . 

Women's Cosmopolitan Club. Paintings by Maurice 
Prendergast (first one-.man show). 

69th Armory. International Exhibition of Modem Art. 3 
oils, 4watercolors. 
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VI. Maurjce Preodererast 

1914 Montross Gallery. Exhibition of Paintings and Drawings. 6 
Feb 2 - 23 works. 4 watercolors, 2 oils. 

1915 
Feb 15 -
Mar 6 

1915 
Mar 23 -
Apr 24 

1915 
Apr 28 -
May 22 

1915 
Dec 18-
Jan 16, 1916 

1916 
Feb 8-
Mar 4 

Carroll Gallery. (Solo Exhibition). Maurice B. Prendergast: 
Paintings in Oil and Watercolors. 

Montross Gallery. Exhibition of Paintings Drawings and 
Sculpture. 4 works. 

Montross Gallery. Special Exhibition of Modem Art Applied 
to Decoration by Leading American Artists. 

National Academy of Design. Winter Exhibition. 

Montross Gallery. Fifty Pictures bv Fifty Americans. 1 work 

1916 Bourgeois Gallery. Paintings. Drawings and Sculpture 
Apr Arranged bv a Selected Group of Americans. 

1916 Daniel Gallery. [Group Exhibition] . 
Oct 

1917 
Feb -
Mar 

1917 
Apr 10 -
May 6 

Bourgeois Gallery. Exhibition of Modem Art: Pictures and 
Sculpture by French and American Artists . 

Grand Central Palace. First Annual Exhibition of The 
Society of Independent Artists. 



VI. Maurjce 

1918 

1918 
Mar 25 -
Apr 10 

1918 

1919 
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Prepdergast 

New York Watercolor Club 

Bourgeois Gallery. Exhibition of Modem Art Arranged By 
A Group of European and American Artists In New York. 2 
oils, 2 watercolors, I pastel. 

Society of Independent Artists. Second Annual Exhibition. 

American Watercolor Society. Fifty-Second Annual 
Exhibition. 

1919 Paris. Musee du Luxembourg. Exposition d'Artistes de 
Oct- L'Ecole Americain. 1 work. 
Nov 

1919 
Nov 

1920 
Feb 28-
March 20 

1920 
April 

NYC. First Annual Exhibition of American Painters. 
Sculptors and Gravers. 

Bourgeois Gallery. Annual Exhibition of Paintings and 
Sculpture. 5 works. 

Montross Gallery. Early Works by Arthur B. Davies. Robert 
Henri.William J. Glackens. Maurice Prendergast. Marsden 
Hartley(pastels) . Charles Prendergast. 

1920 Venice. Twelfth International Exhibition. 

1920 New Society of Artists. Second Annual Exhibition. 
Nov 
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VII. Morgan Russell (1886-1953) 

1910 
Oct 1-
Nov 8 

1912 
Mar 20-
May 16 

1913 
Feb 17-
Mar 15 

1913 
Mar 19-
May 18 

1913 
June 1 - 30 

1913 
Oct 27 -
Nov 8 

1914 
Mar 1-
Apr 30 

1914 
Mar 2 - 16 

1915 

1915 
Mar 23 -
Apr 24 

1916 
Mar 13 - 25 

1917 
Oct8-20 

Paris. Salon d'Automne. 

Paris. Salon des Independants. 

NYC. 69th Armory. International Exhibition of Modem Art. 
2 oils. 

Paris. Salon des Independants. 

Munich. Der Neue Kunstsalon. Ausstellung der 
Synchromisten Morgan Russell. S. Macdonald-Wright. 

Paris. Galerie Bernheim-Jeune. Les Synchromistes S. 
Macdonald-Wright et Morgan Russell. 

Paris. Salon des lndependants. 

NYC. Carroll Gallery . Exhibition of Synchromist Paintings 
bv Morgan Russell and Stanton Macdonald-Wright. 

Paris. Galerie Chaine et Simonson. In Comite de Defense des 
Professions Liberates Exhibition . 

NYC. Montross Gallery. Exhibition of Paintings. Drawings 
and Sculpture. 

Anderson Gallery. FQrym ExhibitiQn Qf MQd~rn Am~ri~an 
Painters. 

Montross Gallery. Qp~ning ExhibitiQn - S~aSQn 1217-1218. 3 
still-life paintings. 
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VII. Morgan Russell (1886-1953) 

1919 
Jan 28-
Feb 12 

1919 
Jul 23-
Sept 30 

1919 
Aug 

1919 
Nov 5 - 20 

1920 
Jan 28-
Feb 29 

1920 
Sept 

Paris . Galerie Berthe Weill. Le Peintre Morgan Russell. 

