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ARTISTS AND OTHERS

W H A TEV ER  its actual value, the art of our age is surely in fashion. 
While not lodged in our hearts, it has found a more prominent 
berth on our tongues. If we were to estimate its merit by the notoriety 

it enjoys, we would have to adjudge its value as very high indeed. However, 
one is not likely to take notoriety for virtue at an age when the halo of repute 
is machine-made, in fifty-seven varieties, to fit all monger-hallowed skulls. 
In fact, some of us are apt to regard with suspicion and waive aside 
anything tinged with the blatant light that is all the rage nowadays. 
We might have been tempted to do this also with art were we not certain of its 
fundamental mission in life. We are sure of its mission even if we don’t 
exactly know why, or, perhaps the more so because of the unreasoned char
acter of this conviction. As a result of this, I say, we believe in art not
withstanding its discrediting features. But there is also another cause for our 
faithful attitude. There is a feeling strongly alive in us that we, laymen, are 
not entitled to another position in this matter as long as art is, naturally, a 
special manifestation of a number of privileged men, of a sort of aesthetic 
brotherhood, whose rites and incantations, while undoubtedly universal in their 
appeal, can not but remain the secret of the anointed.

Our religious nurture has helped us wonderfully to preserve the notion of 
priesthoods in all fields of human endeavor. While there is an undeniable gain 
in life-economy accruing from an apportionment of social functions to 
specialists, there is a serious danger involved in such procedure. It tends to 
engender an uncritical submission to group-dictates at a cost of an impoverish
ment of personality. Such a result, generally following upon an unguarded 
allegiance to authority, is unmistakably apparent in our present art-life. Not 
only have we succeeded in establishing a tribe of aesthetic high priests but 
we have also reduced our art-feeling to catechismal form and limit. From 
religion we have come to devotion, which means that we do not let our faith 
come from our hearts but from our external senses, from the outskirts of our 
being and not from its individual depths. The latter we leave to wither from 
disuse. The only ones profiting by this course are not the true advocates of 
humanity but those of a dwarfed type of it.

It is not only our popular life that suffers by the prevalent attitude 
towards art. Art itself is degenerating into a form essentially technical. It 
applies to itself measures physical rather than spiritual; it seeks merely external 
perfection; it is dominated by its tools, rules, methods and even whims; it 
mistakes the symbol for the thing; it courts shadows deeming them souls.

Of course, artists may assert that nature herself puts their work in a class 
all by itself. They might say that theirs is a specially dowered nature, an excep
tional capacity; and that it is this alone that forms them into a caste; that it is 
of no earthly use to any of us unconsecrated-ones to fidget and squirm because 
of our dependence upon them; that general, unquestioned submission to the art
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ists’ aesthetic dictates is not a matter of choice but of necessity; that making 
a fashion of art, as our age is doing, means no less than an ultimate absorption 
into our motor-system of activities which have all too long floated on the sur
face of our consciousness; that all fundamental activities in our organism are 
better taken care of when freed from the strenuous rule of the intellect; that 
the artist alone is the part of the social organism in whom racial instinct 
should come to a conscious manifestation. The others should thank their 
stars for having all of nature’s blessings brought to their tables all ready 
for consumption. Let them therefore give their thanks to Providence, and 
their doles of allegiance to the artists— for, don’t you know: no penny, no 
paternoster.

Personally, I do not at all subscribe to the notion that nature really evolves 
an art hierarchy or priesthood. I believe that there is a universal, non
specialized (that is non-technical) way of feeling and expressing human ex
perience which alone is art. All else is the dress of art and not its body, its 
police-approved demeanor and not its free expression; or its business side 
rather than its human side. It is like the Latin without which some old fogies 
imagined there could be no science. Now, it is this mask that hides art’s 
true form, the only one of universal significance. Conventions, academic or 
not, have put their blinkers upon our vision through so long a period that they 
have robbed us of all power to see anything but what is prescribed by our 
aesthetic preceptors. They have stopped the flow of popular poetry and song 
and dance. They have drained the sources of popular plastic creativeness 
to such an extent that art coming directly from the people’s spontaneous 
hands is now practically unthinkable. Our machine-fashioned industry has 
found in conventional art an efficient ally for the suppression of individualism. 
Art, the famed symbol of freedom, thus virtually became the instrument of 
sinister powers.

When seen in this light, present unthinking confidence in prevailing art 
appears as a most culpable blindness, the more so because of the stupendous 
social value that is claimed for art. Here is a by no means unusually compre
hensive formulation of art’s professed functions, coming from the pen of 
Bernard Shaw:

“ The claim of art to our respect must stand or fall with the validity of its 
pretension to cultivate and refine our senses and faculties until seeing, hearing, 
feeling, smelling and tasting become highly conscious and critical acts with us, 
protesting vehemently against ugliness, noise, discordant speech, frowzy 
clothing, and rebreathed air, and taking keen interest and pleasure in beauty, 
in music, and in nature, besides making us insist, as necessary for comfort 
and decency, on clean wholesome fabrics to wear, and utensils of fine material 
and elegant workmanship to handle. Further, art should refine our sense 
of character and conduct, of justice and sympathy, greatly heightening our 
self-knowledge, self-control, precision of action, and considerateness, and mak
ing us intolerant of baseness, cruelty, injustice, and intellectual superficiality
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or vulgarity. The worthy artist is he who serves the physical and moral 
senses by feeding them with pictures, musical compositions, pleasant houses 
and gardens, good clothes and fine implements, poems, fictions, essays, and 
dramas which call the heightened senses and ennobled faculties into pleasurable 
activity. The great artist is he who goes a step beyond the demand, and, by 
supplying of a higher beauty and a higher interest than have yet been per
ceived, succeeds, after a brief struggle with its strangeness, in adding this fresh 
extension of sense to the heritage of the race.”

