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CAMERA WORK: Anillustrated quarterly magazine devoted to
Photography and to the activities of the

Photo-Secession.  Published and edited b]-
Alfred Stieglitz. Assocate Editors: Joseph T. Keiley, Dallett Fugue
J. B. Kerfoot, Paul B. Haviland. EuMmptlun price, ight Dollars {thls
includes fee for registering and special packing) per year; foreign
Ecm:g: Fifty Cents extra. All :uhmcnpnun: begin with Current Number.

ack numbers sold only at single-copy upward. Price for single

copy of this number at present, Five n!llrs. he right to increase the
price of subscription without notice s reserved. All copies are mailed at
the risk of the subscriber; positively no duplicates. The management binds
itself to no stated size or fixed number of illustrations, th subscribers
may feel assured of receiving the full equivalent of their subscription. Ad-
dress all communications and remittances to Alfred Stieglitz, 1111 Madison
Avenue, New York, U.5. A. The Japan tssue in this number by
Manhattan Photogravure Company, New York. A and printed at
the printing house of Rogers & Company, New York. Entered as second-
class matter December 23, lﬁn, at the post-office at New York, N. Y.,
under the act of Congress of March 3, 187¢9. This issue, No. 36, is dated
October, 1911.
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PLATES
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The City of Ambition (1910)
The City Across the River (1910)
The Ferry Boat (1910)

The Mauretania (1910}

Lower Manhattan (1910)

Old and New New York (1910
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THE UNCONSCIOUS IN ART

WORK of art that we can understand at sight is mediocre or worse.
Genius stirs our ignorance first.  That which comes out of the deeps
must make its appeal to the deeps. It is the unknown, the inde-

fnable, the thing that “wornies” you in Rodin, Whistler, Matsse, R:}:p:
that fascinates you, It brings you back again and again, and each time that
Fcﬁkpuw more of them we know less of them. Thar is the paradox of the
nNAane.

Every thought has its corresponding emotion; no thought, no emotion—
that is a philosophic axiom. But there are aesthetic emotions for which
there are no corresponding thoughts; emotions that awaken the Unconscious
alone and that never touch the brain; emotions vague, indefinable, confused;
emotions that wake whirlwinds and deep-sea hurricanes.

Before the Beaunful some of us are in danger of aesthetic caralepsy.
Thought knows not what to paint on these states of aesthetic subconsciousness.
There are no idea-pigments that correspond to these emotions, these nostalgic
shadows that never quite come out of their tombs.

Monet, Poe and Blake were three types wherein the Unconscious tried
to render itself intelligible. And the world always questions the sanity of
this kind of art, but the sanity of the world is the sanity of common sense and
common sense in art we can dismiss.

S50 profoundly is the mind of genius rocted in the Unconscious that it
never has a clear idea m"liuﬂ what it is doing. It obeys. From this the idea
of “having been chosen” is born in the brain of the great painter, the grear
sculptor, the great musician. Who knows the exact effect or worth of his
precious work ! What grear artist knows what he is doing at any particular
time? He is a tool in the hands of the Unconscious. He brings a message
to the world that he himself does not know the import of.

Conscious effort, conscious willing, the open-eyed act is always the last
of a series, and not the first. It is the flower of preceding incalculable sowings
in the Unconscious. Consciousness in art is only the antenna of the blind
unknowable Force and intelligence is only its nerve.

Imagination is the dream of the Unconscious. It is the realm of the
gorgeous, monstrous hallucinations of the Unconscious. It is the hasheesh
of genius.  Oue of the head of the artist issues all the beauty that is transferred
to canvas, but the roots of his imagination lie deeper than his personaliry.

The soul of the genius is the safety vault of the race, the treasure-pocket
of the Unconscious soul of the world. Here age after age the Secretive God
stores its dreams.  And the product of genius overwhelms us because it has
collaborated with the Infinite.

Bexjamix De Casseres.
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STRUCTURAL UNITS

“ A RT is opposed to general ideas, it describes only the individual, it desires
A only the unique,” is Mareel Schwob's definition of modern are.  We

accept it as a comprehensive phrase that summarizes the aspirations of
contemporary aesthetic acoviry.

Undoubtedly, most modern art workers adhere to it. Lt is their purpose
to create or recreate individual life.

The same definition occurred to me as 1 looked ar Max Weber's strange
architectonic structures of human forms that, despite their extravagance and
strangeness, impress us with an indescribable something such as we may feel
before some n-E:? mural -pa:inuin . My first thought was that also this arust
belonged to the aesthetic anarchy of youthful enthusiasm which indulges in
atavistic idealizations merely to appear original. But on more careful reflec-
tion | changed my opinion. This man does not parody the moribund poetry of
life, I argued with myself. He searches for some big truth underlying the
outward ap&:e:rancﬁ of wrso and limbs, of facial expression, the play of
muscles and the moulding of flesh. He dissects the human form into
metrical ratos and color patterns and apparently proceeds like a primitive
bent upon conquering his own knowledge of visual appearances.

This bartle has often been fought; it is an old doctrine, but a more pro-
found one than the individual th of modern artsts.

For has it not been the mission of all great painters and sculptors to recon-
struct archetypes! The harmonious proportion and movement of nature
determined the rhythm of their harmonies. A salutary greetng o those who
revive it in the art and thought of wday, as it is merely 3 memory among the
adventurous enterprises and prodigious exploitanons of modern art.

Modern art is too conscious, too scientihe and legiumate, two persistent
and self-important. Ancient art 1s more abstract, mexplicable, a vague con-
ception of life, of the wholeness of nature rather than the individual absorprion
of one man's emotion. In former periods of art, style was the product of
naticnal pride, religious fervor and universal sentiment.  Art today is entangled
in modern thought, but the artist remains an alien in the midst of ic. Homer's
“Penelope™ and the *“Venus of Melos™ are symbols with a whele country and
civilization as a background. A character of Ibsen or a single figure by Whisdler
are individual interpretations of realisnic vision. They atempt to typify, but
do not go beyond a concentration of facts.

MNearly all modern painters deal either with sensuous forms, traditonal
allegory or finite imagery. The art of Boecklin and Thoma, as Meier Graefe
has so aptly argued, is little more than skilful stage managing.  Their paintings
resemble spectacular masquerades and dances, not unlike the Masques of
Ben Jonson, for the delectation of an educated mob; while the tentative work
of Marées, whose pictorial visions always seemed unmanageable, expresses a
truer artistic ideal. Glance over the ranks of modern painters, analyze them
from this precipitous viewpoint, and you will realize how few will survive this



criticism. The art of Millet, Chavannes, Rodin, Cézanne, has the ambition
to generate some rare composite type of beauty. With them beauty becomes
distinguished, individual, a noble evocation of intellectual and emotional life.
But I.E:jr all express solitary invendons. There is no supreme harmony that
links them together. There seems to exist in our ame no need of pure and
fixed fundamental forms.

In that sense Blake went farther than any. To him line was an illusive
phantasmagoria that gleamed in an underground world. He gathered his live
nspiration from the primitive elemental id%:as of beauty. He fele vaguely that
art had to be drawn back to 1ts source to be classified and corrected, and that
from time to dme it must burst through the surface of convendons with
irresistible natural power.

Max Weber is such a visionary. He has a fine sense for unusual color
combinations and a keen percepuion of form construction. Nothing would be
more futile than to assert that this young artist cannot draw.  Bug, %Iht Blake,
he shrinks from the notion that the form the eye apprehends is all, and for that
reason entertains a proud disdain for the cold correcmess of academic draughts-
manship. He has the analytical mind for investigation and that revolutiona
desire to creare a new world out of himself. A furle dream, as Goethe has
told in his Faust. Art is a spontaneous growth out of the influences of con-
temporary society. If the ideals of sociery are crude and narrow, art cannot
expand to itz highest sense of beauty. One mind, however inexhaustible, can-
not be the fountain of youth thar rejuvenates the mildewed conventions of art.
Every man of genius has o go back t something that is outside of him.

A painter's defiance of academic form may lead him to the many-headed
gods of the East, the twisted limbs of Polynesian idols, the grotesque carvin
of Totem-poles, the overcharged symbols of Mexican reliefs, and the distur
ing, incomprehensible, almost shapeless higures of sanguinary divinities of some
mysterious black race. Bur he needs must dive into some world of shadows
where marerial facts dissolve; and images, without losing their spiritual morive,
whirl and stretch into the infinite.  He must be an iconoclast and shatter the
traditions which cling about the relics of former artistic ideals. He must see
the past and present with fresh eyes and translare these manifestations in a new,
untrammeled fashion.

The Impressionist cha local values o suit his own exceptional color
schemes. ¥ should a similar privilege be denied to the interpreter of form ?
Why should he not purswe it to its structural units, and discover in them a new
flavor of beauty ! Does not form possess the same themes of vanations, ampli-
fication and admixeure as color?  Geometrical shapes form the intelligent and
austere understructure of all arts, in 2 palace as well as a poem, in a symphonic
movement a5 well as in a monument or a mural decoration. A rhomb, an
1sosceles and ellipse are beauriful in themselves. The painter who pursues this
path of the harmonic relation of parts will have the big conceprion of the

erality of things, without which art lacks the sense of proportion and inner
armony, no matter how enchanting it may appear to the casual beholder. To

L)



fix in drawn or painted outlines and planes the truly statuesque element of the
human hgure, to discover its plasnc atnrudes and gestures thar, however com-
plicated and dissonant, have been eternally the same, 15 surely 2 more viral
vocanon than to make an accurate copy of some professional model and o
pass it for a Job or Danaea.

All great art expressions are extractions, typifications, symbolizations of
neral laws and apparinons, composite expressions of such concentration and
Eﬁe:drh that they reflect unconsciously our noblest emotions about man and
his relation to the world. It is this vagueness of thought endeavoring to sound
the foundation of all things, this want of definition, hinting at ideas thar cannot

be precisely expressed, that give to art its ulimate and finest significance.
SapakicHl Hartmaws.

AN EXTRACT FROM BERGSON*

“Instinct is sympathy. If this sympathy could extend its object and also
reflect upon ima-ﬁ' it would give us the key to vital operations—just as in-
telligence, developed and disciplined, guides us in to matter.  For—we cannot
oo often repeat it—intelligence and instinet areturned in opposite directions,
the former towards inert matter, the latter towards life.  Ineelligence, by means
of science, which is its work, will deliver up to us more and more completely
the secret of physical operations; of life it brmga us, and moreover only claims
to bring us, a tanslanon in terms of inerna. It goes all round ||ﬁ:, taking
from outside the greatest possible number of views of it, drawing it into itself
instead of entering into 1t.  But i1t 13 to the very inwardness of Life that in-
tuition leads us—by intiton I mean instnct that has become disinterested,
self-conscious, capable of reflecting upon its object and of enlarging it in-
definitel
Tl'::vu:'lllr an effort of this kind is not impossible, 1s proved by the existence
in man of an aesthetic faculty along with normal perception. Our eye per-
ceives the features of the living being, merely as assembled, not as mutually
organized. The intention of life, the simple movement that runs through the
lines, that binds them together and gives them significance, escapes it.  This
intention is just what the artist tries to in, in p]m:mg hlmsﬂEPEacl within
the object by a kind of sympathy, in b reflng down, by an effort of intuition,
the barrier that space puts up between him and his model. It is true thar this
aesthetic intuition, like external perception, only ateains the individual. Bu
We Can conceive an mquir}* turned in the same d:r:cr.mn as art, which would
take life in general for its object, just as physlcﬂ science, in following to the
end the direction peinted out by external percepnon, prolengs the individual
facts into general laws. No doubt this ph tlosophy w:lrnﬂr:r obtain a knowl-
edge of its object comparable to that which science has of its own.  Intelli
remains the luminous nucleus around which instiner, even enla and
rified into inwition, forms only a vague ncbulosity. Bur, in default of
Iedgc properly so called, reserved to pure Jnm]]Jgen:e, intuition may
= Crrative Evoletion,” by Heart Bergron,
20



enable us to grasp what it is that intelligence fails to give us, and indicate the
means of supplementing it. On the one hand, i1t will unlize the mechanism
of intelligence itself 1w show how intellectual mu]ds cease to be smcty ap-
plicable; and on the other hand, by its own work, it will suggest w us the
vague feeling, if nothing more, nl' what must talu: the plaq:-e of intellectual
molds. Thus, intuition may bring the intellect to recognize that life does
not quite go into the category of the many nor yet into that of the one; that
neither mechanical -:aus;ist}r nor finality can give a sufficient interpretation
of the vital process. Then, by the qrmFamcdc communication which it
establishes berween us and the rest of the living, by the expansion of our con-
sciousness which it brings about, 1t mtroduces uz o life’s own domaimn,
which is reciprocal interpenetration, cnd!r-_'asﬂ}-' contnued creanon. Bur,
though it thereby transcends intelligence, it is from intelligence thar has come
the push that has made it rise to the point it has reached. Without intelli-
gence, it would have remained in the form of instinct, riveted to the special
object of its practical interest, and rurned outward by it into movements of
locomotion. ™

THE LIBERATOR—A FABLE

NCE upon a tume there was an ass. He was a very peculiar ass; for
he ha idée fize. He was a frog and, instead of *Haw-he, he
haw" ]'u: brayed nothing but “ Quock, quock.™

The most d:ljr.tnguishcd among the learned asses mﬂg&llﬂ& their wits in
vain over their co-ass—" this psycopathic phenomenon in the stream of con-
sCIoUSness, body bewailed his mental derangement. For he was sall

oung, and seeme?' otherwise, a most promising ass. Yet exhort or humor
im ;;.:s 't:hE}" would, they could get no answer from him but a haughty “ Quock,
LECRC
- So in a little while he grew from an object of pity into the stock burt of
asinine humor. For, by this ime, he had become exceedingly proud of his art
of quockery, and as blown up with conceit as a college president.

The older generation of asses vanished, and their descendants inhented
the day and spint of the day. Bue sull the psycopathic ass continued to sing
llgm} quﬂ-l:]{-"

Then Thistle-tide came along—the tme when all Asininia was wont to
hold its great smgmg contest, and the foremost asses of all lands flocked wo
that Olympia. Its heralding was heard in every nook and cranny of the world,
even unto the confines of Asininia; and admission to the arena cost an incred.
ible number of thistle-heads.

Now the rumor spread like wildfire thar the quock-ass had announced
himself as a contestant. “Haw-he-yaws"™! Burt it caused a sensanon!

The mouths of some watered with a foretaste of the treat, others were
almost apoplectic with indignation at the quocker's presumpdon. But from
now on his name was on every ass's tongue.



On the day of the meet the arena was erowded to bursung point. Some
enthusiasts even attempted to climb trees, so as to see a bit of the excitement,
Nothing was apnhn of but the débur of the quocker.

The singing began, but—amazingl—the most famous asses received no
ateention whatever. Ears and eyes were closed to them by eagerness for the
event of the da

At length ﬁli. stepped forward. Frenzied applause, hisses and cat-calls
as furious greeted him.  Quite serious-minded and respectable asses came w
loggerheads with one another over him, and bandied Billingsgate. * Faker—
I amus — Scoundrel — Grafter — Academician — Degenerate " —were the
mildest of the compliments.

Sweet as the ewittering of birds, clear as a battle-cry, mneful as *“ Natoma,”
the quocker’s song rang out above the din.

chxrceIJ.' h'.id he finished, when the two parties came w blows. First,
long ears were whipped across opposing pates, until the straw flew. Then, all
decorum was cast to the winds and hoofs came into play. Many the jaw-
bone cracked across! Many the tail torn from its socket! Many the costdy
thistle trampled under foot! Finally, the quockians carried the day.