Paris. Galerie C. Cres et Cie. [Group Exhibition]. 

London. Mansard Gallery. Group Exhibition of French Art. 
1914-19. 

Paris. Inauguration de la Librairie artistigue exposition de 
noir et blanc. 

Paris. Salon des Independants. 

Paris. Galerie Cheron. [Parisian cityscapes by Russell]. 
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VIII. Morton L. Scharnberg (1882-1918) 

1913 
Feb 17-
Mar 15 

1914 
Feb 2 - 23 

1915 
Mar 23 -
Apr 24 

1916 
Feb 8-
Mar 4 

1916 
to Apr 29 

1917 
Feb -
Mar 

1917 
Mar 29-
Apr 19 

1917 
Mar 

1918 
Apr 

1919 

1920 
Apr 30-
June 15 

NYC. 69th Armory. International Exhibition of Modem Art. 
5 oils. 

Montross Gallery. Exhibition of Paintings and Drawings. 4 
oils, 2 watercolor drawings, 2 pencil drawings. 

Montross Gallery. Exhibition of Paintings Drawings and 
Sculpture.5 works (abstractions). 

Montross Gallery. Fifty Pictures by Fifty Americans. 1 
work. 

Bourgeois Gallery. Paintings. Drawings and Sculpture 
Arranged by a Selected Group of Americans. 

Bourgeois Gallery. Exhibition of Modem Art: Pictures and 
Sculpture by French and American Artists. 

Modem Gallery. Photographs by Sheeler. Strand and 
Scharnberg. 

Ardsley Gallery. Works by Daumier. Hartley. Scharnberg. 

Modem Gallery. Drawings by Marie Laurencin: Group of 
'Modernists.' including Derain. Cano. Gustav de Gwozdecki 
Sheeler and Scharnbers. 

M. Knoedler Gallery. Scharnberg Retrospective. 

Galleries of the Societe Anonyrne. 
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IX.Charles Sheeler (1883-1965) 

190 6 NYC. National Academy of Design. Winter Exhibition. 
Dec 22-
Jan 19, 1907 

1907 
Mar 16-
Apr 20 

National Academy of Design. Ei&hty-Second Annual 
Exhibition. 

1907 National Academy of Design. Winter Exhibition . 
Dec 14-
Jan 11, 1908 

1908 
Mar 14-
Apr 18 

1908 
Nov 

1913 
Feb 15 -
Mar 15 

1914 
Feb 2 - 23 

1915 
Mar 23 -
Apr 24 

1915 
Apr 28 -
May 22 

1916 
Feb 8-
Mar 4 

1916 
Mar 13 - 25 

National Academy of Design. Eighty-Third Annual 
Exhibition. 

William Macbeth Gallery . 

69th Armory. International Exhibition of Modern Art. 6 
oils. 

Montross Gallery . Exhibition of Paintings and Drawings. 4 
oils. 

Montross Gallery. Exhibition of Paintings Drawin&s and 
Sculpture. 5 works. 

Montross Gallery. Special Exhibition of Modem Art Applied 
to Decoration by Leading American Artists . 

Montross Gallery. Fifty Pictures by Fiftv Americans . 1 
work. 

Anderson Gallery. Forum Exhibition of Modern American 
Painters . 
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IX. Charles Sheeler (1883-1965) 

1916 
April 

1917 
Feb 13 -
Mar 3 

1917 
Feb 10 -
Mar 10 

1917 
Mar 29-
Apr 19 

1917 
Apr 10 -
May 6 

1917 
Dec 3 - 15 

1918 
Apr 

1919 
May 3 - 24 

1919 
Oct -
Nov 

Bourgeois Gallery. Paintings. Drawings And Sculpture 
Arranged by a Selected Group of Americans. 

Montross Gallery. Special Exhibition: Arthur B. 
Davies. Walt Kuhn. Jules Pascin. Charles Sheeler and Max 
Weber. 5 works. 

Bourgeois Gallery. Exhibition of Modem Art: Paintings and 
Sculpture by French and American Artists. 

Modem Gallery. Photographs by Sheeler. Strand. and 
Scharnberg. 

Grand Central Palace. Society of Independent Artists. First 
Annual Exhibition. 

Modem Gallery. Paintings and Photographs by Charles 
Sheeler. 