Now, in the face of such expectations from art, actual conditions, such as 
they exist today in art-making and art-appreciation, are surely quite disen
chanting. Neither the artist nor the public is inclined to take art with a seri
ousness merited by its great social import. The vague feeling that we ought 
to read literature, hear music and see pictures and dramatic works is taking 
on an increasingly irrelevant character, hollow and sterile like a dying faith’s 
ritual. I have previously pointed out that no other result could follow from a 
surrender of art-manifestation to a group of specialists. In all domains of 
social life, only a broad participation of humanity can prevent a dwarfing and 
perversion of public values, which, when monopolized, can not help being 
transmuted into anti-social forces. The exhaustion of popular art-sources I 
have already mentioned as one instance substantiating this assertion; as another 
I take the now general shallowness of art-feeling, its growing perfunctoriness 
and emaciation. These are the outcome of systematic, popular aesthetic 
starvation. Let us now glance at the opposite phenomenon, that of over-feeding.

Just as the mediaeval Renaissance produced a type of man that glorified 
learning beyond all bounds of reason, so is our own time nurturing the aesthetic 
super-snob— one of the numerous species of intellectual snobs. Out of all 
terrestrial chaos he plucks for his own beatitude the magic flower of art. 
With this in his self-sufficient bosom he struts through life’s avenues with 
skyscraping aloofness, with a song on his lips that is like this one of Otto 
Julius Bierbaum:

“ The world that’s somewhere round about 
M ay stand upon its head;
We do not give a tinker’s curse!
No, if the world would disappear,
We would not care a red.” *

Now, art as a racial instinct of self-procreation of eternal forms of experi
ence, of service only for what is racially human, can not and must not be nar
rowed down to the confines of an historical day. A  great artist speaks the 
tongue of a thousand years and not the dialect of a generation. This does not 
at all imply that art is not social but just the contrary of this. It means that 
art is to reveal the fundamentally social forms, and not mere sportive mutations 
which appeal only to curiosity and are the material for sensation and not art.

* Translated by Percival Pollard.
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Such being the nature of art-activity, art for art’s sake can only mean its 
existence for racial self-revelation’s sake, while an exaltation of it to over
social heights is contrary to its quint-essential purpose. Only a perverted sort 
of art will lend itself without protest to an abuse of the kind practised by the 
aforementioned aesthetic glutton.

The case just considered may rightly be called extreme, yet it illustrates 
the tendency of art when that is understood in a narrow manner. In lesser 
degree this effect is discernible all around us, in all sorts of men, addicted to art. 
All around us there are men and women who cry with Ibsen, laugh with Shaw, 
dream with Maeterlinck, curse with Przybyszewski and think with Gals
worthy. They are honestly nauseated by Italian music, and speak of Wagner 
with condescension, of Strauss with consideration, and find Skryabin and 
Schoenberg the only hope of music. They can see the difference between a 
dry-point and an aquatint as easily as you and I can tell a pretzel from a 
doughnut. They can tell us that Greek art was not at all realistic, that Impres
sionism is no more It, and that a suspicion of objectivity is sufficient to hope
lessly doom a work of latest art. That Whistler could put it all over Wilde 
in wit. That the father of modern art, Cezanne, was a typical bourgeois, that 
Van Gogh has chopped his own ear off in a fit of rage, and that Pisarro was a 
Jew. They collect Boardman Robinson’s cartoons and regularly glance at 
Caffin’s art-page. They know that John Sloan has hardly a rival in etching 
and that Egerton Castle writes four-handed, being married to his collaborator. 
They can prove it that there isn’t a single decent art-periodical in this country, 
and that they read Stieglitz’s C a m e r a  W o r k , and keep otherwise up to the 
scratch in art. . . . Having listened to and lived with these well informed art- 
adepts, let us ask in all seriousness: what has art done for these men and wom
en? What has it done through them for others? Did it make them happier 
or better, individually and socially? Did it gratify or ennoble the whole man?

We shall not hesitate long, I know, before admitting to ourselves that a 
harmonious elevation to a higher plane of humanity, such as Shaw has formu
lated as art’s only true purpose, was by no means attained in all those 
men and women who have lived for art. Obviously, art is not now in posses
sion of the elixir of life. In fact, it is not at all unlikely that its nectar has 
become virulent in today’s art-atmosphere.

The artists and the others have equally a reason for demanding a revision 
of art-values. Both must seek to break down the barriers that now stand be
tween them. The artists may lead in this by discarding technical and 
conventional masks and donning the racial attire of art. Then they will no 
longer blind human eyes by technical splendor but enlighten by their works’ 
vivifying light. Then they will feed our senses with “ pictures, musical com
positions, pleasant houses and gardens, good clothes and fine implements, 
poems, fictions, essays, and dramas”  for the purpose of opening people’s 
mental as well as physical eyes; for speaking to their hearts as well as their
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ears; for awakening the creative springs of the people’s souls, so that a fertile 
soil may come into being for the artists’ racial growth and bloom. But, what 
is racial? How may the long-lost racial growth be redeemed? Here is the 
great riddle of art and of life. And yet, while looming high, it is not insur
mountable. We know that it is wholly contained and fully revealable in the 
manifestations of freed individuality. Here, therefore, lies the road, for
artists and others............

The small group of insurgents now active notwithstanding professional 
derision and popular callousness have, so far, wrangled and struggled for a 
seemingly unintelligible outcome. But their battle cry is: The right of indi
vidual vision. In this they voice the sentiments of all those who see an ulti
mate victory of true art in an awakening of the art-instinct from its long sleep 
for an era of truly universal art-life.