Then was their hero borne aloft by his youthful followers, and whosoever
ventured his native He-haw—albeit ever so faintly—was driven forth from
mmll;nuniu:rn with all true and right-minded asses; and all his doings were as
mush.

Sir Jack Quock, however, remained the * Liberator of Art"; unul
it oecurred to another ass w bray “ Ba-aa, ba-aa."

R. ScHUMACHER.*

% Trazalated from tbe German, by Herten Smuil.
13



PLATES

ALFRED STIEGLITZ
VII. The Aeroplane (1910)
VIII. A Dirigible (1910)
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THE EXHIBITIONS AT “291"

HE season which closed last May with an exhibition of the work of
Pablo Picasso has been such as greatly to strengthen the position of
the Photo-Secession in the art world, and has been, in a way, the culmi-

nation of the work carried on for three seasons in the reduced quarters of
the Secession.

After the series of exhibitions held this year, it 1s fele that alth much
of interest remains to be shown, the future exhibigons of the Phoro-Secession
will hardly, for some nme, exemplify any decided advance along the lines
which have been followed for three years. It must have been plain to anyone
who has followed with care the exhibitions held ar the Lirtle Galleries, that
their sometimes surprising sequence was not the result of chance, but that
every move was made with some definite purpose in view; was indeed part
of a logical development; and was always made at the psychological moment.

In Camera Work, No. XXXIII, we reviewed the exhubinons of litho-

raphs and drawings by French artists, the paintings of Henri Rousseau, and
the drawings and etchings by Gordon Craig, all of which had been exhibited
in the earlier part of the season of 1g10-1911.

MAX WEBER EXHIBITIOM

The month of January was devoted to an exhibition of paintings by one
of the young American artsts, Mr. Max Weber, a graduate of Pratt Insticute
and a pupil of Henn Martisse. His work shows that he has done much enginal
thinking, and is remarkable for the blending of emotional pictorial qualities
with rational construction.  Form, with him, 15 not the rep uction on canvas
of the image formed on the retina. It is analyzed into its constituent parts,
its bulk is emphasized, the reladonship of hines and masses is chllainr.:L
Mr. Weber shows that he possesses thoroughly the technique of drawing and
painting. His compositions are logical and forceful, his mind is creative, his
color 15 pleasin nd yet his work worries one. It appeals so much to the
mind that it challenges cnincism, and one cannot quite relax in front of 1t
This show was a preparation and an introduction to the work of Paul Cézanne
and of Pablo Picasso, which followed respectively in March and April.

MARIMN EXHIBITION

The water-colors of John Marin, which decorated the walls of the Lirtle
Galleries dunng February, following the exhibiton of Mr. Weber, were like
a breath of fresh air or arﬁftd of Howers to one who has just left the classroom
after working out an arducus problem of trigonometry. One relaxed with
pleasure before these refreshing wranscriptions of the wonder and grandeur of
the Tyrolean Alps; and a few views of New York city which were shown
whetted our cunosity for a more comprehensive reflection of the atnwude of
this master of water-color towards this wonderful product of commercial and
industrial giants. This was the third exhibition of Mann’s held at the Little
Galleries, this distinction being fully warranted by the importance of his work.

i)



The former exhibitions were reviewed in Nos. XXVII and XXX of Camera
Work.
CEZANNE EXHIBITION
During the month of March the Secession gave the American public its
first opportunity to become acquainted with Paul Cézanne. On first glancing
at the few touches of color which made up the water-colors by Cézanne, the
fount of inspiration of the younger school of pa:inl::i:n%, the beholder was tempred
to exclaim, “Is that all#" Yet if one gave oneselfl a chance, one succumbed
to the fascination of his art. The white paper no longer seemed empty space,
but became vibrant with sunlight. The artist’s touch was so sure, each stroke
was 5o willed, each value so true, that one had no surrender to the absolure
honesty, sincerity of purpose and great mentality of him whom posterity may
rank as the greatest artist of the last hundred years.

PICASSD EXHIBITION

In the month of ﬂpril, Pablo Picasso was introduced to the American
Fub]j'q:, Picaszso, a young Sp:niard lving 1n Paris, is one of the I&ading
influences among modern painters. His work is analyzed with great acumen
in Camera Wonrk, Nos. IV—XXXV, by Mr. Marius de Zayas, who
also contributed to the “Forum” a valuable essay on modern art in Paris,
which will also be found reprinted in the pages of the same issue. Mr. de
Zayas's exposition of Picasso’s work was printed as an advance sheer of
CaMERA lw:runu and distributed with the catalogue of the exhibition, to sansfy
those who sought enlightenment as to the aims and purposes of an artist
who is breaking virgin ground.

It was intended to wind up the season with a show of photographs, original

rints of . 0. Hill, whose work is well known to the readers of CAMERA

ork and also to the visitors of the Photo-Secession palleries.  But in view

of the strenuousness of the season and the prolongation of the Picasso show,
this exhibition was postponed until some future date.

It was the consensus of opinion of the live critics, the live art-loving public
and the live artists, that the series held in the Litle Galleries (1g10-1911) was
without question the most sumulating influence of the season in the so-called
art world of New York—in other words, it was a rich and powerful force.
It iz well to remember that the exhibitions held ar “2g1"" are looked upon by
those who arrange them as nothing more than a series of mere demonstrations,
each demonstranon being of unusual value in irself, but D‘FETfltl:I‘ value in its
relationship to the undes}ing idea which has brought forth “2q1."

As is our custom, we reprint for the sake of record, some of the news-
paper notices which appeared in New York on the above shows.  We further-
more reprint in full, Mr. Fizzgerald’s rwo-column editorial on the new are
eriticism. This editorial refers to de Zayas's exposition of Picasso which was
printed in full in the last number of CaMERA WoRK.
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Me. Arthur Hoeber in the N. Y. Globe:

It weed 1o be a basic principle in ant that one could go as far as one liked, make all soms of
experiments, diverge in vanous ways, but always the work should have a superstructure of truth,
and while facts after all are relative, there are cerain underlying conditions thar may not be
ignored, no matter what vagaries the painter undertakes. The features of the human face, for
example, must bear some relation one o the other, and there are demonstrable laws of anatomy
that cannot be ignored. Yet the new movement that seems o have taken Paris by storm and
certainly raised no end of a storm in London, inaugurated by, shall we say, Matisse, Cézanne,
amd others, its own wayward course—by no means 3 cheerful one, cither—and would seem
to make ugliness its aim, while it defies all known laws of conseruction, balance, color, form and
texture, We are asked to soe charm of suggestion, given by crudity, awkwardness and repulsive-
ness, and we are calmly wold that our eyes hithemto have been badly trained, that we have seen
WIOnE, that the I'J'l.i.ng:: we have admired lack charscter, vitality, force, m;eﬂilmum—:lll, in
short, that the advance movement now gives.  In other words, these revolutionists would ch
Every revEousS punl'nt of view and substiute therefor a hhm:-:n:il.jl' of their OWTL, Nt at God has made
ir, and which to ordinary mortals, as well as Himself, seemed y biat 3 humanity in which grace,
beauty, conformity, balance and obedience o natural laws shall have no par. l{‘hcf would ke
HWEY Qur ideals and substiture therefor -ﬂ:l::l'l'rlnen'.l1 I::l.\"i.n:-, desalation.

Juse 5 presene the newest exponent of this art nouveaw, one Max Weber, holds an exhibition
of a score of his work at the Phow=-Secession Gallery, 29t Fifth avenue.  Time was when these
delightful rooms were decorsted with photopraphic prints of which Mr, Sticplicz is casily the
moit competent suthority in this—or perhaps any other coantry. As a connoisseur of painting,
however, we canmot speak so highly of hiz endowment—thar is, if we are w ke much of the
work he has admitted into his gallery 2 justifying his ant knowledpe, The more the work is
srange, crude, awkward, appalling, evidently the more it is in Favor with him. The present
digplay marks the high-water mark of ecoentricity.  1F it has any reason to exist, then the eyes of
the world in general are wrong, which, by the way, is just what these men insist.  We are shown
females with eyes looking for all the world like two black clam shells slapped on the Face, with a
mouth the size of a pea, and a nose unrecognizable to the average authority on noses. We are
told the psychology of the performance compensates for all other lackings, and we are asked 1o see
therein a [ nd and one atirbutes that ane Ir.lphl'rlad with a guﬂi Lu} rncininij.en words, ﬂrb::
i5 reminded of the facher of the late Aupustus Saint Gaodens, who ased to remark, “When you
say thar, it sounds like nothing at all." Here are travesties of the human form, here are forms
that have mo _il.l:qﬂ"lc:.rinn in nature, b that seem for all the world like the emanations of some
one not in his nighe mind, such a8 one might expect from the inmare of a lunatic asylum, and the
landscapes have an equal relation to nature as the world genenally sees i

It is difficule vo write of these atrocities with moderation, are positively an insult
1o ordinary intelligence, and presw , most of all, on the pam both of maker and speceator an
utter lack of humer—the onc uefergivable sin, We are told thar such tm'ur:l are the rage
sbroad, that they make all other effores seem impossible beside them, which we can well under-
stand, for if these are fght, then surcly all the rest of the world is wrong. At any rate, by the side
of these offerings by Max Weber, the Matisses seem academic, conventional, commonplace,
and we are sure before bong the French innovator will be rel to & back sear.  IF these have
any significance, then Michael Angelo, Leonardo, Titian, brande, Veronese, and the rea
of the men hitherto regarded as among the princes of am, become mot only back numbers, bue
ignoramuses, charlatans, whom it were well 1o consign to the awlul obscurity they richly merie.
Yet we make bold to believe that some of these Ttalians and other Europeans who Bourished long,
long age, will somchow manage to get along amd still to have a crowd of foolish admirers, and that
this new schoal will hnally take its place with other fads that have had their brief day and have
fnally been put where they belong a8 cutious manifestations of unbalanced minds thae soughe
o obtain netonety by novelty that whach was demied them because of their incompetence when
they worked along sane and logical methods. We only recommend this display as a freakish
manifestation of unrest in art, perhaps as a protest against the conventional, if you will, bue a
protest which serves no purpose, spreads no new facts, that only in the end makes more confused
all principles of truth and beawty. -



Mr. _]' Edg;r Chamberlin in the Ewn:mg Mail:

Mr. Steplite's catholicity and inclusivencss, 3t the lile Photo-Secesmon Gallery, have
been commended in this column, Radicalism and erginality shoald have their forum, because
genis ig always dropping in upon o like a thicf in the night, and we never know what strange
E:'tr it may take, And many beautiful and significant things have been shown at the Pheto-

But we are inclined to think thar Mr, Seieglite has gone oo far in admitting the pictures of
Mazx Weber. Here is an amise who has done very srong work, indeed, bue who hag reverted o
a rude somt of Azpee symbaolism which seems o be withour signibicance to any soul bus himself,
Grotesque profiles, enormous epes, bodies like joimed dolls, barbaric pamems in the place of
landscapes—these are the clements of Mr, Weber's pictares, and their upliness is appalling,

O the mysterious rock temples of the Mayas, these figures may have possessed significance.
To us they signify nothing cxcept & strange, insane obsession on the part of an artst,

Me. Tyrrell in the Evening Horld:

Alfred Sticglite, the unterrified viruoss of the Photo-Secemsion Gallery, Mo, 201 Fifth
avenue, has given Mr, Max Weber a show, to the extent of hanging thirty-one of the lagter’s 3
drawings and pxintings, and sdmitting the public free to see them (i they care 1) from 10 5. m.
t 6 p. . daily, Sapdays excepred, dminﬁ the remainder of thiz month, There is o aambencd
catalogue, bur 3 printed list of pictures™ pives the titdes all in 2 bunch, and you are supposed
to guess which is which. Ir i 2 lor of fun, and slmost any tithe will it almost any pictare. For
cxample, here is 3 grecnish thing which may be either ™ Waser Fiecher and Apples™ or " Connecticus
Landscape.” It is next to impossible to distinguish " Porersit™ from ™ Seatuette,”” or the
“White Horse™ from the " Soprane Soloist.™ In face, the pame © Vaudeville,” instead of being
applied to one wnidentibed comic valentine, cught vo be used o designate the whole lot—for
instinctively you Feel that the name Weber is incomplete withour Fields.

Yot Mr, Seieglece insses tha this exhibition is no joke, bue dead seroue and on the level.

Is it contended that Mr, Weber really knows how to draw, if be chose o f you ask, Surel
Here are some charcoal dnnin%:;l'lh that won prizes at the Paris an schools, only they ane noe
alewm with the cther things. is no diginetion in mere drasghtemanzhip, you know. [
ik the freaks thar get the srtention nowmdays, are conpetuned o prove independence of
convention, and = nafve, fresh and primitive way of seeing things,

Wo one is going v believe, bowever, that narare alone ever made anybody so bad an arise
as all this, Such grotesqueric could oply be acquired by long and perverse practice,

Mr. B. P. Stephenson in the Eveming Posi:

We have long followed the exhibitions of the young amists who make the Photo-Seocssion
Gallesies st Mo, 2g1 Fifth avense their headquaners. We have limened 1o their own explanations
of their views and tried o understand, At times we have thoughe owrselves on the poine of com-
prehending when something soll more exiravagant than anything that had appeared would be
exhibited on the walls of e palleries.  Whar we believed we had leamed was shocked oar of us,
But never have we received so many shocks in such quick succession as from the exhibition of
paintings and drawings by Max Weber of chis city, now being held st the Photo-Secession rooms,
We had sugpested thar the exhibivion of Pos=Impressionists, which caused such a semstion in
Londen, should be brought over here, so that ar least New Yorkers could learn something about
what was moving in the air of am of the Evropean Continent. We are content mow thar thae
collection shall remain abroad, for Max Weber's pictures are said w be 2 pood example of what
a Post-Impressionism exhibition should be.

The catal contains some thinty-two names of pictures, but no pumbers are given. So
thee vigitor must fie the pames 1o whatever paintings seem to suit them best.  Than is what any ane
who has a liking for inericate puzzles mighe enjoy.  What title shall be fisred o what is presumably
the head of 3 woman, whose skin is brighs orange, while the shadows are an equally bright green §
Shall it be “ Portrait™ or *“ Bananas i Ir might well be the laner, for the extraordinarily long
neck, if it is really a neck, and an arm, if it be an arm, are pot wnlike brown banapas, s a group
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of forms, made up of angles with circular that Gll mone than ene-hall of the profiles, the
" Jardin de Plantes™ or an " Indian Yase E"'IHmt iz one piece of landscape which is an atcempr
at sanity, but that is the only interesting thing about it.  There is one group of nudes where the
central hgure suggests something like a human being; but, outside of these, the pictures are  lot

of extravaganzas in are.

