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MARSDEN HARTLEY AND
THE EUROPEAN AVANT-GARDE

GAIL LEVIN

Marsden Hartley’s association with the European
avant-garde was an important phase in his artistic
development. He had a remarkable ability to identify
those artists who were producing the most innovative art
of their time.

arsden Hartley’s paintings in the years 1910-11, just before
he went abroad for the first time, clearly indicate his
openness to new ideas and his own experiments with the styles
of European modern artists. For example, Hartley painted
Abstraction (Fig. 1) just after he had seen Picasso’s Cubist
watercolors on exhibit at Stieglitz’s gallery “291” in April, 1911.
In this painting Hartley used a flattened space, linear forms’in-
cluding semicircular shapes, and a preponderance of perpen-
dicular lines similar to those in Picasso’s Cubist drawing of
1210 called Female Nude (Fig. 2) which was purchased by
Stiegliiz at the time of this Picasso exhibition at *291.”

Sy the time Hartley arrived in Paris for the first time, in April
1212, he was already well acquainted with the work of the three
artisis—Cezanne, Matisse, and Picasso—most admired by the
ocal avani-garde. Not only had Hartley been able to see ex-
amples of their work at “291,” but reproductions were also
available to him in Camera Work and other art magazines.

=ariley's Siill Life of 1912 (reportedly painted in the studio of

the artist and future set designer Lee Simonson soon after
Hariley armrived in Paris) demonstrates both his interest in
~awwist color and pattern and in a Cézannesque arrangement of
forms (Fig. 3).” That April, he visited Ambroise Vollard’s gallery,
where he saw works by Cézanne, and the Salon des Indépen-
danis. He disliked the Salon which he called “perfectly terri-
bie. _ _ merely a National Academy of a better class,” and com-
menting on the mediocrity of some of the contemporary art ex-
! hibitions, he exclaimed: “Matisse becomes one of the gods
after this terribl

tion, 1911.

cluded the work of Renoir, Cézanne, Matisse, and Sicas=x
troduced as a friend of Simonson, Hartley first mac=s e a0
quaintance of Gertrude Stein during the late sprimg o8 "800
Hartley’s delight with both her taste in art and ner meimg &
revealed in a letter he wrote to her in September ¢ ‘
he requested another invitation to visit and permis ‘
along his friend Arnold Rénnebeck, a German scu ;
| did not get to see the albums of Picasso drawings e

|

one hour | was there and this you were kind enoug® fo o

fer me for a time in the fall. | hope by this time yvou maue
received a copy of Camera Work of Alfred St el e
the Photo-Secession of New York where, asons of tne = |

young painters struggling toward individual expres=ian
have twice exhibited. It seems to me avery wor:
tation of your interpretation of the two artisis co
think your articles very interesting. They seem o
close to the subjects in hand as wordscango. . . .~
During the summer of 1912, while Gertrude Si== i
Spain, Hartley had become friendly with a German croma ‘Hmmmwmm N

frequented the Restaurant Thomas on the Boulevarz ﬂmﬂlm\wm I

cluding Arnold Ronnebeck and a handsome young Gesman 8
ficer, Ronnebeck’s cousin Karl von Freyburg. whao Latier (DT |
the ““subject’ of several of his abstract paintings.© I

Hartley soon encountered a new direction in moc=rm & i ‘

which the Stieglitz circle was not yet familiar when == =0 law
York for Paris in the spring of 1912. He wrote fo Stizg 'z i i \“
of 1912 about John Duncan Ferguson’s publication S=usnm:
In one of the last numbers of Rhythm is 2 r==t==
Gauguin’s influence in which Kandinsky s ==t o
among others. He is evidently one of Gauguin's cuzi= =t
is | believe a modern light in Berlin or Munich—== s
lately brought out a new magazine called Diz =z Siaus
Reiter which | shall look up—Very likely they =% T mﬂ‘
modernism—and god knows they C i
everything here.®
Stieglitz, however, had already discovered Kancin
translated a passage from The Spiritual in A
Geistige in der Kunst) and published it in the
Camera Work, which Hartley had not yet recemes
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Hartley’s first knowledge of Kandinsky was ¢ ~=suit m MH
reading M.T.H. Sadler’s article in Rhythm. “Afier Gauoum = & H‘
WhICh Kandinsky was referred to as one of C“__ B :ﬂi‘mmuumm

“a Polish artist,” whom Sadler labeled as o©
primitives, because they have arrived in 1
expression at a technique reminiscent of ""'mmm mmw‘
savage art.”’® Sadler also explained that the ariss

sion of “the inner soul” would result in an a2 e mwmﬂmmuu i m
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definitely “unnaturalistic, anti-materialisiic