J o h n  W e i c h s e l .

BEYOND TH E WIND
A sudden wide expanse of thundering sky—

Tremendous—full of wind—
Lake water rained on far below us—green and grey—
And straight across—beyond the rounded beating storm,

Beyond the wind 
Beyond the rain 
Beyond the lake 

Lifted a mountain!
I feel it all again—the wonderful whiteness there—free—

Free from the storm.
The flowing line where sky burned gold and mountain turned at the 

peak—
And behind us the crowding clouds—black and sweeping—

Over our castles of stone.
The rain falling heavily—in sheets—drenching us,

Surrounding us—
Ominous—explosive—

The atmosphere tense and terrible!

I am there again, on the peak.
I seem to see the rocks, to smell the coming rain,
To feel the wind, to know the wetness,

To hear our voices—
And yet the hour has gone 

Throbbing, throbbing—into the night!
K a t h a r in e  N. R h o a d e s .
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VISION

Moment-mine, stay!
That I may sense, one instant longer than can be,

Your perfectness.

What strange, undetermined atoms,
What helpless, ecstatic, tearful atoms,
Held still a moment by a star or spark 

And by a trick of time—inverted.

When shall we learn to find the formative shapes 
Of things to become— and being, to become more perfectly ?
When shall we demand enough?
Require greatness from all?

Reach intensity?

Then— moment-mine— I shall not ask;
For I shall be greater than you!

K a t h a r i n e  N. R h o a d e s .

There is no Life or Death, 
Only activity 
And in the absolute 
Is no declivity.
There is no Love or Lust 
Only propensity 
Who would possess 
Is a nonentity.
There is no First or Last 
Only equality 
And who would rule 
Joins the majority.
There is no Space or Time 
Only intensity,
And tame things 
Have no immensity.

M in a  L o y .
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CARICATURE: ABSOLUTE AND RELATIVE

DU R IN G  my experience in the practice of caricature, I have come to the 
conclusion through experimental analysis, that the facial expression 
and the expression of the body of a man reveal only his habits, his 

social customs, never or at any rate very seldom, his psychological self, and 
absolutely never his specific value, place or significance in relation to existing 
things.

Now matter cannot exist without spirit, nor can spirit exist without mat
ter. But, though they are inseparable, they constitute two different entities. 
We cannot therefore represent the spirit of a thing by its purely material 
entity. We cannot represent materially something that is essentially imma
terial, unless we do it by the use of symbols. Mathematics are essentially 
symbolical, they are the purest expression of symbolism. They represent 
material or immaterial things by abstract equivalents. We can represent 
psychological and metaphysical entities by algebraic signs and solve their 
problems through mathematics. We can represent the plastic psychology and 
the plastic metaphysics of matter by their geometrical equivalents. But we 
cannot represent both the psychology and the metaphysics of spirit and 
matter by only one of the two methods. In order then to have a perfect rep
resentation of an existing thing, we must represent it in its two essential 
principles, spirit and matter, but also in conjunction with a third principle; 
the initial force of the individual; force which binds the spirit and the matter 
together and makes them actuate. This initial force marks the specific value 
of things.

Limiting ourselves to the study of man, we can state the following:

I. The spirit is composed of

Memory— acquired knowledge. 
Understanding—capability of learning—in
telligence.
Volition—controller or regulator of physical 
desires, vices and virtues.

2. Matter is represented, naturally, by the human body.
3. The initial force is represented by the trajectory that is marked by the 

passage of the individual through life.
This passage of the individual through life must be related to the evolution 

of humanity. Therefore, I consider five classes of trajectories.
I. Those that have no beginning and no end, that is, those belonging to 

individuals who, by atavism, have a tacit or unacquired knowledge of the 
general progress up to the time when they begin to actuate and during their 
life contribute to the general progress without arriving at a conclusion.

II. Those that have no beginning, but have an end; belonging to indi
viduals who are born under the same circumstances as the above, but who do 
arrive at a conclusion.
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III. Those that have a beginning and have no end; belonging to individuals 
who acquire the knowledge of the general progress but arrive at no conclu
sion.

IV. Those that have a beginning and an end, belonging to individuals 
who acquire knowledge and arrive at a conclusion.

V. The individuals whom we might call inerts or statics, because they 
do not move with the general progress, have, naturally, no trajectory.

I find, then, that caricature, as the representation of the individual self 
and his relation to the whole, is, when represented by the material expressions, 
very limited and misrepresentative. It is inconsequent with the philosophy 
of the causae efficientes, and entirely consequent with the philosophy of the 
causae finales; a philosophy which, to be right, would prove the non-existence 
of universal progress.

The habits, customs, vices, and virtues of man are so limited and common 
to all, that in the material idea of caricatures I found myself repeating ad 
nauseam the same fundamental ideas with variations that represented only 
the morphology of the individual. The idea of man, in relation to the meaning 
of his own life, to humanity and to the universal principle, opens a broader 
and more significant field to caricature.

With this fundamental idea as a basis for psychological analysis, I have 
found, that man in relation to his own life and to mankind, forms a third 
psychological entity, which is not an arithmetical addition, but a chemical 
combination. The reciprocal influences between two human beings and 
between man and mankind and between man and the universe, is not equal to 
the addition of the specific psychological value of each of these elements, 
but to a combination which constitutes a third definite psychological or meta
physical entity.