Mr. James B. Townsend in the American At Neows:

At the Photo-Secesinon Socety, 291 Frfth avenue, some thirty examples m @il an<d water-
eolar, and a few pencil and crayen drawings by Max Weber, of this city, are on exhibinon thro
I]:rlllilj.'j'l. Mr. Weber is a Poss-Post-Impressionist, or in other worde, Matsse, Gasguin and the
ate Henri Rousscau—plus. 1 the best definition of are is chat it s an expressmon of the emotsons,
one miast marvel at the emotional side of Mr. Weber's make-up. He is an admirer of Henry
Rousseau and says that he is prowd to be the ewner of the curious productions by the dead man,
recently shown in this gallery. Bur Mr. Weber, to whoee vision a young woman singer sppears
to have a neck like a badly tumed piano leg, triangular cyes, purple arms and a green forehead,
would seem to have pone beyond Fousseaw in the weirdness of most of his productione.  They
exnnot be called pictures—these presentments of distomed vision on capvas of paper——but pro=
ductions or cxpressions of an emotion and a vision that are pot shared by other human beings.
A future penerstion may call this “are,' but the preseme writer canmoe conscientiously give it
that term. Some other worke, and notably 3 decoration with figures, have a cemain sense of
form and decorative quality, The experiment of the exhibition of these weird works is interesting.
It is another ripple—following preceding ones made by Matisse and Rousseau, under Mr. Stieg-
liez's carholicity of view, at these gallenics, in all probabiliy=—of the wave of Post=-lmpressionism
soon 1o break upon these shores after its arrival from France and England.

Mer. Israel White in the Newark Evening News:

In the liseke Gallery of the Photo-Secession, Max Weber is showing as strange a lot of canvases
s have ever been gathered together in America. Thar they are naive we will not deny, nor will
we claim thar nafvere has ever sufficed to produce serious arc yer.  Mr, Weber wishes 1o be taken
very uriul.lll}" and he most be gaken thas Wiy Or B0 Ot all, liﬂl:lillr PR BOE -nl'pl:: =
found—probably an sccident, 35 that is contrary o this painter's noton of sesthetics—and more
I'mq_lum_i}' Af position of color char delights the eye, and this is not accidental.

this |I'|= FiE'I'I.II'E'I will he n'F!InI: :'nu:n:n' in themselves. Bot because th r:p-:rutul:

a movel 1dea and what is recognized abroad as a new mavement, it h-rq:-u-}.rn:{hlm; or

already the name of Panl Cézanne has become familiar and the Post-Impressionists have been

iven their name. In j:.l.rl:il:vl: o Mr. w:bﬂ, however—and to Ceranne—st should be :h:ph-mlrd

at these canvases were painted in this country during the last two or three years and so do oot
reflect any one but Weber himself.

The spirst that bes underneath Mr. Weber's experiment ig one that commends tsell even
after it has been chnstened ** The Revale inst Respectabiliy,” for the stamp of ' respectabdlaoy ™
may be and often is placed upon that which merits no serious respect. The mouble with ™ respee-
tabdlity ™ 1% that it usually relates only to the outward appearance of things and easily becomes a
miere formalisy with its arcificial rules and conventions. o fact, 3 the word is often osed, it
significs very moderate praise, denoting thae the object in question will pass muster according to
a medivm standard that his been arbitrarly set.

The meccssity for such standards i3 very obvious. Taking human sockery as we find it,
the unwritten baws of conventionality become conservative forces withour which the social fabric
would soon go to pieces.  Within cereain limits there must be 3 standardizing of morals, behavior,
literarare and other forme of am, for these standards respecy the clemental baws which even a

ius canrot ignore, and there are religious as well as scahetic geniuses.  Chesterficlds as well as
sevikys.

"1'hcﬂjd|:= of perfection,” sid Morris Llewellyn Cooke in his recent report on academic
and induserial effcienc i ot invodved in sandardization. The standard method -nf:]nciu_g
lnp:hing is simply rhe method thar can be devised at the nme the sandard 15 drawn " —hby
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those that draw the standard, of course, though some one else might do very much better. But
whaewver may set the standards, there it a great danger that anything done |:|}" m]: will soom lack
spontaneity, sncerity and ongmalsty; for the letver still killeth while the spine life. The
pmungu-fr:qm:ubiluy always tends o become a conventional sort of pm:-m: ing, inoffensive
bt Ilrlll:ll]:l'll'm'_. And VETY many af the collechons of this and other coantnes h:ﬂ[}- deserve
the name of collectons sance they consist simply of representative works of standard artisis and
bear no impress of the collectar’s individuality and personal tase. There is no particular reason
why they should be kept together. One understands bow far the process of standardization has
gone when he hears a dealer say: A representative 18 x 24 canvas by So-and-So 15 worth so
mauch money."” It sounds a good deal like making and selling pictures by the yard.

Mow, the complaint of the Post-Impressionists is that the modern painter is solely a technician
expressing nothing in his are.  As they look back over the whole persod of painting they note that
the old masters expressed religious feeling with unexcelled ferver; that the seventeenth century
masters painted the human face as well, perhaps, as it can ever be done, and that our contem-
poraries have reproduced the external appearance of things a& accurately as a camera.  Then they
inquire, as has been done on this page, ""What next 1"

If we understand Mr, Weber at all, &t is his aim o produce, first of all, a decoranon, and
secondly, to express feelings and emotions he has erther witnessed or r:pcrimnd and that have
Lefit cheir impression upen him; in a word, to vissalize the inviable. In constructng his decorations
he adopts an impersonalism, endeavoring to Al a centain space with ;ummm-.—.ds-ﬂm'p:, and o
this end b comtorts and distorts the human fgure as expediency may require.  He does not aim
to paint portraits of figure compositions; indeed; he is not of the “ makelike" school, and realism
has no place i his aesthetics. This is the phase of art that we have hkened before to modem
Pmﬁ music, and it would not be surprsing to find 3 Post-Impressionist painting mustard red,
ot use it is red, but because it is hot in the mouth and red is the color of fire.

If anything is ever to be accomplished along this line a very great genius must arise to do
it, and we are wot convinced that be has arfived. And if we cannot swa Post-lmpressionism
“hook, bait and sinker,” we may at lease say: * Lex it alone; perhaps some good will come out
of ie."" We are not at all pcnuldnd that Mr. Weber = on the ri;ht road or that humans can ever
lay aside their consciousness of pain at the sgght of malformed bodies bong encugh to enjoy his
canvases. Anthur B, Davies has done much the same thing in a way that entertains both the
mind and the senpes far more and without bmh'n,g e -u-pr:ll with “rlrplr:hhllrl.}"" and the
public opinkon that 15, after all, the product of centames of and progress and thag need not
inspire a radical revolution. It would seem o us more promising for these revolutionary spirits
o l|:|:||.u'n: the mp:rl:- tnl:h.ru'ql.u: af their ablest ﬁ&n!-:mpﬂrni:t and consecrate it o an ant that
gatishes thie spirit more completely.  Mothing ever survives built on a foundagion of falsehood, s
we fear that Weber has not found the path that leads from ™ respectabality™ upward.

Misz E. L. l':.'arey in the N. ¥. Times:

Visitors to the Grafon Galleries dun’ms the recent Post-| mpn:niunu'ﬂ: exhibation and readers
of the London newspapers will certainly be interested o see what impression such an artist as
Max Weber, who is now showing his work at the Photo-Secession Galleries, makes on America.

The impression made upon the visitor accustomed o the academic conventions and to the
bland tenderness of modern ideals in are mevitably will be deeply shocking, Visitors familiar
with the old masters of secondary fame will no doube find certain resemblances 1o those restless,
tortured q::ri.l:l \'rl'ru.. hke Tun.. malded ther matenial mio vtal and barbanc Eur.rnr., o 'lr|'u:|, I.il:z
El Greco, strove to render the mystical spint of the age through metheds of expressson dictaced
by cheir own powerful p-l:nﬂm!l.l].'. Mr. Weber, together with the rest of the Pumlmp:rumnhql,
r:]nnl:l"rh: idea of n:pmm'l.lztrun a% a true [I.I:I'I:Etlﬂﬂ -:rf:l.rtr and thase who are inclined 1o see in his
distorted forms and his faces, contradicting all sur preconceived Weas of the rormal human counte-
nance, only the mcoherent expression :Isa painter untrained in the grammar of his language,
will da well to prepang themselves |::|r a Eh.m:v: at the charcoal ﬂmwing in the smaller room, an
“academy” drawn according to the wsual conventions of the life class, but of extrzordinary, of
truly surpassing merit. Obviously it is the choice of knowledge, oot the accident of ignorance,
that has tﬂnptlnd the artist into nEw p:lﬂu
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PLATES

ALFRED STIEGLITZ

IX. The Steerage (1907)
X. Excavating—New York (1911)
XI. The Swimming Lesson (1900)
XII. The Pool—Deal (1910)
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To a certain exeent, a8 we have indicated, they are not new. It is not a new ﬂ'ung—mly an
ebementary thing—for an artist to force his arrangement of masses in a given space intm architec-
tural and geometric forms. Mot only have all decorators done this, but all the painters of the
smallest casel prturcs which possess the beauty due to intelligent space composition. It is a
E'DI'HIZ“DI'IH’IEE I:Ir l.'l"il-ﬂ'_'iﬂ'll L] IEZD'EII;II' 'I'J'Ilt “.IPI'IIEI..F PI.'EI.".'!" Pllﬂl'lt E‘il‘ll e EI'IELT I’E‘ﬂt D'F
large and tranquil beauty not g0 much to his delicate rendering of their type as to his knowled
of hwow 1o place them in relation to ther suroundings. Therefore Mr. Weber is following a wel
tﬂ'ihlil..'l!l] mdillﬂlﬂ III'I :mngi.ng_ hl.'l pEI:'FHdII:IItIII lTLd l'iﬂlmﬂlill' hlll.I Fﬂ'IEI\EI .Iﬂd ca iﬂd
ks {roghic arches, with nm:vu-rrrpaumnrl n:un?' of srrucrure. His gross forms, also, rl'mp]l'.ﬁ.td
until they r-r.-p:ml:lit primeval h-uug: hewn oar rock, and enigmatically a pan of the eamh,
afe ot withowt :mpl:t w of the past. In his d.innr:inn of the tures o lmphaliu
certain characteristics he seema 1o us 1 be not merely traditional, but archaisric. In a logical
analysis the exaggeration of an eye beyond its namral boundaries to express intensity of vision
eprings from the same impulse thar caused the painters of an earlicr time 10 charactenize ypes
by writing their names on scrells coming out of their mouths.  In neither case does nature spply
the material. It is this vouch of archaiem which seema o us w be the real mensce of the movement,
and not, cerainly, its povelty or its originality, These, so far a8 they exisr, are bound w be its
gl vation, bt no very grest artist is ever & fesctionary, and @ i in this harking back o the treat-
ment of the human Features 25 a formal mask that we find an omirous sgnihcance,

In the cfomn of the Post-Impressionist to expross as simply as possible whar he feels, or a3
in the cage of the fotbler members of the scheol, thinks he feels, abawt the vigble world and s
elements is the germ of a most interesting theory, and the fact thar Mr. Weber's feeling and our
awn are for the most pare diametrically opposed has very little to do with the question, All of us
who have worked in art schools know how a pupl will gtare in unashamed to put on paper of
canvas his conception of the model with results as grotesque from the initiated poine of view as
anything ever produced by a Bosch or a Breughel.  Then comes the sacrifice of that enchanting
and abswed ﬂmpH:itr to canans and conventions that weaken sengation and vision and make the
work of the advanced student book like the work of all the other advanced students.  Then, if
the student is destined to be even a very lictle master, comes the mighty struggle o I.‘tpin the
hﬂmplm:i.' :nd,;ll plrrn'plied with Emw‘l-nds:,lu achieve :E:in the free mavement #Ftl.rurl'lptﬂ-ml

ostly this ends in failure, a failure defily concealed from the public, but pot from

amistic conscience which needs a deal of soothing syrup in the so-called " matarity™ of
an antst’s powers. w:“, the Posi- m'p-ru.ﬁnmin: are 'P:r\-:pamd to sacrifice ﬂ:l]'ﬂ'u'.ng biy this
intensity of feeling and of simplificanon, and l'h‘.:r propose mot to lose the first force of their impres-
sion, the most di t thing pessible 1o keep.  We are not Post-Impressionists and we must express
the honest convicrion :hl:r:izf are guinglh: WD Way showt 1. Buwt 1t 15 not an innnmj:-m?mu.il:l:
aim, and 'lrhu:l'lzrﬂurnlm out i be martyrs to an impossible ideal or beaders of a new and puﬂrﬁ:l]
marement in art, they are trying hard 1o get away from the formulas char have sausfied a pn:ﬂuq.ll
generation, and they are entithed 1o thar respect which always should be paid 1o the mmxm
nmnn'pun- It appears to be necessary, moreover, that many should do I'|:h'r-|:||:|:|I the wrong
in art before one single person can do forcibly the nighe thing.

Mr. Harrington in the N. Y. Herald:

Central Park, seen from a new angle, has been taken by Mr. Max Weber, a disciple of the
gchool of Pnut-'lm izm, 35 the model for one of the remarkable canvases which he iz
exhibiting mmm Gallery, at Mo. 201 Fifth avenue, His viewpoint scems to have
been I'Jul: -ul' H:r. R-u-:r Enabenshuwe when he soa over the |:|=:ri: in his dingible balloon. Ina
Fu:rdtd ath may be seen a man, who appears of abour the size thar he would be if be were walk-
Ing in 'rh-: depths of the Grand Canyon, work bears the name “ Trees in Central Park.'