Modem Gallery. Drawings by Marie Laurencin: Group of 
'Modernists.' including Derain. Cano. Gustav de Gwozdecki. 
Sheeler and Scharnberg. 

Bourgeois Gallery. Annual Exhibition of Modern Art 
Arranged by a Group of European and American Artists in 
New York. 2 works. 

Paris. Musee National du Luxembourg. Exposition d'Artistes 
de L'Ecole Americaine. 

19 2 0 NYC. Marius de Zayas Gallery. Paintings. Photographs and 
Feb 16 - 28(?)Draw-ings bv Charles Sheeler. 39 works. 

1920 
Mar 26 -
Apr 4 

The Colony Club. A Selected Group of Modem French and 
American Paintings . (Included work by Sheeler "The 
Stairway", Weber, and Cezanne). 1 work. 



IX. Charles Sheeler 

1920 Daniel Gallery. (Group Show, pamtmgs by Demuth, 
Macdonald-Wright, Hartley, Sheeler and others). 
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X Max Weber (18 81- 1961) 

1906 
Mar- Apr 

Paris. Salon des Independants. 

1906 Paris. Salon d' Automne. 
Oct 6-
Nov 15 

1907 
Mar 20-
Apr 30 

Paris. Salon Artistes Inctependants. 

1907 Paris. Salon d'Automne. 
Oct 1 - 22 

1908 
Oct 1-
Nov 8 

1908 

Paris. Salon d'Automne. 

Nice. International Exposition of the Beaux-Art Societv. 
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1909 
Apr 22-
May 8 

NYC. Haas Gallery. Paintin&s and Drawin&s by Max Weber. 

1910 Photo-Secession Galleries. Y oun&er American Painters. 
Mar 9 - 21 

1911 Photo-Secession Galleries. Paintin&s by Max Weber. 
Jan 11 - 31 

1911 Union League Club. Paintin&s by American Artists . 1 work. 
Apr 13 - 15 

1912 Murray Hill Gallery. (Solo Exhibition). 
Feb 12 - 24 

1912 Powell Art Gallery. 3 pastels. 
Feb 19-
Mar 9 

1913 London. Alpine Club Gallery. Third Grafton Group 
Mar 15 - 31 Exhibition. 11 paintings . 



664 

x. 
Max Weber 

1913 Newark, N.J. Newark Museum. Paintings bv Max Weber. 17 
June works (first solo museum exhibition of a modem painter). 

1915 
Feb 1 - 13 

1915 
Dec 14 - 30 

1916 
Feb 8-
Mar 4 

1916 
Apr 25 -
May 13 

1916 
Dec 14- 30 

1917 
Feb 13 -
Mar 3 

1917 
Apr 10 -
May 6 

1918 
Apr 20 -
May 12 

1919 
(Jan 4 - 24 

1919 
Apr 21 -
May 21 

NYC. The Print Gallery (Ehrich Gallery). Paintings and 
Drawings by Max Weber (a retrospective of 38 works). 

NYC. Montross Gallery. Exhibition of Painting and 
Sculpture by Max Weber. 

Montross Gallery. Fifty Pictures by Fifty Americans. 1 
work. 

Montross Gallery. Exhibition of Pictures by a Selected 
Group of American Artists. 1 work. 

Montross Gallery. Contemporary Group Exhibition. 

Montross Gallery. Special Exhibition: Ar1hur B. Davies. Walt 
Kuhn. Jules Pascin. Charles Sheeler. Max Weber. 27 
paintings. 

Grand Central Palace. First Annual Exhibition of the 
Society of Independent Artists. 2 works. 

Second Annual Exhibition of the Society of Independent 
Artists. 2 works. 

Montross Gallery. Special Exhibition of Pictures. 4 works 
includes Repose, A Head, Bathers, Mother and Child). 

Parish House, Church of Ascension. Paintings by 
Contemporary American Artists. 1 work. 
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X. Max Weber 

1919 
May 3 - 24 

1920 
Mar 26 -
Apr 4 

Bourgeois Gallery. Annual Exhibition of Modem Art 
Arranged by a Group of European and American Artists in 
New York. 4 works. 

The Colony Club. A Selected Group of Modem French and 
American Paintings. 1 work. (a still life) 

1920 Montross Gallery. Special Exhibition. Works by Eighteen 
May 11 - 29 American Artists (24 woodcuts) . 

1920 London. Alpine Club Gallery. [Exhibits wood-cuts]. 
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