As representation is only a matter of equivalents, we have, in order to 
represent man in all his characteristics, to represent all his entities. The old 
art permitted and, even more, imposed the representation of feelings and 
emotions through concrete form. Modern art permits the representation of 
feelings and ideas through material equivalents—abstract form. Between 
the two, I believe the second one the nearest to psychological representation. 
Accordingly my new procedure in caricature is inspired by the psychological 
reason of the existence of the art of the primitive races, which tried to repre
sent what they thought to be supernatural elements, existing outside of the 
individual, elements, however, which science has proved to be natural and 
which exist within the individual.

The technique of my procedure consists in representing: (I) The spirit 
of man by algebraic formulas; (2) His material self by geometrical equivalents; 
(3) and his initial force by trajectories, within the rectangle that encloses 
the plastic expression and represents life.
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M y caricatures are of two kinds: absolute and relative. I call absolute 
caricatures those in which the individual influences time by the whole of his 
actions; and relative, those in which time influences the individual—that is 
to say when the individual has to make abstraction of his real self to adapt 
it to the character of a given moment of circumstance.

I call my latest manner of plastic representation caricatures, only because 
they are the natural evolution of my former plastic expression which was 
consequent with what has been understood by caricature. They are not art, 
but simply a graphical and plastic synthesis of the analysis of individuals.

In presenting them to the public I do nothing but return that which I have 
taken from the public. These caricatures are not the expression of my physical 
self, but the intrinsic expression, as I perceive it, of the individuals themselves.

M a r iu s  D e Z a y a s .
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MARIUS DE ZA YA S— M ATERIAL, RELA TIVE, AND 
ABSOLUTE CARICATURES

T
HE Century Dictionary defines caricature: “ A representation, pictorial 

or descriptive, in which beauties or favorable points are concealed or 
perverted and peculiarities or defects exaggerated, so as to make the 

person or thing represented ridiculous, while a general likeness is retained.”  
Caricature is said to be derived from caricare, to load, overload, exaggerate.

This definition does not adapt itself to such work as De Zayas calls 
caricatures, and I would prefer to spell the word characature, deriving the 
work from the root character. We will refrain, however, from coining a new 
word and will only claim that the definition given by the Century Dictionary 
is too narrow and that caricature should also be understood to mean “ A pic
torial representation, through emphasis of certain traits, of physical or men
tal characteristics, a representation of character through form."

Personal caricature or the caricature of persons therefore concerns itself 
with the representation of the character of people. In other words it selects 
or emphasizes that which is characteristic of the person it seeks to represent.

De Zayas conceives that a human being can be represented in one of 
the following ways:

First: Through Photography which gives us only the exterior or ob
jective appearance of the subject, and only so much of his character as we 
would be able to discover by looking at the person himself according to our 
faculties for judging of character. Ordinary portraiture reflects the same 
point of view as photography, and differs only in the use of the medium 
used for fixing the image permanently, a mechanical means being employed 
in one case and the human hand in the other.

Second: Material caricature which represents the morphological traits 
of the subject emphasizing those which are characteristic or reveal some 
personal trait of character.

Third: Relative caricature which combines the physical and psycho
logical principles represents the person at a given time when under the in
fluence of a definite mood, or manifestation of the personality.

Fourth: Absolute caricature represents the person in his relation to the 
outside world, his place in the evolution, and his individual characteristics.

I f  we draw a diagram showing the component parts of the individual 
to be: (1 ) Matter; (2) Spirit, subdivided into personality and individuality; 
and, (3) the Force which marks our trajectory through life; we can say that 
material caricature represents matter and the personality, the matter pre
dominating. Relative caricature represents the personality dominated by a 
temporary force; while absolute caricature represents matter, the force of 
direction, and primarily the individual psychological characteristics.
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Material Caricature ----------------------------------- Matter

 _________________ Personality 
Relative Caricature Spirit

 Individuality

Absolute Caricature Vital Force

Picabia summarizes De Zayas’s absolute caricatures by calling them 
“ The Psychological expression of man’s plurality.”

*  *  *  *

To me the greatest handicap of the modern worker in obtaining a hear
ing from the community is that he seeks to manifest his individuality with
out seeking a point of contact with the public.

As stated in De Zayas’s and Haviland’s booklet “ Study of the Modern 
Evolution of Plastic Expression” : ‘ In exclusive individuality the individual 
works with his own individual resources for his own individual self. The 
moment he excludes himself from the feelings of the community, the com
munity excludes itself from his feelings.’ Marius De Zayas seems to have 
found a solution to the problem of giving full sway to his personal evolution 
of expression, entering boldly the field of the abstract, without losing his 
point of contact with the community. He has found this point of contact 
in the fact that instead of using abstract form to express ideas awakened in 
him by excitation from the outside world, i.e., making his ideas the subject 
of his expression, his subject remains the outside world, the people whom he 
represents, and his personality comes into play only to extract from his 
subject that which is significant. The significant thing is the psychology 
of his subject, not his own psychology, so that when we look at his absolute 
caricatures we think, not of the artist, but of his subject, i.e., the outside 
world represented in its abstract significance.

This point of view also gives his work more variety as there is repre
sented in each new caricature the interplay of new personalities instead of 
variations of impressions on one personality.

Some of the modern workers consider portraiture as outside the field 
of modern expression. The reason is that in the attempts made so far to 
apply abstract form to portraiture the artist has attempted to represent his 
impression of the material body through the abstract significance of form. 
De Zayas realizing that concrete form is adaptable to the representation of 
the concrete and abstract form to the representation of the abstract, uses 
concrete form in his realistic caricatures and abstract form in his absolute 
caricatures, remaining logical in his use of the medium.

He has avoided the inconsistency of using the abstract significance of 
Form to express concrete ideas. He uses logically abstract Form to express 
abstract characterization. That is why his work is convincing.