Faor thos= who cannaoc quu:l:l}r embrace Mr. Weber's advanced ideas in am there = a land-
scape called “Connecticur Hills,” which is pleasing from the point of view of old fashioned folk
who believe color and drawing are not fetiches. There are also several paintings of frust which will
commend themselves to those who xssimilate radical ideas in art more ﬂ-u-w|:|.' than does Mr. Weber.
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Mr. Weber's paintings of figures, judged from the sandards which still obtain, would be
regarded as coarse, bue in this world ﬂd’-:h.m::w one 3 century of so later may stand in front of
them and well where Michael Angels fell the standard in draughtsmanship and anatomy.
The fgures by Mr. Weber, however, do nat purporn to be anatomical veritics, but forms a5 be
sees them,

This exhibition, as the first show made by an ambitous young pamter with a Grm belief
in his own mission, is worthy of attention and study, and in any cvent is inccresting, a8 cvidence
af the fancies of the human brain,

Mr. R. Cortissoz in the N. ¥. Tribune:

When the noise made in London by the recent exhibition of Post-Impressionistic pictures
reverberated across the Atantic, there were doubtless inquisative souls who wished that they might
ece just what all the fuss was made about. 'I'.I-n.c_].- may get some idea of the subject by visiting the
Photo-Becession Gallery, where there is a qn:.nn?'-ul paintings and -ﬂ:rlmu!;l :h-].' Mr. Max Weber,
['[: 15 a pamter of nude figures, nfllndmpe and of stll ife. Hi intention, it is to be prﬂﬂmtﬂ.
s more or bess decorative. His p:mnnp tell no particular seory, :!I;Eunnl ot otherwse, and it
hardly matters that the catalogue contains no numbers, =0 that one 13 left o at the wtle
b:hwgtulglmp:rtun:. FFWth-rml!:l appear to have one promising faculty lying dormant

in his :Ill.'nmr as an artist—an instinct for movement, a sense of the beawriful effece to be
m.ht of a |.1 maohile in space, out of 3 ot of :Ee of a head. But his people have
lrl:n:l:l[at-nd bodics, they stand m arcimudes nul;l: douhbly mp'tcmu.l by his crude
r"ﬂum and matters are ﬁ|121h- made worse by his even more 'pﬁ:uh::r notion of colar.  Per-
hl-p:. for the npdlr conventional folk whe live in dread les be suspected of want of sympathy
for the mew rthing, these pictures may possess csoteric charm. o the merely disinterested observer
they are uptrue to pamure, wely, and quite aninteresting,  The discipline of the schools mighe
develop im Mr. Weber 3 modest walent,  His work 35 it stands, however revolutiopary in aim it
may be, has nothing really simalating abous it.  Pom-Impressionizm in the light of this exhibitnon
need cause po alarm; it is oply a bore,

The excitemsent sbout it in London has begun to die down, but in some quaners there a
livele amusement is uillgmidﬂd. Mr. Roger Fry, one of the most ardent defenders of the quaint
smm at the Grafion Gallerics, sought o answer one of his critics by citing the names of several

shed persons 3@ sharing, 1o some extent at least, his feeling for the Poss-Impressionists.
Mr. rgent was included in this group, whereupon the " American painter sends o the London
“Mation " this interesting disclaimer:

H‘v stientlon kas been =|I:It-:l uu-u artscle bLM.r I!m-.—‘r'rf. called A Pul:l:mﬁ-:m P'nl'lalmuru-
pwpﬂpnnﬂmwhdug lﬂr:ﬁn.l'mrl.ﬁlllﬂr lahnuhi'h: ﬁpu.llhwmmln
oo

your cohomns Iheuhwm recitficatkom,
H':.hhhﬂmﬂynhﬂmﬁ,ﬂﬂlmmm&dhﬂnh&:mm]n.-
would have known that my thizs were |5 the cxactly ite direction s far as the povelties
concerned that have been most mm::hh;h::ﬁttmmrﬂmqpm of seein
T had declined Mr. Fry's requesi to Bame on the inftial Bst of promoters of the lon,
oa the ground of not keowing the wosk of the ftera o whosn the pame of Poal-Impressbonlsis can be

ap ot daunm-pp!{um!-huﬂwmtm. My, Fry may have betn told—amd bave
dmxhdmﬂtmnmwﬂwthhh in them,

tely skeptical &s to their baving any clalm whatever to works of

art, with the exception of some of the photures by Gasguin that #isike e a3 adminable 0 , mnd

But ane worders what will Mr, Fry mot believe, and one i tempted 1o say, what will be not print i
Yours, ¢ic.,

4
H:
:
:

The force of this communication is the more o be appreciated in view of the fact thag Mr.
Sargent has long been known as one of the most crous of modern artiss in everything that
means sympathy for new ideas. He is hmdmhﬂ and quick to recognize mesit, no matter
where he may fnd it
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Mr. James Huneker in the N. Y. Sun:

ohn Mann's cobor stains are still in the lintle Gallery of the Photo-Secession.  Any one
who thinks that this charactenistic collection 52 ke a chamber of horrors will be :E:npl,-.ll:ul.}' g
:.ﬁ:m'u!ud. M. Marin iz an artist who knows kow o SpOE paper 89 dmrﬂ!}' thar the illsion of
srmasphere, the illusson of a woman sitting, the dlusion of a general reality, is evoked with non-
essentinls eliminared, 1 you can’t understand has =||ipri-r.:|. ::nu:nﬁnn, take the rouble w “uﬂ_r
it. Order will soon reign where you fancied chaos; eventually you may discover that your own
eyes were at faule, not the artis’s,  Manin has a supple ealent, he makes shar curs in his statements,
and while he is not 35 oniginal as Max Weber, his color semee is richer, more harmonious. We
fail to understand wherein is the enigma of his impressions. The lower end of the idand, the
harbaor, the Singer Building, are admirably interpreted.  Even Here Etr-m von Stieglitz may admit
that these swift colored views are as truthiul as the "new photography,” with its soft pedal vagoe-
st and s mezzotint effects,

Mr. Tyrrell in the N. Y. Evening World:

Alfred Erit-!‘lih., of the Phomw-Secession iri.n:, Mo 2051 Fifth avemise, prescnis anatker
paradox of purest ray serene.  This time it is a group of Cézanne’s water colors—or rather, fr
mentary drawings washed in here and there with spots and patches of fag tint.  Where does
parsdox comse in 7 It bics in the face thas this is the Brst show given to the American public of
works of an important amist whose name stands a5 o som of hisorical landmark on the borders
of Impressionism and Post-Impressionism, yet it falls Bac and insignificant, and students wha
know nothing of Cézanne except what they leam here, will go away knowing even less, because
they will have a onc-sided and dead wrong idea of the mrml:gn[ﬁﬂm

Although Cézanne was sixty-six years old when be died in 1906, and possessed a va
natural power which might have developed into positive geniug, though it didn'e, he never really
arrived. His ideals and training were conventional until middle life, when suddenly he saw che
powerful light of the lurninists and Rodin, and started 1 grope for it. He was still groping when
the end came, although lots of people in Paris own paintings of his in which he came vastly neares
1 hufng an irnpu-ruul: Cézanne than he doex in these few F:I1E memorands so pinl.ul'_r cherizhed
by Alfred.

Mr. James Huneker in the N. ¥, Sun:

The nne water colors at the Gallery of the Flm-Emun'nn are mere hints rather than
actual performances, yet finely dlustravive of the master’s ot of omission,  Theee thin washes
tell the student secrees by reason of what is left out of the degign, and some of them are bald enough
it mist be confessed, ' The Eoat in Front of Trees™ is worth close suention. It seems a p
however, that we have thus far seen no representative Cezannes in New York, The lare H. g
Havemeyer has a remarkable gathering, bur they will never be publicly exhibited. Whenever
the Durand-Ruels fnd & Cézanne in Americs they buy it and immediately send it to Paris, where
it will command a big prce. We are, nevertheless, indebeed to Alfred Stieglite for his pioneer
work in the matter of bringing o the ken of are lovers the mone recent art manifestatsons of
Fans, Hades and Buxteh

Mr. Arthur Hoeber in the N. ¥. Globe:

in Alfred Soeglicz and has bide Photo-Secession Gallery come to the front, this
time with 2n exhibimion of the work of the Frenchman, Cézanne, who, we are wld, is more or
less ehie i|'|.1.'pi|'.l:inn| of the Post-lmpressonists.  From a I:I.II'IDlT\"iEWﬂF hiz warer colog dmingt
we are ipclined o make it “ less™ there is a bot n-funi.t{lluu even if it be u'url@l!td Wikl eoeen-
tricity, and our abjections take the form of a protest at the painter sopping juse where the real
difficultics of art begin. Here are innumerable delightful sugpestions, beginnings, indications,
or spottings-in, bur stopping there when the spectator has a reasonable right 1o ask for a legical
conclusion, Thus we have the “Boat in Frong of Trees,” and the “boat’ might be a log in a
stream for any indicated form of craft it has, while there are no trees or cven suggestion of them,
though there is 3 bit of green shadow. As it stands the work is meaningless, and hundreds of
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clever students could obtain an equally dexterous swish-in of color. There are other drawings,
in frome of which the present wnter was unable to make our the intentron, mi#l:l'.ing a landscape
For 3 branch of blossome unl corrected by the ever-cheerful cicerone, Mr. Soeglite.  However,
in these gallerics, one must mar ou to find certain things, and then only, with the aid of a powerfisl
imaginanon, duly prompeed h}r the guide, and an ueter subordination of all one's preconceived
notions of mature, obe May armve mumheru as long as the hyprotic mfluences of these lg;mt-il:lrl-
ECEENE prﬂm . for the Photo-Becession’s offerings are an acquired taste, an obscssion, as it were,
for the full enjoyment of which one must b-: of the cult. Manly the present display seems ke a
Barmicide feast. Youw are solemnly told of the beaunful qualities present, of the bovely things
o see, and you look—bur, alas! in vain. To the man hungry after are they fail to supply nutrition;
anm Iurin; you have your :pptr.in: sl wich :rnui

Mr. Rockwell in the Brookiyn Eagle:
The ar of the Pos=-Impressionist, Cézanne, about which Europe s talking, may be seen
for the firse time in this country at the Photo-Secession Galleries, 201 Fifth avenue, Manhattan,
where rwenty examples are on the walls. As the water colors have no btcﬁtml.l.l'ldt and as the
brush scems o only have t the p -, I some cases, the firie impression 15 that the proures
are marvelous for delicacy, lightness of atmosphere, stiveness and simplicity. Any ene can
admire the way Cézanme 'pal'ml:d “A Cuream nl'Tm:r., and sich E:nmptn as " Chestnit Tme,"
“Tree Trunks,” *Homensia™ (hydrangea) and washerwomen at work at one end of a flatboat
en & river, as well as “The Fountain,” with deeps of foress opening behind it.  But o ordinary
:rﬂ the 'In.n.-rl:t'.lpum (1] b o1 ghie puuul: -u-fd.'lnp'pﬂ from the PP, To show how Cezanne
is considered abroad, this, by Roger Fry, in dhe mm%ﬁlnﬂn Magamine may be of interest:
=Cézanne’s work, ' Los Maisona Jaunes,' is in a very dBferent category, ‘i‘rlﬂw ey mﬁhmuﬂ
ulth:--:].-.n:m:hmndrmmthmh.mhn,wnhh:m!nmuh profoundly classie
arfists that sven France has prodeced, asd by clasie T mean bere 1be -}Wﬁn!!uhﬂnglnmhplhuﬂm
:h: actoal matesial of poetry amd the fallest gratiboation for the w . Certainly
llfmm:htmuﬂappnrmmhﬂul.mtﬁml.hwﬂhrﬂuIl'lll-l care thas
the ligtle wayeddo scene in ibhe South of France which Cfranne haa taken for his modlve. A shoni strip of
mlnmglmﬂguﬂ:l:ﬂlm h%ﬂ:ﬂg:ltmmilmluﬂbﬂuypkm
teresl, a I.I!E-|1|-l:'l11'pﬁ|:l.'.|-l-l.l, -Ii!l-pl.' ERLS 1 Hlﬁml'ﬂhﬂ.‘:
=1Hnmmﬂr:nm¢ wa'rn.llr 8, ot of which Cézanse's magh art distlls for s this
strange anid bauntisg vision, 0 canspsition, apparcmly meruJ and unmua;ld. Is In reality the
closesd, most vividly apprchended unity.  Ohst of these apparenily casual rectasgular fopma, from the play
luilI'l.'-"l.qmupn.ghnn]hwmmﬂhmnﬂmlmﬁhﬂmhpﬂﬂwllht ton. To e
indjsiring cye Bow relations, anssspecind barmeaic comtisually rovesl themselves; and ihls s tnse po lea
af the subile, pare and crystalline colar than of the linear cosstruction of the pattern, In the

)

painting cne comes bt rapdy upon pictares which have, ke this, 20 inevitable u-nl! that badlles all
and explanation.  However di m:mhmrhhmuhmtrunhltdhﬂ aln:-mullnl-mad'r.
it Bas mtl.i'l.l-mh-mﬂhm‘u the fxscination, Hﬁnhw Ghl'ﬁ?f:‘:-

"Tempest." Tho af a desigs a9 l:::ur'iwhm asxl upr'm.hq lines
mﬂrmp1uhdshlihrn.ﬂm rrl:hu.hrm|lh‘l'rll-ll-ilﬂfm Ebﬂﬂ,
Cémane has prelensd masy handscapes of Hrl#l'l.' striking and cbviots beawty than this, :I'ewIl.hhl’lh
which rrveal mere truly the intensity and the spondancity of his maglsaiive reaction to nature "

Mr. Arthur Hoeber in the N. ¥. Globe:
Pablo Picasso is his name and he is vhe high priest of the Post-Impressionists, so we bearn,
Edi spirit and the inspiration of that band of innovators in Pans who are holding the
nﬁlhe arnistic scene.  When there came to us from the Photo-Secession Gallery, through
Hr Eﬁeghﬂ., a circular by Marius de Zayas, beginning with the statement that he did not believe
in &rt criticksm, then we feared the worst. Those who really care lictle for :r.ili.dlm maimtaEn
a discrees ql:ﬂu::l It s the person who, with 3 Boarish of cumpets imveighing againse public
print, makes the sTongest objections when the mewspaper IETH:II'H him. Alsn when it becomes
Recessary o explain pictures by vague words and protests it is a certamney that the work needs
all the assiztamce liveracure cam Fnre e Sun, when we are mold that * Picasso seeks im form the
psychic one (manifestation), and on account of his peculiar remperament his p scal manifes-
tations inspare him with geomsetrical sensations,’” and thae be “does not limip himeelf o aking
from an -ul:j-an |:|rﬂ:|r those thﬂ which the eye pemim, bun deals wech )l those which II:DIII'\'IHEIE
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o him consmowre the individualicy of form, and with his peculiar fantasy he develops and transforms
them," and “that he has a different conception of perepective from that in use by the traditon-
alists,” then did we know there was something out of the commonplace.

Surely M. Picasso does not use the planes the eye perccives.  That is, the eye of the world.
He cemainly has a “particular style™ and a " peculiar fantasy." The display is cthe most extraor-
dinary combination of extra and absurdicy that Mew York has yet been afflicred with,
and goodness knows it has had many these two seagons past.  Any sane criticism & entirely out
of the question; any serious analysis would be in vain.  The resules sugpest the most violene wards
of am uﬂum for maniacs, the craziest emanacions of a disordered mind, the :;il:l:le ingx of 3 funancl
By the side of these all previous efforts seem academac, sane, conventional, ordered and
.lr:l:epuhl:. It is almost worth a visit to these EIIIEI.'IH'I to e how far foalishpess and imbﬂ':'ll"l]r
will [ znd whar colozsal and momemental ?ﬁm can accomplish]  There are several 'I'J'i:iu!;l
here thar even Mr. Steglitz cannot comprehend, but which, he maintains, delight him, and when
ke shall have discove the armst's 'l"n.nnriu:l, he 1= pr:plmd. o admire -I!:I:I'II'!:F“:'_\". Such are
Mind faith spd confidemce. Really and tml.r, there remaing lictle mw gy, Eave that one e
a man orherwise 5o sane as s Mr. gtu:EIu:u should thus connect the name of this enjoyable limle
ronen with soidionc 2 Ji.'lph. . Bug the limae has been reached. Hul'hin;:.ﬁ:ﬂ thiz can well =0
this show, and we doube 'il'}llnp'hing will m’huq;umll.}' aq_u:'l it. But the poor “ Independents"
mest look o their lanrels.  Already are they back numbers and we shall look soon to see them

am:!Pm“t with the much=abused old Manonal A.I:I.dll:l‘l}' of B:n'gu.

Mr. Tyerell in the N V. Eveming Weorld:

Unless you sre ready to receive the artistic jole of ung life, don't go o Mr. Soieglicz's
Photo-Secession Gallery, No. 2g1 Fifth avenue, where m-ﬂpmhm is exposed in a colbec=
ton of early and recent drawings and warer colors by Pablo Picasso of Paris.  And yet, on second
theught, we should pot take the responsibility of advising any eamnest eruthseeker o stay away,
38 the announcements declare thar “this is the firs opporunity given to the American public
o gee somse of Picasso’s work,” and from the fierce notices the show is getting we fear it may be
the last,

There is no canalogwe—it woulds's help much, anyway. Bur there is lirerature by Manus
de Zayag, explaining what the Picasso kind of am is mor.

" A it is not Picasso's purpese,”’ says Marins, w0 perpetuate on the canvas an sspect of
exrernal nature, by which o produce an amsstic impression, bur w represent with the brush dhe
impression be has directly received from nature, synthesized by his Faptasy, he docs not put on
the canvas the remembrance of & past sensation, but describes 3 present sengation, * * *
Inszead of the physical manifestasion he sceks in form the psychic one, and on account of his
peculiar emperament his psychical manifesations inspire him with geometrical sensations,”

Kow will you be good|

But we are not going 10 try to make fun of these Picasso things. That would be wo casy.
The obvious, though difficul, course is 1o smdy this Parisianized Spaniard seriously, and try w0
et the occult message be has w convey, For when an arist who can draw and paimt with the
consummately besutifial mastery of 3 Miller or 8 Depas—and Picasso unquesticnably can, as you
may see in the cxquisite full-dengeh drawing of a peasapt woman hanging at the entrapce to the
gallery, or the Moorish head in color within—when soch an srist deliberately throws off chis
traditional technique 33 2 worn-cut garment and exposes himself 1o the marryrdom of misunder-
standing and ridicule by perpetrating childish wooden images, Alaskan torem-poles and pargoyles
smesred with green paint, or weird peometrical jumbles which even Mr. Stiegliz Eﬂniﬂtl he
:lrmnt make head or tail of, then there must surcly be something doing of large import for the
wrure.

In the N. ¥, World:
There is 3 new thrill in town in the world of are, and it may be E:l.'plriuu-nud ar the Fhono=
Secession Gallery in Fifth avenue, which is conducted by Alfred Seicglice.
The exhibition iz 3 collecson of dm‘winy apnd water colors h_:,r Pakla F‘l'uuu-, a El:unia.rﬂ
by bimh, although he is announced a5 from Paris
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Here is an artist who disregards all formulas of art—that is, as practised by the traditon
alists—and here if ane chooses they can be enlightened by a besson in the last word of Pos-Impres-
sionism, which is so much in vogue abroad just now,

“In has paintings pemspoctive docs not cxist; in them are nothing bus harmonics sa d
by form and registers which succeed themeelves, to compose o peneral harmony which blls the
rectangle that constitutes the picture,” says Marius de Zayas, who is evidently an ardent devotee
of the art of Picasso.

The studies of Picasso are indeed rectangular. Somse of his higures suggest the early Egyptian
type, and have been executed without any consideration of drasghesmanship, In fact, correct
drawing does not appeal apparently to Picasse, who according to de Zayas gives synthetic expres-
sion of his emotions in his compasitions,

Among the studies one can, by power of imagination perhaps, make owt here and there
a figure. Here are fantastic shapes, and one drawing in pamicular which supgests a fire-cscape.

Picasso has outrivalled the insurgents in his art, snd afrer 3 visit o this ulra-Impressionistic
show one can retarn o the Independent exhibition with prester appreciation,

Mr. B. P. Stephenson in the N. ¥. Evening Posi:

The latest word in Post-Impressionism has reached the Pheto-Secession Galleries, No, 201
Fifth avenue. The speaker thereof is Pablo Picasso, 3 Spaniard by birth, who sought Paris
because, to quote Marius de Zayas from an sdvance proof of Camuema Work, there ™ art has
succeeded in conquenng an independence which permies all soms of atemprs an new expression.”
This Picasso attempt at new expression confounds us even more than the caglier ones seen ar
the Photo-Secession. We will not go so far 38 2 physician, brother of Alfred Stieglite, owner of
these galleries, who, when he saw the Max Weber pictores, said: ™ Why, these fellows are
suffering from paresis and 1 will bring a noted alicniss 1o prove in."

Tt may be our own brains are “out of gear.”” At latest advices the alienise had not armved—
“roo busy Imkiuﬁ:l’m other sane persons,” as Sticglite remarked—so we had not a chance of
proving whether the generally persuasive Alfred or the writer was better Breed to seek Blooming-
dale. El‘l:e warshippers of Picasso say they fecl sensations over what hag been cleverly described
as his *emotional geometry,” and having forgorten most of ther gerometry since they left school,
are bent on studying it again to find out by what process their sensations are produced.  But they
do not seem erstand whether Picasso beging with » ical sketch and ends with an
unexplainable painting, of begins with the painting and ends with 3 wrbulent misture of cones
and cubes. The wriver heard two of Picasso’s interpreters, who raved over the sensation his work
produced, du'r:uuhl?ﬂh:‘tl: was the beginning and which was the hnished product of four studies,
the onexplainable hgutes or the geometncal confusion, - They feel sensations, tod, over a crayon
drawing that looks o anybody who does oot understand " emotional geometry™ like a :luEll'nr
a Rre-escape, and this 1% no e ation. They feel sensations over a hormbly drawn lay re,
a girl with a nose clumisly cut from a block of wood standing at an angle of about thirty degrees
across an almost full face, one side of which has been twisted out of joint. But let them have the
last word: De Zayas, having explained that in Ficasso's works no perspective exists, that i them
“are nothing but harmonies mﬁmﬂ by form and registers which succeed themselves to compose
a general harmony which fills rectangle that constitutes the picture,” writes:

Theme wha have studled art withour Greoo- Bomas know that the soss of the
A L T B T
ww&mpn mh:uhiun.ﬂt the :ﬂedhn o ikt which exists only lln u:thrnw :Hﬂ.m

in Pleassc’s work, which Is tbe antlstlc representation of 8 paychology of form b which be (i
1o represent in essenoe what secms o exint oaly In subwinsee,

Mr. ]. Edgar Chamberlin in the Eveming Mail:

The limit of esoteric anti-traditionalism has certainly been reached im the pictures by Pablo
Picasss, a Spaniard domiciled in Pars, which are shown at the Photo-Secession Galleries. haps
we might call this work ulamate-Post-Impresstonism; the foroe of anti-traditonalism can mrj,'
ge no funher,
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And yer it would be an ermor o apply to Sefior Picassa's method any term thar implied
progress, of advance, or development. 'ic work is rather a reversion to the extreme of primi-
tivigm. IF the picoares of Alfved Maurer, laely shown st the same gallery, were properly described
as peo-Axtec, these chings of Picasso's are neo-African.  They remind one of nothing so much a8
of the carvings in chbony or blackened wood, rudely representing the human fgure, made by the
natives of the west coase of Africa,

They are supposed to be the result of a sort of grometrical obsession in the soul of the anis,
but the ungrometrical eye sees nothing in them but a rude, primitive attempt to represent the
human and ﬁguﬂ.- in blecks and slabs. A man's or a woman's face, as Sefor Picasso soes ik,
looks almost exactly like that of a football player with a headguard and a noseguard on.

In his very interesting account of these things, which s printed in the catalogue, Marins de
Zayas says that Picasso's p:l.'iunhp are “rthe coefficient of the uuprnn:'nnl thar form haz pmdl.lnr\-ﬂ
in his spamit.”  Mr. de Zayas also says thar the most thas he himself can do, as a coc, is o sa
a lh[n&;;glum or displeases him,” apd to "express the personal motives of his impressions.”

I 'We smand absolutely with Mr. de Zayas, and say that form produces in oor spirit
impressions resulting in & rotally different cocficient from thar produced in Picasso's case, and
that his pictures displease us radically and wiclently, There are some sketches in his callection
that are, indeed, very pleasing. Bust they are more or less traditional. They are not neo-African
at all. Neo-Africanism jare our * personal motives,” and we think it jars the personal motives of
0,000 out of every 10000 Amencans and Europeans,

Mr. Harnngton 1in the N. ¥. Herald:

Sefior Don Pablo Picasso, who presses beyond the Post-Impressionists, is represented by
a disquicting array of drawings and water colors in the Galleries of the Photo-Secession Socicty.
Persons entering this domain receive what i practically an injunction signed by Mr. Marnius de
E-:lrll forhidding them to crmcize :lnfl'hin; which Sefior Picaszo has o |:E'=r, on the E‘mu.nd that
Mr. de Zayas hamself would not dare to pass semtence on anything which he has ever seen.  Mr.
Alfred Stieglicz has taken chis array into his gallery, which he calls his laboratory. He looks
the study of this hideous sssemblage 35 necessary to research work, The chemist, by dint of
experiment, may produce most delicave perfumes and delightful favors, gﬁ much of the matenal
in the mtermediate process may ot be alluring to the senses, The Spanish painter presents
semblances of human heads covered with green hair and fgures which have hexagonal legs.

Miss Elizabeth Luther Carey in the N. Y. Times:

As to Picasso, whose geometrical emotions are boldly on view at the Photo-Secession Gal-
lerics, there can be, of course, but one opimion.  He is shocking, he is reactsonary, he is schemaric,
he is & dermier eriy and the general p'l.zlir #tops its ears to that discordant sound. Mevertheless,
it 0% & sound that s qni:.l :mprmﬂ:l-c r|:1'n|.|.||'iur.| n'l:'unel'.ind.ur ln-u-lhu',lnd Picasss 18 one af
the pamters whose work indicates the stirming of rebellion spains the academic inBuences of the
past, which, if it dees nothing more, is premy cemain 1o wake wp the academies. We heard the
other day an extremely clever charscrerization of the group of men who be called Expres-
stanists, 1f you choose, cereainly amything clse than Impressionisms or Post-lmpressionasts, both
of which are crass misnomers, They were compared to explorers on unchaned seas, starting
out as the early discoverers did, with only the assurance that the lictle world about them had been
so thoroughly investigated that no surprises were forthcoming in thar Beld, with the profound
conviction that there were new worlds to conquer beyond the seas that might be found, if some
mariner had courage to st sail.

There is Bo sign as vet that Picasso or any of his companions has found the Northwest
Passage, although they come back with tales enough and to spare of the strange monsters encoun-
tered on their travels. When, like Picasso, they hark back to primitive symbels for the expression
of their cxceedingly sophisticated feelings and ideas, they are merely wearisome in their lack of
anything like trus m—i;imljt]r. When, ke Cézanne, they use their prnciples and formulas to
support a direct and simple personal vision, when they use their intellectual instrament as he did
hig, to give form o the idea conceived in emotion, and not for the soluton of purely abstrace
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problems, ||1::,r have more of the genuine pioneer quality from which we may expect discoveries
that will sur the I.ITII,EI:I'HDDJ'I...

In any new movement, however, are hundreds of frensied spirits who lose their bearin
and go down before their begitimate goal is reached.  One after another claimes mtmumgcpunpf

A shipwrecked milor buried oa this coast
Full ]]HJ%;;EL‘{ hen losk
mAany & i tw WE Were

Weathered the gale.

Mr. Israel White in the Newark Evening Neows:

A lirthe book Iying on my desk has the simple, yer profound aele, “What Nawre [e”  Charles
Eendall Franklin, the author, goes preery well e the oot of things and offers 3 plausible theory
of the umiverse. He describes the solar gystem 2z beginning with a maximum amount of radiamt
and a mmimum amouant of gravitam energy and effects a rransformation of these two kinds of
encrgy " until, nally, after billions -ul'}.rﬂrl, the condimions are rﬂnm:d and there exists the maxi-
muam amount of gravieant and the minimom of radians energy.”  Then the system collapses or
collides with another and the maximum amount of radiant encrpy is again developed; and all
the matter is once more digribored throaphout the systeen and the process is begun over aguin.

We have not rexd far enough et into chis linle book o see whar applicaons the suthor
makes of his theory, but we have no doube that, eventually, he will apply it to am,  Bu, if we have
understood st all clearly what our most advanced contemporaries are doing, we imagine that he
will think 3 collapse or a collision has cccurred and that the process of aesthetic development has
hegun ower again,

Surely no one will go to see Fablo Ficassos pictures—if they can be so designared—ar the
Photo-Secession Gallery, if he is in search of bea They canmoe be criticized; for there are no
canans of are with which o judge them. Il'ltl'zrcrz.r wo atrempt should be made 1 judge them,
They are simply experiments, attempts to carry the idea of the Post-lmpressionises 3 step forward
and to build up a new artistic process.  Bur as experiments they are exceedingly imeresting and
no one who ‘Emﬂ to keep in touch with the Bux of current thought and the currents of his
rmee cap wel ord re them.

Hardly maore than Fnrmml].' has |;1wed since Manet and the Impressionisis were shaking
artistic Panis with their new ideas in has taken the world all this timew carch up with
and understand them; to realize that dw]r with their scientific use of color, were producing realism
such as the world had mever seen.  Through 1h-:pe intervening years they have learned to reproduce
the acruality of appearance i in cvery dificult circumstance.

To this 1dea of IIELHE |l1= il:l'l.hll.?’ af a ':ll!iﬂﬂl:'l! * the ﬂ'rmab—runuﬂf the J:P:n-
ese—contributed the i reis a ul:unu.re unit, and under the inspiration of Whistler,
the supreme purpose -u-l':rl: I:-nnu'l.l.- decoration. Such a p-mutktnr instance, as Whistler's famous
“Falling Rocket"' 1z d:'dim:tivd.}' a decoraison. He set the fashion -ufmrn.ing hig pi.n:qurﬂ Eym-
phonies in pink and green, in this color and thar, whatever they might be.

But it soon became evident that mere color harmonies do not satisfy the human spirit and
form came to be treated hrf]r:'p.:m.tln:len for 1ix =|:|ul].|.r:|"r]uu iEF 3 I].'mlml nfﬂ'pmn It
bmml! the habit of their minds ™ to view the particalar in relation 1o the general, o see the type
in the individual; to regard the personal and local as manifestations of the universal,”

i I:I-ﬂl:f'lll.'l:l!l," Me. Caffin wroie about Whistler, * forms lose their concrene assemivencss
and become as presences, looming athwart the mfinity of spiritual suggestion.” To umphl’_lp,
express essemtial qualities, to render abstractions, that was his How evident it is in his
Iilhnguph and ﬁlﬂinﬁi winth thierr wonderful l.lﬂ'.idglurnh =|1|E tlmnru| T'h::," indicxre go linke
yit ﬁr:l g muach!

feer Whistler, Cézanne.  An exhibition of his water colors has just closed at this same linde
gllll::l!:r. Thtj' did emore than ltl."-q:l' to the maked hade; ﬂwr showed the VECY Marmow maide the
bonecs.  Everything superfluous, incidental, paracular, bocal, was lefi our. It was the very antithesis
of the detailed, claborated are of, say, E. L. Henry and Meissonier.

1 M“E:Wi 3 Ay that the Jip:nth‘.- art, w0 |I.|'g|:|.;rI dnnm-ll:i.ur was Eenmzl;rinul I
its designs, e peometry, however, was as far as the Japanese went. Cézanne and his followers
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to solid and spherical gromery, making the cylinder and the cone the bases of their
patterng. Mow | Bnd Picasso using cubes and crysals, the very elements of pictonal design,
and #o arranging and expanding hiz crysmals 38 oo sugpest natural forms and faces and hgares.
Mo effort is made to present the actuality of appearances, yet the most striking impression of this
exhibit of experiments i¢ the character and expression Pieasso succeeds in imparting as he gropes
after a new amnd impersonal wse of form.

In a sketch of Pablo Picasso, a Malagan living in the freer air of Pans, Manus de Zayas,
the canicatunist—ales Picassa’s countryman—has explained some of Picassa's aesthetic sdeas,

“Picasso has a different conception of perspective from that in use by the oadioonalssts,
According to his way of thinking and painting, form must be represented m its intrinsic value
and nat "u'l.r:]aﬁm‘l.tnuﬂlﬂ'-ﬂl:jﬁtb:. He does nat think i.t:righttupn:iut a chald in sze FII]EF
than |:|1=1; of a man just becauss the child is in the foreground and one wants to indicate that a
man s some distance from it. The painting ufﬂmn:: o which the academic schonol subordinates
Ell'l:rlg,':]:umg| seemns to him an clement which 1'|1 I: be -ul' reiat |:|1|:|u1'|.1|1|:: mna I'DPDEIIFI'liI:HI l‘.lIJI'I
orin a phml map, but false and wseless 1 in a wor of art.