P a u l  B. H a v i l a n d .
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HORACE TRAU BEL ON PHOTOGRAPHY*

A  FR IE N D  of mine who was skeptical on the subject of free verse came 
into my office one day and said: “ I say, old man, read me one of your 
so-called poems: I ’d like to hear how it sounds in your voice.”  He 

picked up Optimos and selected a poem whose title line appealed to him. I 
said: “ I ’m a rotten reader, but I ’ll do as you say.”  I read the poem. When 
I was through his eyes were full of tears. I said: “ Well?”  He brought his 
fist down on my desk with a bang. “ I admit that you got there!”  he ex
claimed, “ but by God it’s not a poem!”  I only said: “ I ’m satisfied to have 
got there: I don’t care what you call it .”  Another man, under similar circum
stances, said to me: “ You arrive in your own way, but I object to having the 
word poem prostituted to such uses.”  I only said again: “ Well—you can 
have your word: I ’m only interested in arriving.”  I hear people say: “ Pho
tography’s photography: remember, it’s not art.”  I call it art. But I don’t 
fight for the word. I f  you say it’s not art you are welcome to your word. But 
does photography get there? Art to me is communication. It ’s not the thing 
communicated but the process of communication. It applies everywhere as 
well as anywhere. To inventions as well as to pictures. To sailing a vessel 
as well as to playing the violin. As I looked over these Stieglitz pictures I 
didn’t need to ask myself: Do they get there? They got there. M y recog
nition was ahead of my question. After that they were art to me. But if you 
come along and quarrel over my use of the word, I get out of your way and let 
you have your sacrosanct word all to yourself. Something in Stieglitz reaches 
to something in me through these pictures. I ’m not nearly so much interested 
in the pictures as in that thing in Stieglitz and that thing in me. You edge 
up and ask me whether I ’m aware that the camera’s a machine. Certainly. 
And I ’m also aware that Stieglitz is another machine. And I ’m a machine. 
And the man who kicks is a machine. But Stieglitz is also a man. And when 
I look at these pictures I think somehow that the machine is also somehow a 
man. And in the beauty of what I ’m admiring and loving, I can’t tell where 
the machine in either case stops and where the man begins. There are such 
delicate and subtle interactions I stand baffled before the result. I don’t need 
your precious word. I can get along without it. I do adopt it in my own 
way. But it’s not a fighting word to me. I ’d rather have some photographs 
than some paintings. Some photographs say more to my heart than some 
paintings. Some say more to my brain and body. Many photographs are 
alive. And most paintings are dead. You call a book art. But what could 
be deader than most books? And you hand your word out to the interpreters. 
But when I go through C a m e r a W o r k , and see how much the photograph can do. 
I am almost afraid to go into the galleries and see how little painting and sculp
ture can do. And then I ask, how it is the mere machine can outdo the mere 
man? Mind you, I ’m not against paint and canvas. I recognize their valid
*From the Ju ly  Number of The Conservator (Horace Traubel, Camden, N . J .).
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genius. But I want to make it clear that all canvas and paint and clay and all 
pianos are not inspired. And I want to make it clear that, if a photograph is 
inspired, calling its maker a camera will not qualify its omnipotence. I agree 
with you that art is a word which should not be made light of. That is why 
I want to expand it for general use. I, too, want it to mean something. But 
I want it to mean something inclusive not exclusive. At the same time I ’d 
rather give up any word than compromise any truth. So, if you come to me in 
my office, and turn the pages of C a m e r a  W o r k , and while profoundly moved by 
Stieglitz’s illustrations, still swear to it that you won’t, by God, admit them to be 
art, I ’ll say to you again that you can put your word back in your safe and keep 
it there if you’ll only leave me Stieglitz’s snapshots. That’s what it all comes to 
to me. Having the thing. I ’m indifferent about the word. I f  you don’t, by 
God, admit my religion to be religion, though you admit, by God, that it serves 
all the larger and consoling purposes of religion, I ’ll still say you can have your 
darling word if you’ll only leave me my dearer faith.

H o r a c e  T r a u b e l .

A nd they met—
And they said good-bye—
He went away to his work— and his work was play. 
And she stayed where she was, to play,—
And her play was work, for she was waiting.
And they waited for the Spring to come.
And Spring came— and they met.
The Spring was beautiful, and they gloried in it. 
And she was happy.
And he was satisfied.
And Winter came—
And they said good-bye.
And he went back to work— and his work was play. 
And she stayed where she was, to play—
And her play was work—for she was waiting.
And Spring came again. And it was beautiful.
But she did not know it— and he did not know it. 
For his work kept him, and his work was play.
And she played— and her play was work—
For she had waited.
And Winter came again, and still he worked—
And his work was play—
And Winter came again— and she—was dead.

S. S. S.
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ITS PLEA*

D ivine Silence! Infinitely stronger 
Than all Voices; Guard thou th’ insensates’
Brows, ’til an exultant Light gleams firmer 
O’er the World, as true sense of Love pulsates;
And with constant Fire fuse, yet, bid it smolder,
When jangling Beat of Man’s dull groans are bolder 
Lurid with a mistaken Grasp of things, t ’ answer 
T ’ evil, when but chaste is seen to flutter!
As Heaven guards for each an ideal Sole,
So hushed, that e’en unrush of emotion 
Sweet, dares to mar not its lustreful Soul:
For at the poise of potent Transition, . . .
Behold!—Th’ Idol as in a dim Twilight,
Beck’ning, to fold t ’our hearts th’ Eternal Might!

V e l i d a .