"E E: pai perspective does not exist; in them there are nothing but harmonies
ul.;nemd |::|.' form, :mi’:reguun which succeed themselves, m COmpase 3 geunf I:l:.rrn-lm}- which
fills the recrangle &ul; constitutes the picture.

“Thos: who have studied E run art without Greco-Roman  prejudices, know that the
sons of the Mile and the desen mugpm ther works the realizason -unlI an ideal comceived h}r medi-
@rion before the !'I!_:.I'Eﬂ'i.l:ll.l.l. river and by ecstasy before the im ng solitnde, and II11'|; i why
they transformed marter into form and gave o substance the re n of thar which exists nn'l:r
in essence.  Something of this sort happens in Picasso’s work, which is the amistic representation
nfh;.pm}rclﬁhg].r of form in which be tries to represent in essence what seems o exist only in
substance,

bels apainst tradivon and respectability, these very modern men are orying to express
something in their own way. Whether anything will come of ir, | don't know. Bur the offort is
mncere and they deserve a beaning; from those even who can only laugh in the presence of their
waork.

Mr. James Huneker in the A, ¥, Sun.

Ten years ago Pablo Picasso armived in Paris, having an excellent equipment with which
conguer the world amistc. He was a superior draughtsman, a born colorist, a passionate har-
monist; ke incarmated in his production the temperament of his lberian race. Mr. Smeglice will
show 3t the Galleries of the Phow-Secession a few drawings of that perind; they are supple,
abert, savant, above all charged with vitality, Then the spirit of Henri Matisse moved scross
the waters of his imagination, as did that of Debussy in the misty, wild regions of Ravel and Dukas,
To-day Ficasso has surpassed his master in hardibood, as Matisse left lagging bath Gauguin
and G[-:mnt. &t Paul the Minor and St. Paul the Major, in the rear. hr.t.'ht present he is tﬁ‘lﬂa—
iting in the Galeric Volard, Paris, and eritical commentary makes one i he i either a satyr
or a Hyperion; there is no middle point in the chorus of execration u:h—ninu. We belseve
this is wreng and makes for crineal confuson.

In his recent illuminating address Me. W. C. Brownell remarked that "every important
picee of |eratuse, a8 every imponant work of plastic am, is the expression of a personaliny, and
it is not the matcral of it but the mind behind it that invites entcal mierpretanon.”  Preciscly
wa, though we do not believe that either to the reason or to the imagination of this distinguished
critic the pioneer Ficasso would make much of an appeal.  And even this opinion we put forth
diffidently, remembening that when the name of Rodin was soll anathema Mr. Brownell had
written almost 3 beok aboue the seulpor. Pleasso is miles away from Rodin, yet he i is striving
for 3 new method of expression, one that will show us his new vigion of the powers and principalities
af the canh, {ﬁlpn#ntﬁ:ll:nu:hntm;ﬂ:r:d:l:[rﬂtmhlmn |:|.|:rr||}| tl:‘:mm
certainly; that’s why we wlerate it despite its alling wgliness; a ,rﬂun.; is better than
parrotlike repetitions of the :::dnmr. it

Whar i meant by the new “vswon” ! Why shouldn’t the vision that pleased oor great-
grandfather content his great-grandchildren ! You must go to Stendhal for an answer, Because
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each generation, whether for better or worse, sees the world anew, or thinks it docs; at least itis
“different” in the Stendhalian senet. For a keener definition bet us quote [, 5. MaeColl: " This
new vision that has been ing up ameng the landscape painters simplifies as well as complicares
the old. For purposes of analysis it sees the warld as a mosaic of patches of color, such and such
a hue of such and such a tose of such and such & shape. The old viston had beaten out three
separate acts, the determination of the edges and limits of things, the shading and modelling of
the spaces in berween with black and white, and the tinting of spaces with their local color,
The new analyss looked first for colar and for a different color in each patch of shade of Iiﬁht.
The odd painting followed the old vision by its three processes of drawing the contours, modelbing
the chiaroscuro in dead color, and finally coloring this white and black preparation. The new
analyss left the contours to be determined by the junction, more or less fused, of the color patches,
instead of rgidly defining them as they ane known to be defined when seen near at hand or fele.
Its precepts were to recover the innocence of the eye, to forget the thing as an object with its
l]“p:'tu'hﬂ.rnhrluthqukm#n to exigt under other aspecis, b fa the fact of vigion,
however surprsing, ize that contours are lost and found, that local color in light and shade
becomes different not enly in tone but also in hue. And painting tended to follow this new vision
|::|' n.t'lm:itu'l:iug one process for three; the p-:l.'iul:cr matched the hue and tone ar once of each patch,
and shaped a patch on the canvas of the cormesponding shape, ceasing 1w think in lines except as
the boundaries by which these patches limit one another.” Elsewhere MacColl also asseres chat
the true thuu}r-ul' man would he the hist of his iml.!;i.na.linn. |t ll'nl.lH prove, we H'Equ, a more
stupendous undertaking than Lord Acton's projected history of ideas.

Faor over a quarter of a century the Impressioniss did cease o think in lines and modelled
in patches, but curicusly enough the return to the academic, so-called, was led by the least academic
of painters, Paul Cézanne. Srictly speaking be was pot a genius, though a far berter painter
than his misguided follower (Cézanne’s own words), Gauguin, who, despite his strong decorative
talent, never learned how to handle paints 35 3 master, nne was for retuming to the much-

form. *Don’t make Chinese images like Gaoguin,” he eried; “'all namre must be
modelled after the sphere, cone and cylinder. As for the colors, the more the colors harmonize
the more the design becomes precise.” Cézanne is the father of the Post-lmpressionists, and it
i & mistake w suppose that they are Impressionists with the ™ new vision™ o clearly described
above by MacColl. They have gone on and consider the division of tenes men, Maonet included,
as old-fashioped as Gérdme and Bouguereau. And as extremes meer the contemporary crowd
are primitives, who have a word of praise for Ingres but a hatred of Delacroix.  They also loathe
Courber and call the first impressicnism more matcrialism, Manet is “old hat.” To spirisualize
or make more emotional the line, to be personal and not the follower of formulas—Ah, rni-ng:
of exch suocoeding artistc generation l==are the main sdeas of this school, which abhors the classic,
romantic, impressionistic schools. It has one painter of great distinction, Henri Matisse; from
him 3 mob of disciples have emanaved. Among the Amencans are Weber, Maurer, Marsden
Harbey, John Marin and others,

Picasse is also one, but a disciple who has thrown off the inBuence of the maseer, He poes
his ewn way, which is the prometrical way. He sees the world and mankind in cubes ar pyramids,
Hig ideal form is pyramidal, There is on view at the Photo-Secession Gallery the back of a giantess
corseted,  Her torso is powerfully modelled; no dim hint of indeciston here.  The lines are pyr-
amidal. Tremendous power is in them. Obsessed by che Egypuians, Picasso has deserted his
earlier linear suavity for a hicratic rigidity, which, nevertheless, does not al er cut off emo-
tional expressiveness. There are attitudes and gestures that register profound feeling, grotesque
ag may be the outer envelope. He gives us his emotion in studying a hgure. And remember
this is a trained artist whe has dropped the ennre b of a lifetime"s study to follow his beckon-
ing star. To sct it all down 1o 3 desire to stir up pl::'ﬁui: would be to classify Picasso as a madman,
far there are eagier routes 1o the H:u‘.n; land of réclame than the particulady thormy and ugly
one he has chosen.  There is method in his wildest performances, meehod and at times achievemnent
evien o the uninmiated eye.  His is not the cubt of the ugly for the sake of ugliness, but the starch
after the expressive in the heart of ugliness. A newaesthetic ! Mo, a very old one revivified  and per-
haps because of its modern rebirth all the uglier, and a5 yet a mere diabolic, not divine, sammering.
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The Hand of Man (1902)
In the New York Central Yards (1903)

The Terminal {18g2)
Spring Showers, New York (1900)
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The bess, or worst, of Picasso is not ax this lirtle exposition.  Our objection to it and ro
others of its kind (though we are graeful 1o Mr. Seieglitz for his unselfish impresarioship in these
affairs) is that such drawing and paintng are oply for a few artists. It is all very well 1o say that
the public will learn later 1o appreciate; we doubt it It cither gasps or mocks; sympathy it
sehlom develops. To a vision like Picasso's the external of the human form is only 2 rind w be
peeled away. At times he is an anatomise, not an analyst; the ugly asymmetry of the human
bady is pitilessly revealed, but as a rale he abstracts the shell and seeks to give shape and expression
to his vision. Alas, nearly always do we shudder or elee smile. Those inanimate blocks, kinder-
garten idols of wood and bronee, what do they mean? You dream of immemorial Asiatic monsters
and also of the verses of Emile Verhatren: “ The desert of my soul is peopled with black gods,

blocks of wmd"'. or of Hawdelaire's lpl.ltu and ideal hmﬂ}': PR TR PR pee—— i'“’l
deplace lex lignes: of pamiais je we plevre of jomair je me riz. Benjamin De Camseres in his brilliane
summary of the poetry of Leconte de Liske shows us the genius of immobility, and his description
would br Gustave Moreau’s picture as well: "When be walked he lefy sbysses behind him, Where
Thax eye fell abjects relapeed inta l'l'_!;i:t'il . There & no moton in his images, The universe is
static, all things are tumed marble. Motion is spent. * * * Bilence, impassivity, sterility,
France, in a few ITIJEII'I:iI strokes the universe of ving things, i3 caughe in the sin of motion—
vibration is seized flagronte deficto—and stiffened in its multicolored shrouds.  The ofganic and
inorganic worlds have stopped at high nde, turped 1o sdamant 38 ac the sudden vision of some
stupendous revelagion.” Will Pablo Picasso reptore form 1o ite sovercigney in modern are !

His art is not so significant 33 Morean’s, yet with all its deformations, its amplifcations,
the breath of life docs traverse the design; as for his color we must imagine what it was formerly,
as Mark Twain's German musical public loyally recalled the long time dead voice of their favorite
tenof.  One Pansisn cnitic scoused Pieasso of painting the parraits of anthropoid apes that had
been inocalated by M. Metchnikodf, Gracious Apellol Is this irony ! To paint a counterfeir
of a monkey, sick or otherwise, is sound ant; certainly art of a more comprehensible character
than the divigations aow st the Photo-Secession.  Remember, if you go there your gibes and peers
be upon your own head. We have only attempied to blaze the trail for you.

‘What havee has been wreoughe by whar Mr. MacColl calls the  camera vision™ on our way
of seeing will be appreciated on entering the gallery of the Society of Beaux Arts Architects. There
is evidence there of more normal vision than at many an Academy show. Yes, this work of twelve
men who call themselves or have been erroneously called the Independents. We are rempred 1o
ask, A I[Lﬂzpﬂ:lﬂ:mt of what 1" did we Bot !"EEIH—EDUEHEI}! an our backs—the exhibition of las
season which bore the same tile. At least chis year™s show is independent of a kot of half baked
amateurs and immature students” souff; though such first class men as Robemt Henn, Ernest
Lawson, Glackens, Sloan, Jerome Myers and a few others are abpent. With politics in art we
are a linle concerned; all politics as well as politicians belongs w the subtermanean world, and
politics in matters artistic wears 3 peculiarly sordid : ?F]mu don'y like the Academy then
cry out with Georpe Luks, “Hang the Academy! ﬁ::f: need it]”  Mor does any other good
artist. But don’t carry water an both shoulders and secredly seck the Academy while openly
reviling its ways, After all, the Academy is a premy good picture shop. A big fellow can get along
without the Academy, and the Academy has a3 a rmbe managed to get slong without the big fellows.

The first thing that cccurs o you a3 you enter the gallery is, Whae vile lighting! We recall,
mot al in a medd feee from petty malice, the mude comments made when r Sorolla
y Bastida came to the Hispanic Muscom. His success was at once set down to the ingenious
artificial lighting of his pictures. One might have supposed from the current eriticiem, made by
fellow artists, that Serolla was a chadlatan, whe colored aphic snapshots and called them
"impressions,’” instead of being an impressionistic painter of the firse rank with an enviable
Continental reputation. To be sure, we better liked Ignacio i."uh:F. a Iiliﬁcf}m the peneral
public did not share. 'When we visited the Hispanic Muaseum;, usually durin msomning hoars,
o lights were used, though in the afternoon they were.  But only if the Independents had such
am i icus system as that employed by Mr. Huntington! The peneral impression aroused is
of dull, muddy paint, blackest of shadows and a depressing absence of reverberating sanlighe,
such as you E}lrd at the exhibition of The Ten in the Montross Gallery. et there are many
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interesting if not wery mew pictures on view. The average of excellence is high. (Arthur B.
Davies, who is 5o absolutely our of place a8 1o be, amistically speaking, borr comcourr.) But the
poot lighting smashes all values and ends by getting on your nerves.

r. Davies is always chivalric, bur he belongs in his own class, which is uniquely Davies.
A master drasghtsman, be makes the rest of the black and white too minified for comparison.
And this is not fair, a5 truchfully speaking, e drawings are the best pam of the exhibition,
B. Luks, good old Grandpa George, has fifteen canvases, none mew except the " Glowing Bowl,™
His work is verigably ancient in company with so much paine slashing and individual drawing,
But it is in line with the good old tradition which believed in humanity and a mellow sayle of
interpreeation,  Luks is not one of the new Uchbermenschen.  He is a solid paimter and a poct who
koves the lowly, the simple of heart and also the humorous in kife, But he is shockingly hung,
The srong man among the younger generagion (that knocks) i Rockwell Kene, and Kent is o
stranger at academic functions. He is the only painter in the room save Davies and Maarer who
pends shafts of sunshine through his canvases. Homer Boss grows, so Julius Golz; we admired
the sketches of Guy Pene Du Bois, and his * Girl Sewing™ is an ambitious efore full of stmesphere.
A talented young man this. Glenn Coleman is an illustrator who contrives to record in his drawings
the ircny and misery of the East Side poor.  Faithful o his elaborate sapestry, Mansice Prendergast
of Boston still woos and disconceres the renna—but not the laner in his water colors, which are
delicious, The name of John McFPherson is new to us,  Not povel 0 us, yet always welcome are
the water cobors of John Marin, evanescent notations of the real, informed with beauty, withal
Japanese in feeling.  Alfred Maurer, another facile painter, who left the primrose path for the
stony road 1w Damascus, exhibits his flowers, poppies in h:wild-::irr:f coruscations and that superb
evocation of 3 table and chair almost pulvenzed by sun rays. Marsden Harley compleres the
kigt, 1F there is oo much ““I:F and wood wind in the orchestra of The Ten, the brass snd eympani
preponderate at the concem of the Independents.  Bur they make stirming music, all vhe same.

Mr. Firzgerald in an editorial entitled “The New Art Criticism,” in the
N. Y. Evening Sun:

Criticism by rule has long been our of fashion in the domain of am. The commentator
whose judgment in acathetic affairs is forever tethered by laws and guided by tradition has fallen
inte well-merited disrepuee. We are wlerant enough of hypotheses ss long as they srve a useful
purpose, but they muse still be Hw and never paraded as ulimane systems. No critie to-day
can impose upon us with establi conditions or safely undertake o condemn any new thing
by an appeal o suthority. A modern is at liberty to quote che lawmakers if be will, but not sfeer

e manner of the older critics. A passage from Aristode may at times be acceprable as a deco-
rative embellighment; in an aesthetic argument, however, it is shour a8 conclusive as 3 pamsage
from Galen in & carrent treatise on therapeatics.

The disappearance of the dogmanst from the feld of art is unregrenable snd would be
whally beneficial had nog his place been taken by a new and equally pemicious sore of critic with
a methed osensibly the opposite of his.  As the old som undertook 1o judge things by comparison
with certsin fixed standards, so the critic of o-day professes o expound them without any com-
parison at all, and with the least possible use of his own understanding. An inanc humility is
the prime quality of the modern critic, as insolent assurapce was of the earlier type, The very
word “eriticiam ™ i3 generally eschewed by him because it seems o cammy. 5 centain suggestion of
judgrent.  For this reason he prefers o call his discourses "li%:'ciadmh" and his whole endeavor
w to make them as spineless and impersonal as possible. e all, ke strives to eliminate the
least hint of opinion because opinion might possibly color and modify the thing he sets out w
interpret without prejudice.

Same drawings by a new painter, Pablo Picasso, have hﬂa been brought o tewn by Me.
Stieglitz, that enerprising maker of exhibitions 1o whom we are all so much indebred for keepin
ug more of bess informed of certain unfamiliar phases of an in other lands. Tt may hmﬂ
from the comments in the daily papers that for the moss pare cur joumeymen critics found s
art whelly indigesible; but with their opinions we are not concerned. The official expositor
of the occasion is M, Marius de Zayas, the very type of modern critic, The paper he has written
For Casprs Work is supposed to describe the are of M. Picasso, not as the critic secs it or under-
stands it, but in strict accordance with the conceprion and purpose of the artist himself.
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Now, as all arists womthy of the name are in a broad sense inspired by a similar invention,
s it is manifest that this sore of eriticiem must of necessity be given aver largely w0 commonplaces.
A critic ar liheny 1o speak freely of his own emations may be entertaining or even inspiring when
he deals with a work of ant, just a3 a painter may be in dealing with his vison of namre, or as
any reasonable companion may be in any eircumstances whatever.  Bue it 15 a condition of moedern
criticesm that the persenal elemene muse be excluded a3 rigorously as the dogmaric; hence such
deplerable platitude as the following:

Eu.mlruinpm-duumlhhuml:u lmprﬂlhn,m!uﬂhlhfﬂel kit the tranner in whick
_hr resses . He reccives H._dlr!_tl: impnm_:m from extermal sabore, he YR, -|||;h:h|:. and imnslates
ik, afterwands executes it in his own partioslar style, with the intemtbon that the pictare should be the
;ﬁfhr'ulequinlmtplﬁf:lmﬁunpmduudhyum. In presesifing his work he wamnts the spectator
to look for the emotion or idea generated from the speciacle, and not spectache fsclf,

If it were not againgt the rules of moderm criticism to think, it must upon 2 moment's reflec-
tion have occurred e the auther of these lines that painting is invanably a matter of equivalengs,
and that whae he :.'?rlmmld apply as well to the pictures of a Sorolla or a Bouguerean. When he
goce on o speak of “the peychelogy of form™ and o make distinctions beoween “ peychic™ and
" physical® manifestations be is mencly iﬂdmﬁ:‘ in the sort of loose thinking thar crinics of the
emotional school have always employed in their writings; the debatable pomt is reached only
when he vells us thae the ™ peychical manifestations™ give rise in Picasso’s mind to " geomerrical
sensations” and resule in the discovery of invisible planes * which according o him constinaee
the individuality of form."

Here, at last, is a really interesting question; it is here that the business of the crivic should
begin, and if M. de Zayas were of the old scheol the question of geometnical :gl.:'ﬂll:uu mighit
perve 38 an oceasion for all sorts af fanciful if more or less futile lations, ing a modern,
bowever, he dare not give us e much as a hint of his own . and o he dismisses a diffcule
subject with the question-bogmng and obvious remark that “in these paintings the public most
goe the realization of an artiste ideal, and musse judge them by the abstract sensation produce,
without trying to look inte the factors that entered into the composition of the final resule.” Haw
delivered himself of these " musts,” which are altogether delsghtful i a critic who professes suc
a perfect hatred of dogma, he condescends o enlighten ws a lictle concerning a few of Picasso's

postulates. In the matter of perspective:

He deses not thisk it Fght to paist & chidd in size fxr than that of & man, just bessuse (he child
is in the foreground and one wants io indicate that the man b5 some distanoe nway from 1. ?ﬁhﬂ"g
of distamce, 1o which the posdemic school subordinktes everyibing, seems 1o hlm an element mnight

be of great Imponance in & topographical plan or in & map, but fabse snid weeless in & work of
arn.

g'mi rdﬂitna Ijﬁht e Mﬂ;! system in dealing with the he follows in

0 T [ E] e

form, to Bim oo mmdﬂ,mnﬂrhﬁmdm TEII‘ R

which in the individual cemain impressions.  From this it resolis that Ploasso’s presents
W us evolution by which light and form have operated in developlag themselves In his to prodwoe
the ides, and his composition s mothing but the mymthetic expression of his smations.

That this *' philosophical system,” in so far a8 it is not nonsensical, is the commeon properny
af all painters is & circumstance which docs not seem to have occurred e the commentatar. Sa
averwhelmed ia he by arbisrary deviatsons from current custom that he dwells with admiration
upon Ficasso's conventions as if they had some peculiar quality making them essensially betver
than the zcadembe. He seems 1w forget thae it iz only goo years since Paclo di Donoe was crying,
Oh ! cbe doler pora & guente prospertval  Perspeetive was in those days a novebty, and we are
apt to smile ar Paclo's enthusiasm; but is it 1o be compared in point of smplicity with the modern
painter who "docs not think it right,” but insises that it is * falee,” to wse such deviees 7 As if in
abandoning them be were not obliged to adopt a new and equally © false "coavention!

The modern school of criticism, however, is essentially unphilosophical, Our simple-
minded friend ssates the case clearly enough when he says:

T bave cloveted my Efe to the y of art, prindpally painting and sculpture. 1 believe T bave soen
all that is worth seeing, amd I have never daresd pass sentemce on o work declaring it good, cven if signed
by the most rencwneed artist; nor declare it bad, though it bears the name of a person totally unknown.
» o« Fach epoch has had its artiste, and must bave its art, as each also has its men of scienoe E BCicnee |
and asy ane wha inkeels to opposr a dike bo the floodticde of human genius is pervense or & fool.

6y



The confession docs mone honor to bis amiabality than o his understanding.  We are inclined,
however, to suspect his gncerity. It is very well 1w use pretey phrases like " the floodtide of human
genius,” but are we o understand that human judgment is therefore 3 thing w be stifled and
suppressed ! Suppose he were confronted with something of this sort:

I'd ather it on you praper
Thas say medicing dropper,
Yiou dlu%l obd stopper,
I ilon't meean you) that's BEl's bhat;in |2 15 & tomeal. Na, I am not a tomoat, Tam & tomboy, She
said e would teach me i t, 1 lowe fresh alr and fowers, sunset and wister. No, sir; she was right
and I was dead, . docters are pluperiect Perfocto, bat they can't fool me.  Rivers run rulses

anid ruldes rus ped, -1'!‘:l-l-l-. you heard what [ gabld, I'm a ruddle, voia're mod; I'm a dmankand, you're a
sl Riddiede-rot,

This imph'ing 'par-nf aoCurs in the re af a caze in one of the current medical journals,
and of course the reporter has his own peculiar opindon of what it indicares.  Not being a modern
art crie bt unl'g,r a :hi:al:riﬂ:, e talks of "dl'ql;mq.ihii-i“r" apd "ﬂ'm_h-: of ideas,"” nor docs he
hesitate to put a label on what he conceives 1o be a psychosis, But what would M. de Zayas say §
Would he dare to deal with the manter in such a disrespectiul way i Oh, no. Having devoted
his whole life 1o art he might possibly perceive that the poct’s method and manner were somewhat
different from the mes and manner of, say, 3 Shakespeare, or 3 Milton, or 3 Whitman; bat
thar, he would well us, indicated & commendable freedom from “school prejudices.”  For the
rest, as 3 modern, he would pot dare 1o declare the passage cither good or bad, for fear of checkin
thae delicate Boodtde of buman penius which in these modern days appears to be &0 feeble an
#0 casily controlled by the Canwres of criticism.

The old-fashioned critic was bad encugh. He had but one theory for all modern manifes-
wations of am—the theory of insanity. The new-fashioned critic is no better, for he makes it a
matter of conscience to appraach all things with the innocence of an imbecile. His only merit
lies im the singular skill with which he plays his part.

PLATO'S DIALOGUES—FPHILEBUS

ProTarcHUs: But what pleasures are those, Socrates, which a person
deeming to be true, would nghtly think so?

Socrates: Those which relate to what are called beautiful colors, and
to hgures, and to the ,;r,ennra]itj.r of odors, and to sounds, and to whatever

sses wants unpercerved and without pain, yet yields a satisfaction palpable,
and pleasant, and unmixed with pain.

roT.: How, Socrates, speak we thus of these things ?

Soc.: What I am saying 1s not, indeed, directly obvious. 1 must there-
fore try to make it clear.  For I will endeavor to speak of the beauty of figures,
not as the majonty of persons understand them, such as those of amimals,
and some paintings to the life; bur as reason says, | allude to something
straight and round, and the Hﬁures. formed from them by the turner's lathe,
both superficial and solid, and those by the plumb-line and angle-rule, if you
understand me. For these, 1 say, are not beautiful for a parucular purpose,
as other things are; but are by nature ever beautiful by themselves, and
possess certain peculiar pleasures, not at all similar to these from seratching;
and colors possessing this character are beauriful and have similar pleasures.
But do we understand ? or how ?

Prot.: | endeavor to do so, Socrates; but do you endeavor likewise to
speak sull more clearly.

Soc.: | say then that sounds gentle and clear, and sending out one pure
strain, are beauriful, not with relation to another serain, butsingly by themselves,
and that inherent pleasures arrend them.




PLATE

PABLO PICASSO
[. Drawing

ORIGINAL EXHIBITED IN THE PICASSD EXHIBITION,
FHOTO-SECESSION GALLERY, APRIL, g0
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THE RELATION OF TIME TO ART

j‘ FTER living constantly for two years in the quiet and seclusion of a
London suburb, and then suddenly being plunged into the rush and
turmoil of MNew York, where tme and space are of more value than

in any other part of our world, this consideration of the relation of tme two

art has been EII‘L‘Ed upon me.

As photography has, up to the present time, been my sole means of
expression, | can best understand and attempt to explain my meaning by
consideration of the part time plays in the art of the camera.

Photography is the most modern of the arts, its development and prae-
tical usefulness extends back only into the memory of living men; in fact,
it is more suited to the art requirements of this age of scienuhc achievement
than any other. It is, however, only by comparing it with the older art of
p::iming that we will get the full value of our argument plamnly before us;
and in doing so we shall ind that the essential difference 15 not so much a
mechanical one of brushes and pigments as compared with a lens and dry
plates, bur rather a mental one of a slow, gradual, usual bulding up, as com-

ared with an instantaneous, concentrated mental impulse, followed by a
f:mgﬂ period of fruition. Photography born of this age of steel scems to
have naturally adapted itself to the necessanly unusual requirements of an
art that must live in sl‘.fstrapl:rs. and it is because she has become so much
at home in these gigantic structures that the Amenicans undoubtedly are the

ized leaders in the world movement of pictorial photography.

ium: imagine any one trying to paint at the corner of Thirty-fourth street,
where Broadway and Sixth avenue cross! The camera has recorded an
impression in the fashing fragment of a second. But what about the training,
ou will say, that has made this seizing of the momentary vision ible !
t is, let me tell you, no easy thing to acquire, and necessitates years of practice
and something of the instnctive quality that makes a good marksman. Just
think of the combination of knowledge and sureness of vision that was required
to make possible Suegliez's *“Winter on Fifth Avenue.” If you call ita® gbnri—
fied snapshot” you must remember that life has much of this same quality.
We are comets across the sky of etermity.

It has been said of me, to come to the personal aspect of this problem,
that I work too quickly, and that I artempt to photograph all New York in a
week. Now to me New York is a vision that rises out of the sea as | come
up the harbor on my Atantic liner, and which glimmers for a while in the
sun for the fArst of my xlaf' amidst its pinnaclru; %rut which vanishes, but for
fragmentary glimpses, as | become one of the grey creatures that crawl about
like ants, at the bottom of its gloomy caverns. My apparently unseemly
hurry has for its ui?'_ﬂ‘l: my burning desire to record, translate, create, if you
like, these visions of mine before they fade. I can do only the creative pare
of photography, the making of the negative, with the fire of enthusiasm burn-
ing at the white heat; but the final stage, the print, requires quiet contem-
plation, time, in fact, for its fullest expression. That is why my best work
15 from Amencan neganves prninted in England.

T



Think for a moment of the limitations of photography. You are confined
to what a friend of mine sums up in the high-sounding words, “contempo-
rary actuality,” and now I find that my vision of New York has gradually
taken upon wself a still narrower range, for it is only at twilight that the city
reveals mself to me in the fulness of its beauty, when the arc lights on the
Avenue click into being. Many an evening 1 have watched them and studied
carefully just which ones appeared first and why. They begin somewhere
about Twenty-sixth street, where it is darkest, and then gradually the great
white g'[u:nlms glow one by one, up past the Waldorf and the new Library, like
the stringing of pearls, until they burst out into a diamond pendant at the
group of hotels at Fifty-ninth street.

robably there is a man at a switchboard somewhere, but the effect is

like destiny, and regularly each night, like the stars, we have this lighting
up of the Avenue.

Avvin Laxepow Cosurs.

OUR ILLUSTRATIONS

The Plates in this number of Camera Work are, with one exception,
devoted to the work of Mr. Alfred Stieglitz. There are sixteen in all, and
they represent a series of *Snapshots™ most of which were made in and about
New York. The number appearing after each title refers to the date when
the onginal negative was made. photogravures were produced directly
from the original negatives. The Manhattan Photogravure Company who
are responsible for the editions deserve a word of special praise for the sym-
pathy with which they have done their work.

The other Plate in this issue of Camera Work is a reproduction of one
of Picasso’s drawings, the original of which was exhibited in the Picasso
exhibition held in the Photo-Secession Galleries durning last April. At some
future time it is planned to devote at least part of a number of the magazine
to the work of this most interesting artist whose exhibirion at the Secession
Galleries is referred to in “Photo-Secession MNotes™. The excerpt from Plato
I:Pﬁnt:d elsewhere in this number has seemed to us :int‘ereat.ing 10 connection
with the latest phase of Picasso’s evolution.

T3



CAMERA WORK NUMEERS IN
PREPARATION OR ABOUT READY

With this number of Camera Work the ninth year of its existence comes to
a close. The January issuc of 1912 will begin a new volume. There are
in the course of preparation or about ready:

BRIGMAN NUMBER ; a second scries of this gifted phutug;rapher':
pictures.