OUR ILLUSTRATIONS

T
HE first three Plates in this Number of C a m e r a W o r k  are devoted to 

photography proper. The other ten plates are devoted to the cari
catures, relative and absolute, of Marius De Zayas, a name already 

familiar to the readers of this publication.
Plates I and II, “ New York at Night,”  by Paul B. Haviland, are photo

graphs made directly from Mr. Haviland’s original negatives. Plate III, 
“ Landscape,”  by Frederick H. Pratt, Worcester, Mass., is a photogravure 
made directly from the original negative. This photograph was made about 
fourteen years ago. In a future Number of C a m e r a  W o r k  several more 
of Mr. Pratt’s pictures will be published.

The De Zayas caricatures, a study of the motives of which is printed 
elsewhere in these pages, are photogravure reproductions made from the De 
Zayas charcoal originals, the sizes of which are 20 x 25 inches. The original 
caricatures were on exhibition at “ 291 ”  during March and April, 1 9 1 3 .  I n
the reproduction some of the quality of De Zayas’s work has been necessarily 
lost, nevertheless its spirit has been fully preserved.

All the photogravures in this Number of C a m e r a  W o r k  were made by 
the Manhattan Photogravure Company, of New York.

* From the “Rhapsody On Art” by Velida.
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EXHIBITIONS AT “ 291” —1914-19 15

The following Exhibitions are announced for the Little Gallery of “ 291” , 
19 14-19 15— tenth year:
A f r i c a n  W ood C a r v i n g s ;
P ic a s s o  a n d  B r a q u e — R e c e n t  P a i n t i n g s ;
P i c a b i a — L a t e s t  P a i n t i n g s ;
H e n r i  R o u s s e a u — P a i n t i n g s ;
M a r io n  B e c k e t t  a n d  K a t h a r in e  N. R h o a d e s — P a i n t i n g s ;
J o h n  M a r i n — R e c e n t  P a in t i n g s  a n d  E t c h i n g s ;
D e Z a y a s — R e c e n t  C a r i c a t u r e s  ( E u r o p e  a n d  A m e r ic a ) ;
Y o u n g e r  A m e r ic a n  P a i n t e r s — A  G r o u p  o f  P a i n t i n g s ;
E x h ib it io n  o f  P h o t o g r a p h s ;
E t c ., E t c .

The season will open on November third. Each exhibition will run for 
sixteen days.

NUMBERS OF “ CAM ERA W O RK” IN PREPARATION

T HE next Number of C a m e r a  W o r k  will contain no pictures. The 
Number will be devoted entirely to the question: “ What Is ‘ 291’ ?”  
About thirty men and women, of different walks of life, and from 

different parts of this country, and also from Paris, Berlin and London, have 
written or are writing articles on “ What ‘ 2 9 1’ Means To Me.”  Amongst 
those who have written or are writing are: The Elevator Boy of “ 29 1” ; a 
sculptor who writes from prison where he is for a political “ crime” ; one of 
America’s leading art dealers; painters; poets; art-critics; photographers; a 
banker; a reverend; social workers, etc., etc.

There are also in the course of preparation:
A Number devoted to photography, by younger and older workers who 

have not, as yet, appeared in the pages of C a m e r a  W o r k ;

A Number devoted to Children’s Work, in picture and in words.
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The Autographic Kodaks
You can now date and title your negatives, permanently, 

and almost instantly at the time you make them.

T O U C H  a spring and a little door opens in the back of the Kodak ;
write with pencil or stylus on the red paper of the Autographic 

Film Cartridge ; expose from 2 to 5 seconds ; close door. When your 
negatives are developed a permanent photographic reproduction of 
the writing will appear on the intersections between the negatives. 
When the prints are made you can have this writing appear upon 
them or not, just as you choose. By turning the winding key slightly 
and advancing the paper the width of the slot you can have the 
writing appear on the picture itself if you wish.

A n y  picture that is worth taking is worth a title and date. T h e  places of interest 
you visit, the autographs of friends you photograph, interesting facts about the children, 
their age at the time the picture was made— all these things add to the value of a 
picture. A rchitects, Engineers and Contractors who make photographic records of 
their w ork can add greatly to the value of such records by adding notes and dates 
perm anently on the negative. T h e  careful am ateur photographer can im prove the 
quality of his w ork by noting, by means of the A utographic K odak, the light con
ditions, stop and exposure for every negative.

The greatest Photographic advance in twenty years.

N o. 3 A Autographic Kodak, pictures 3 1/4 x  5 1/3 in ., . $ 22.50

E A S T M A N  K O D A K  C O .,
A t  all Kodak T)ealer’s. R O C H E S T E R ,  N. Y . ,  The K odak City.
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THE SPEED GRAPHIC

A high grade Focal Plane Shutter Camera, 
made in the Graflex Factory.

The Graflex Focal Plane Shutter, working 
at any speed from “ time” to 1 -1000 of a second, 
is built into the body of the Speed Graphic, and 
a big, generous front board permits the use of 
fast Anastigm at Lenses. T he long, black 
leather bellows harmonizes perfectly with the 
oxidized metal and black ebonized woodwork.

Full particulars are given in the Graflex 
Catalog— free on request.

FOLMER & SCHWING DIVISION
EASTMAN KODAK CO. ROCHESTER, N. Y.



pictures 
Mounted 
W i h

HIGGINS’ 
PHOTO 
MOUNTER

Have an excellence peculiarly  their 
ow n. T he best results are on ly  
produced  b y  the best m ethods and 
m eans —  the best results in P h o to 
graph , P oster, and oth er m ounting 
can o n ly  be attained b y  using the 
best m oun ting p aste—

HIGGINS' PHOTO MOUNTER
(Excellent novel brush with each jar.)

A t D ealers in  P h o to  S u p p lies , 

A r t i s t s ’ M a te r ia ls  a n d  S ta tio n e ry .

A 3-oz. jar prepaid by mail for thirty cts. 
or circulars free from

CHAS. M . HIGGINS & CO., Mfrs.
N E W  YORK—CHICAGO—LONDON 

M ain  Office, 271 N in th  S t. \  B ro o k ly n , 
F a c to ry , 2 4 0 = 2 4 4  E ig h th  S t . )  N. Y ., U .S .A .

I N  P R E P A R I N G
photo-engraved plates, the Royle 
machines have conclusively proven 
their value. They are to be found 
in engraving centers the world 
over in both large and small estab
lishments. Only good machines 
could satisfy so wide a demand.

W rite  for ca ta lo g

JO H N  R O Y L E  & SONS
Paterson, N . J., U . S . A .  Photo-Engravers’ Machinery

E stablished G E O .  F .  O F  T elephone
i 8 73  M urray  Hill

M AKER OF FINE FRAMES
and R ep rodu ction s F ram ed w ith A rtistic Judgm ent. 2 7 4  Madison Avenue, N ew  York



Photo by C. E . Kelsey

“Built on the Level”
—and backed by a half century of optical experience 
— that’s why clearer pictures and fewer failures on 
dark days come from cameras fitted with the

Bausch and Lomb Zeiss
T e s s a r  LENS

The Tessar series Ic—F:4.5—a lens for all work where ex
ceptional speed and clearness of moving objects is desirable 
—also a first-class lens for portraits or groups—worthy of 
the finest camera.

The Tessar IIB
About twice as fast as the ordinary rectilinear lens and pos
sessing the desirable optical features of the Ic—especially 
good for all hand camera work—and for use with the com
pound shutter.

Protar Lens
Convertible—exceptionally wide angle for landscape, por
traits and groups, giving unusual definition.

Sample print and valuable lens information gladly sent on 
request. Try a Tessar on your camera. A sk your dealer.

Bausch & Lomb Optical Co
632 ST. PAUL STREET ROCHESTER, N.Y.
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A higher standard o f  negative quality 
is made possible by

EASTMAN 
PORTRAIT FILMS

For Studio, Home Portrait 
or Commercial W ork.

A  perfect sensitive product w hich yields to the most delicate 
impressions of light, recording their full value with perfect 
separation of tones, and this under the most obstinate conditions 
where halation would be most noticeable were glass plates used.

Eastman Portrait Film s are adapted to either studio or home 
portrait w ork. T h ey  preserve the snappy lights and gradations 
of white draperies and permit one to w ork against the conflicting 
lights of the average interior. H ow ever they m ay be used to 
advantage under any condition w hich calls for a non-halation 
plate.

Portrait Films may be used in any plate holder by using Eastman 
Film Sheaths, or in the Eastman Film Holders— are 

light, flexible, unbreakable, and may be retouched 
or etched on either side or on both sides.

P R IC E — Same as Seed 30 Plates.

Special illustrated circular at your dealer's or by mail.

EASTMAN KODAK COMPANY,
R O C H E S T E R , N. Y.

A ll Dealer's.



There s an added 
interest to every 
flower in your 
garden— in fa c t, 
to every sm all bit 
o f nature— when you 
picture it at short 
range with the

KODAK PO RTRAIT 
A T T A C H M EN T

Slip a Portrait Attachment over the Kodak lens and your Camera 
is ready for short range pictures. All out-doors is filled with 
material for Kodak pictures at short range, while the charm of 
home surroundings offers a fitting background for Kodak home 
portraits.

With fixed focus Kodaks and Brownies, the Portrait Attachment 
makes objects in sharp focus at exactly 3 1/2 feet, while with the 
focusing type of Kodaks, objects may be photographed as close as 
2 feet 8 inches.

5 0  cents, at your dealer s.

EASTMAN KODAK COMPANY,
R O C H E S T E R , N. Y.

Made a t 2 f t. 8 in. ivitli Autographic Kodak 
and Kodak Portrait Attachment.



R O G E R S  &  C O M P A N Y
Makers of Illustrated Catalogues and Booklets 

Printers o f  Camera Work

9 M u r r a y  S t r e e t

 N e w  Y o r k
T e l e p h o n e ,  6 6 4 0  B a r c l a y

T h e

Manhattan Photogravure Company
■ ■ ■

A rt Reproductions : Catalogs
m m u

Telephone, 2 1 9 3  Madison Square

14 2  W est 27th Street N ew  York City

B I N D I N G S  F O R  
C A M E R A  W O R K

AS DESIGNED B Y 
MESSRS. A LFR ED  S T IE G L IT Z  
AND ED U ARD  J. STEICHEN

High-class Binding o f  all descrip
tions. Photographs Mounted and 
Bound in Album Form, etc., etc.

O T T O  K N O L L
732 L E X IN G TO N  AVENU E, NEW 
Y O R K ,  N. Y .  Telephone 18 10  Plaza

A R T I S T S
P R O F E S S I O N A L  A N D  A M A T E U R

P H O T O G R A P H E R S
can find exceedingly

Artistic Papers
BOTH L IG H T  AND H EA V Y

for  Mounting Sketches and Prints at
T H E  S E Y M O U R  CO .

245 Seventh Avenue (Corner 24th Street) 
N E W  Y O R K  C I T Y



For results

VELOX
The only am ateur paper, covering p en  

fectly, the range o f am ateur requirements 
— simple in operation— certain o f  results, 
and best because o f its uniformity, and 
unlimited adaptability.