STEICHEN NUMBER; will include portraits of Bernard Shaw, Gorden
Craig, Anatole France, Henri Matsse, Yvette Guilbert, Isadora Duncan,
[anﬂs:apﬁﬁ, Venetian studies, and a number of reproductions in color of several
of his paintings. It had been hoped tw have this number ready before this, but
it has n impmsih]e to rush the plate-makers without sacnhao ng the qualiqr

of the reproductions.

DE MEYER NUMBER; wll include about one dozen photogravures of his
portraits, landscapes, still-lifes, etc.

HILL NUMBER; a new series of nine photogravures of this classic's work;
Mr. ]. Craig Annan has outdone himself in these photogravure interpretations.
PAUL B. HAVILAND, and KARL STRUSS NUMBER; will contain a
series of photographs by these younger workers,

There are also in preparation reproductions in color of some of John
Marin's water-colors; Manola's drawings, etc., ete., which will duly appear
in some of the above numbers.



Your assurance of
uniform quality.

Chemicals bearing
this seal are depend-
able—of certain
strength and action.

EASTMAN KODAK COMPANY
ROCHESTER, N.Y.

All Dealers



THE PHOTOCHROME
ENGRAVING COMPANY

Half-tones & Color-Plates
(E 162-166 LEONARD
= St., NEW YORK

ROGERS & COMPANY

Printers of Camera Work

Alre of High-clasy Caralops,
Announcements, Etcetera

9 MURRAY STREET
.\ NEW YORK F Y

TererroNE 6640 Barcray

THE MANHATTAN
PHOTOGRAVURE CO.
Art Reproductions, Catalogs
142 WEST 27TH STREET
NEw YORK

TeLerHONE 2193 Mabpison Square




OF all rapid developers

DURATOL

is the most economic by reason of slow exhaustion and the

-|:|I'||}' Qe ;1H:-|.1.|.|.|:ir'|1__=| absolutely r'ng free ucg’atiru:;_ It has no
|.|.L‘|1.‘|:EI!';.I.':|I.I.~C I:H-I."'L"[ OiFL I!|'|1.‘ hamig, ROl even sr;l.i:n':ug t|11: ‘lingcrx
and produces essentially the same results which are obmained

from other coal-tar developers,

Srmple sl deicripiiog Soaddel froo

ScHErING & Grarz, 150 Maiden Lane, New York

“A Lens with a Conscience”

"Steinheil”

Every lens bearing the classic name of “Steinheil”
guaranteed to do what its makers claim for it

Steinheil —Founded 18¢¢
D Munich, Germany

Role Ameficin ."'.gl.'l'.!'\-

Herbert & Huesgen Co.

n 311 Madson Avenue, New York n

Semad S Ciiabinpur A Leni ff Every

=i Farti uliei PMhosographic Parpam




The 1A Graflex

]||‘. !."|| (;".-'h"\. combanes all the exclusive ‘l;l.lli.l"v, Lo 1418 ] l.1.'||||
film simplicity and convenience. It 15 equipped wath the Graflex
Focal Plane Shutter for making exposures from 5 tme™ to 1=1000 of 2

:l:'q,""-"ll_ '|'|'Il:' i:I|.|.,lq: can b REEN T :_||'| side gk, the EIEE will Appear m E||f
|||_'.l_u|i|.'|_'., ||‘:'| to the instant of PSS,
The tA Graflex takes the regular davlight loading Kodak Film Car-
I:rn‘.;_y.' for pictures 2 15 % 4 4 inches
PRICES
14 Graflex fimed with B, & L. Zeiss Tessar, Sermes Ie, Mo,

P 1 S . : . ; - = : ' $100.80
1A Graflex fisted with Cooke Lens Senes 11, Moo 2ol f-4.5 100,50
1A Graflex firred with #eizzs Kodak Anastipmat, [ f-4.5 §3.00

{rraflex Catalop freec ar vour dealer’s, or
FOLMER & SCHWING DIVISION
EASTMAN KODAK COMPANY
ROCHESTER NEW YORK




Ohbrig
Camera Company

DEALERS IN HIGH-GRADE PHOTOGRAPHIC SUPPLIES
LF ALL KINDS

W. C., Angelo and American Platinum Papers.

Velox papers in all grades. HRoval Bromide

E’:I.]"I.'r- I"l]“ Iil'l{'ﬁ I::l!.' .|||| !.I;I'-I_"ﬁ. 1_'Il- hl_l-d“k hll‘"ip

khodaks, Centurys, Premos, Graflex and View

Cameras, with or without special lenses. Films

h'|ll.'|.|::||:.' '|I:L|."|-LL11 for transatlante vOyLges and for
use in the rropics.

Dieveloping, Prinbing, Enlacging, Lantern
@&lbes, Prints and Slives Colored

ST A peoaral request  owall "'|||||g. Vil

s sample copy of PHOTCERAFIIC Torics,

o manthly foursal adeveted exclesively o
photegraphy,

147 FULTON STREET, NEW YORK

B R AR R A T ]|
P. & S. SEMI-ACHROMATIC LENSES

These are the lenses that make portraits
that rival paintings. Semi-Achromatic
Lenses subdue and softly blend the details,
preserve the delicate modeling roundness
and relief of the cameo. In the hands of
the artist, the Semi-Achromatic Lens
becomes the wonder-worker of photog-
raphy. Lenses of all kinds and sizes
made to order. Our new price list is now
ready and can be obtained direct from the
manufacturers.

PINKHAM & SMITH CO., ®** 00 s

of from the Specinl Mew York Agenis:
OBRIG CAMERA CO. CHAS, G. WILLOUGHBY
147 FULTOMN STREET Bild BROADWAY

HIRSCH & KAISER
SAN FRANCISCO




THE FINAL CONVENIENCE
IN HAND CAMERAS

It's as light and compact as a purely film eamern, yet loads
with |'||JI.‘|1'.'- or filmz, with 1.-1:|1u|J fncility.

It has that great advantage of every plate comern—a ground
gl for accurnte focusing and correct composition, and this is
casily available whether films or plates are meeld,

[ts exposures, whether on films or plates;, can be developed by
bray or tank syslin,

It i= |,-||||i|r|mi with both ris"lrlg_ anil ali:ling framt, mr:ing bl
nnd focusing attachment.

It= n-l._r|:|:nr |:|'|:||i.-|'||.|. 4-|.|1|i|||:||-.-||||: s the best Il:l'l:l-l.'l.lﬁl.hll.' oinksicle
of the annstigmats, and any of these may be fitted if desired,

It i m beautifully fnished, rﬂ:rufu]l:.' made camern, suitable
fisr amy parpoese.

PFRICES:

Filmpiate Promo with Planstograph lens aid double valve aiilematlc shillae.

b xdly . . B0 dxE . ... o BB
Ljedlg oo r 980 AXT .o & BLDD

Cmlnloges of Ay sigles ond sibe of Fromos
af Flig deileai® ar il e jeid Pl

TMPORATANT — |s wiiking, plesae b wiee o
apec iy I'remer sababigoes,

Bochester Optical Division
Esdtmian Kodak Co,
ROCHESTER, M. Y.

ilmplate Premo
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Have am excellence peculiarly thibr

ﬁ'ictllrfﬁ L The best redulls are oaly
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marans —ibe hewt resulis in Photo-
ﬂmu-“tEb graph, Poster, and other moamling
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i HIGGINS' PHOTO MOUNTER
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MAKER OF FINE FRAMES

Cirlgine] Ywerks of A Tani T 3 ¥ - ' o
and Kepodectiions Framned wiih ArtSstic Judgeent t Easr Twenoy-eighth Smeer, New Yerk
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Photo - Engravers

have found the H::-_l. le Machines of the great-

cit service 0 the artistic amd economical

areparation of the etched plate for printing,
Routers, Saws, Lining-Bevelers, etc.

cach is giving constant and satisfactory results
in the leading houses throughoue the country.

W orlige e Cla a1 ¢ 5w &

Jalin “L‘I}'lﬂ' &. Sl}ns. Patersaom. N. J.. I, 8, A,




PRINTS BY GASLIGHT

You will not know how

good your negatives are
until you have printed

them on

VELOX

Ask for the Velox Booklet

EASTMAN KODAK COMPANY

ROCHESTER, N, Y.
All Dealers
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In Choosing

a paper, yourdecision should be
based on a close study of all the
important factors: its uniform-
ity, tonality, plasticity and de-
pendability —its manufacturer
—the puarantee that stands
behind it.

In all these essential require-
ments CYKO furnishes a long
and well established record, and
continued elements for achieve-
ment as demonstrated by the
daily work of the leading

photographers of the country.

Ansco Company
Binghamion, M. ¥,
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A rapid convertible Lens
of wide application

In this one lens, at a comparatively low
cost, you get the service of three lenses
each adapted to a different kind of work.

Bausch“|ombZeiss
Pmta r jens

This lens is composed of two Series VII
single Anastigmats,

The single elements are unexcelled for the large
variety of purposes requiring a long focus—me-
diam speed——as, for instance, landscape work,
architectural subjects, machinery and groups.

The doublet is a rapid Anastigmat mere fhan fdce a5 far as
the ordinary camera lens, hence, adapted 1o all forms of in-
srantancons work,  Becouwe of itz large image circle if may
be used as a wide angle lems on larger sized plates,

In addition to the above advantages, as shown by the ac-
companying illustrations, this lens permits you to choose vour
angle of view and size of imepe without changing veur view-
eOEnE.

Ar small cost you can grestly multiply the possibilities of this
lens by the addition of other single Anastigmats.  For example
—ithe addivion of one $i|||.'.|1: leng adde three |t"rl5l:§'—|:|:km|{
siz im all.  The addison of two single lenses adds seven lenscs

making ten lenses in all.

COur Booklet T answers the question ™ What lens shall 1
buy ? *° Write for it to-day.

Bausch {5 Jomb Optical ©.

HEW YOOE WALHINGTONR CHICAGD EAN FRARCIRCD

LoNeoN DOWCHESTER, NY, FRANKFORT
S G



Properly Orthochromatic

KODAK Jeuns FILM

is selected wherever reliability is the neces-
sary consideration. N. C. Film is thoroughly
dependable and has speed to spare.

Insist on having Eastman Film.

EASTMAN KODAK COMPANY,
ROCHESTER, N. Y.




Increase the Elfficiency of Your
Outfit with the

14 SPEED KODAK

This wnudrrfullg,' compect and convenbent Hiile camern &5 figed u.-|:I|. the well known
l."nl".ﬂ: Focal Plane Shutter which allows of exposures ranging from 44y of a secomd to
algw instamtaneoss and Ume exposares. [t 8 desspoed with the idea of meeting the
demand for a small asd compact form of kigh speed camera that will go in & top-coal
pocket and still retain the speed advantages of the larger instruments,

The No. 1A Speed] Kodak B a supenor camera in every detail of construction, findsh
anid sapas ||:|||.|I'|. o sefbous wosk, [t B Goed unlh. llH: i Eotlak Amsstirmat Lens
working at 5y, which -_qh'ﬂ negative s with such fine definition and fatoess of field that
they may rea ily be en rged to mamy lime=s their origimal sie and seill retain ofl the
detal of & conlact prent.

For pletures 384 = 44 inches. Siee of camera 2% 2 44 x o} inches,

Price, S60.00. Ask your Kodak dealer about if.

EASTMAN KODAK COMPANY,

Rochester, M. Y., The Kodak City
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Where there is a plate

want, there is a Seed to fili “

it. They have the quality
that has made

. SEED

THE STANDARD OF
EXCELLENCE. '

| Use Gilt Edge 30 on
Dark Days.

Seed Dry Plate Division,
EASTMAN KODAK CO.,
ROCHESTER, M. Y.

| Al Dealers,




are imported from o Eoropean factory where lens-making is & fise ast, FEvblence of this is
geen In the beagtful Snish of each lens-maent, Bik PROOF e in the rare ||,ul|:|’I af the phia-
tographs, Throe fourths of the waorld's pholo-engravers have diseoversd that no other lens

will s8asd] Ebeir searching tesls. Coske asastigmal lonses are made for all purpeses, 'Write for fine

cxislegus with "Halpa 1o

Tt TATLOR - BOESON (0L 1135 Brosdway. Newr Tork. )

OF WORLD WIDE FAME

“SELTONA”

BARNET BROMIDE
PAPER *TIGER TONGUE"

Whige and Cicim

/ Corropion Parer of the
- highest standard giving
]J-r:i|:|t.~'= of unrivalled hl:'ﬂl,l;t:.' with
clear and abundant detail com-
bining brillianey and depth
with softness and delicacy.
Paper, Boardoids and Postals.

e fass Erdad

Semdd Tor booklei “"Ferlect Prinds™'

OR broad eftects and ex-

hibition works, the rut:gh
surface of the paper rives a fine
luminous quality to the deep-
est shadows of the picture.

The LCream Ummyon and Tiger  [ongec
SlftacTs afc _|'..| o -I'\'I_'H.'.J: valie iof B 1l
wrchireetore and fgure sedics,

ie Jelest from,

Tiee e i iy

Semil for Prige List

Y L. LEWIS

oo SCFLE AGENT FOR LU, 5 A, o
g22 SIXTH AVE., N.Y.

FikRMERLS SIXTH AVE

BINDINGS FOR
CAMERA WORK

A5 DESIGNED BY

SIESAHE, ALFRED STIEGLITE
AHD EDUARD |, STEICHMEN

High-class Binding of all deserip

Neutral Art FPapers
and Boards for Photo-
Mowents

tions. Photographs Mounted and

Bound in Album Form, etc., etc.
732 LEXINGTUN AVENUE, NEW Fllr';
YORK, M. V. Faepbeme rfra M

T he He:'ymw.fr Company

Deane  Streed. MNeaso YVord
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Select a medium that will lend
the final tone of quality and dis-
tinction to your highest grade
pictures:

EASTMAN
EB=ES
PLATINUM

Each has an individuality—
the quality and tone of an old
etching.

EASTMAN KODAK COMPANY,
ROCHESTER, N. Y.
ANl Doclers,




[GOE.RZ is synonymous with Quallt?-

——— e ——

Quality above all is sought for by readers of “Camera Work”™

Lens Quality—above all—photographers will find in every
lens bearing the name:

GOERZ

The Dagor is the best all-around lens in the market: speed
sufficient for most work; wonderful covering power; per-
fect definition; back combinalion may be used as a long-
focus lens.

The Celor is especially adapled for high-speed work. The par
excellence lens for color work.

GOERZ lenses can be fitted to any and all makes of cameras:
Ansco, Century, Graflex, any Kodak, Premo, Poco, Reflex,
or Seneca. Have your dealer order one for you for a
fen days' free trial.

C. P. Goerz American Optical Co.

Oiffics und Faclory; 317 ta 323 E. 34th St New York

Dnalery’ Dlidributing Apeadei:  Fer Middls W, Borks &

Jumew, Chicagn: Pacilic Cossl, Hirch & Kalser, San Francisco:
Cunads, B F. Smith, Msatreal.

Sead 8 cemix for new Calalogue, or gel one free af your dealers.

COERZ o i i Qualitﬂ
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Rodak Velvet Green will be most suitable for the
Holidny gilt pictures.

The rich carbon green prinis are most novel and
attractive,

KODAK
~GEE> |

PAPER

Prinis by dayliehl, requiring only the rogular Yelox
chemuecals. Made o Single Weight, Doulils Welght
mtud” Post Cards at Valox Pricos.

EASTMAN KODAK COMPANY,

ROCHESTER, N. Y.
Al rowifera
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