Ask for the “ Velox B o o k F r e e  

at your dealer's, or by mail.

N E P E R A  D IV IS IO N ,

A t  Y ou r D ea ler’s.

EASTMAN KODAK COMPANY,
ROCHESTER, N. Y.



Uniform results can be obtained 
only by using chemicals of uniform 
strength and purity. This particu
larly applies to the sodas used in 
compounding developers. They con
trol the color, contrast and density of 
the negative. If the sodas vary the 
results will also vary.

Eastman Tested Sodas are of un
varying strength and quality—produce 
certain results—are economical to use 
and cost no more.

Insist on Eastman Tested 
Chemicals, in the container 
which bears this seal.

A ll Dealer’t.

E A S T M A N  K O D A K  C O M P A N Y
ROCHESTER, N. Y.



HAVE you seen the Special Number of C a m e r a  W o r k ?
This number is devoted entirely to the question of “ New Art.”

For this country it was epoch-making. It contains the following 
original essays:

“ P o r t r a it  o f  M a b e l  D o d g e” , b y  Gertrude Stein.
“ S p e c u l a t i o n s ” , by Mabel Dodge.
“ T h e  R e n a i s s a n c e  o f  t h e  I r r a t io n a l ” , by Benjamin De Casseres. 
“ M o d e r n  A r t  a n d  t h e  P u b l i c ” , by Gabriele Buffet.
“ T h e  L a t e s t  E v o l u t io n  in  A r t  a n d  P i c a b i a ,”  b y  Maurice Aisen. 
“ A u d ia t u r  e t  A l t e r a  P a r s : S o m e  P l a i n  S e n s e  a b o u t  t h e  
M o d e r n  A r t  M o v e m e n t ” , b y  Oscar Bluemner.
“ V e r s  L ’A m o r p h is m e ” .
“ E c c e  H o m o ” , b y  John Weichsel.

It also contains eight full-page illustrations:

“ N u d e s ” , by Cezanne.
“ A P o r t r a i t ” , by Cezanne.
“ S t i l l - L i f e ” , by Cezanne.
“ L a n d s c a p e ” , by Van Gogh.
“ P o r t r a it , G e r t r u d e  S t e i n ” , by Picasso.
“ G i r l  w it h  M a n d o l i n ” , by Picasso.
“ D r a w i n g ” , by Picasso.
“ S t a r -D a n c e r  o n  a n  O c e a n  L i n e r ” , by Picabia.



«L A R E  you interested in the deeper meaning of Photography?

<L A R E  you interested in the evolution of Photography as a medium of expression?

C. A R E  you interested in the meaning of “ Modem Art” ?

<L A R E  you interested in the Development and Exposition of a living Idea?

«L A R E  you interested in Freedom of Thought and Freedom in Expression?

«L If you are interested in any of these, you will surely be interested in the Numbers of 
Camera Work so far published. Thus far forty-five Regular Numbers and three 
Special Numbers have been issued.

C. They contain reproductions, unique in respect of presentation, quality, and interpre
tation, of the work of Annan, Brigman, Cobum, Mrs. Cameron, Davison, De Meyer, 
Demachy, Eugene, Evans, Herbert G. French, Haviland, Henneberg, Hill, Hofmeisters, 
Kasebier, Keiley, Kuehn, Puyo, Le Begue, Seeley, Mrs. Sears, Stieglitz, Steichen, White, 
Watzek, etc., etc.

Also reproductions of the work of Rodin, DeZayas, Matisse, Picasso, Gordon Craig, 
Marin, Manolo, Cezanne, Van Gogh, Picabia, Walkowitz, etc., etc.

<L The text contains original articles b y :
Maeterlinck, Shaw, De Casseres, Van Noppen, Steichen, Max Weber, Gertrude 
Stein, Temple Scott, Sadakichi Hartmann, Joseph T. Keiley, Dallett Fuguet, DeZayas, 
Mabel Dodge, Gabriele Buffet (Mme. Picabia), Maurice Aisen, Oscar Bluemner, 
John Weichsel, W . D. Me Coll, J. B. Kerfoot, Mrs. Wm. Sharp, Charles H. Caffin.

C. Camera Work is published for those who know  or want to know.



A NEW  
GOERZ LENS: 

“ DOGM AR”  
F  4.5— 5.5 
A THREE 

FOCI LENS.
Hence three times as 

useful as a single focus 
F 4 .5 lens.

DO YOU KNOW  
THE GOERZ VEST 

POCKET TENAX: 
A PERFECT 

PHOTOGRAPHIC 
COMPANION?

A SURE ROAD TO SUCCESS
Why experiment when time has proven that Quality is 
synonymous with all lenses bearing the nam e:

GOERZ
The Hypar, a new portrait lens intended to meet the require
ments of photographers who wish a lens equally efficient for 
standard commercial portraiture and for the impressionistic 
rendering of character which distinguishes the greatest photo
graphic portrait artists of to-day. It works at a speed of F 3.5 -4.5 
and produces softness of focus without “ fuzziness.”

The Dagor, F 6.8, the best all-around lens in the market: speed 
sufficient for most work; wonderful covering power; perfect 
definition; back combination may be used as a long-focus lens.

The Celor, F 4.5-5.5, especially adapted 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 
5eneca. Have your dealer order one for you for a ten days ’ 
free trial.

C. P. Goerz American Optical Co.
Office and Factory: 317  to  3 2 3  E. 3 4 th  S t., N ew  York

" B urke &  Jam es, Inc., Chicago, D ealers’ D istributing A gents W est of 

O hio.”

Send 6 cents for new Catalogue, or get one free at your dealers.

GOERZ is synonymous with Quality
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