In this same letter to Stieglitz of July ‘9 =)
upon Picasso’s use of words such as “jo D .hwmw amm\\
numbers such as “75.”" He had by now had an opporiumiy mw“
examples of Picasso’s painting ai Gerirude TS A W
was probably referring speci\r"dr:aw y io Pic "'"»_= Amﬂwﬁm%

i

Table of 1912 (Fig. 4)” which Gerirude had gowur= il o
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Sockwesll Kent, exclaiming: nonetheless emulated the linear shapes and patterns of |
=ssure you this man Picasso is a wonder. He is unique in Picasso’s contemporary works such as The Architect’s Table of
= world at this time for his depth of understanding and 1912 and even the drawing Nude of 1910 owned by Stieglitz. The

t info the inwardness of things.... He is only 30 heavy lines, semicircles, and other linear patterns appear o
nd is already one of the strongest forces in art— have been |nsp|red by these works which so impressed Ham‘m
zosolutely silent himself—teaches nothing—has no art On June 20, 1912, Hartley had written to Stieglitz of his visit fo

“heories whatsoever—and is a simple quiet Spaniard with Robert Delaunay’s studio but lamented that the artist’s latest
= "orv.w‘o.rk.3 work was “‘like a demonstration for chemistry on the technica
¥ this time Hartley had also come into contact with Jacob | relations of color and sound.”*® In early November he indicatad
ein t e American-born sculptor who had moved to Eng- | that he again intended to visit Delaunay, in the company of his
te was in Paris during the summer and fall of 1912 in | friend Rénnebeck, who would be able to act as interpreter be-
n with the placement of his controversial tomb mon- | tween himself and Delaunay.'® Hartley might have shared his
scar Wilde. The Sadler article, Epstein’s influence, | enthusiasm for Kandinsky and Der Blaue Reiter with Delaunzy
anac Der Blaue Reiter all inspired Hartley to visit the who had exhibited with this group in Munich and was includec
Museum with its famous collection of African and | inthe almanac.
al art. His response to primitive art was intense and he Hartley’s mention of showing his work to a “German pzinier
=imed in a letter to Stieglitz on October 9, 1912: “These | from Munich who is working on the musical principle™ coin-
= had no mean ambition. They created out of spiritual nec- | cides with the visit to Paris of Franz Marc and August Macke o
* Hartley’s use of the phrase “spiritual necessity” | meet Robert Delaunay in October 1912.'7 It is possible that
strates his growing fascination with Kandinsky’s treatise | Hartley met Macke, who painted works such as Color Corﬂpc: -

jo?’

ad purchased along with the almanac Der Blaue | tion (Homage to Johann Sebastian Bach) in 1912. Just zbout
ovis Sagot’s art gallery. Hartley wrote to Stieglitz: this time, Hartley began his series of musical theme paintings
ky's Die [sic] Blaue Reiter... has turned out to originally known as Bach: Preludes and Fugues, and one paint-
‘e Lhmg It is expensive but necessary for you to ing even includes this phrase as a part of the composition."® O¢
wer there and for me to have too—as | am taking a course, Hartley had probably seen Frantisek Kupka’'s puraly 2o
v=ry sudden turn in a big direction owing to a recent visit stract Amorpha, Fugue a deux couleurs of 1912 exhibited in the
‘o the Trocadero. One can no longer remain the same in recent Salon d’Automne.
= presence of these mighty children who get so close to Hartley first traveled to Germany on a brief, three-wesk visit
th= universal idea . . .. The results are proving themselves (about January 7-28, 1913) which proved inspirational in its im-
and | am showmg a strength unknown in past efforts. pact. The single most important event was his trip to Murnzu
Tnese revolis must come and until they come one can on- with Ronnebeck to meet Wassily Kandinsky. His enthusiasm for
v proceed according to one’s artistic conscience. They what he had encountered in Germany was unbounded. He f=it
m revolts of the soul itself if they are to mean that he had now entered his really creative period:
g other than intellectual imitation. ... | have something personal to say—and that no one eise is
¥'s s initial interest in the almanac Der B/aue Reiter is ap- saying just this thing—It all comes out of a new growin in
some of the still lifes he painted in 1912 in which he my life—a culmination of inward desires of longsiand-
:ﬁmmve art objects."” That autumn, he met the Ger- ing—"

ezler Wilhelm Uhde at the Bernhelm Jeune Gallery at | He announced his intention to go to Germany to live and wors
tion of the naive painter Henri Rousseau whose work | as soon as he could make arrangements: ““It is more construc-
ncluded in Der Blaue Reiter. In a letter to Rockwell | tive and | am weary of this French nervosité.”?°

T in Sepiember 1912, Hartley had hinted at his interest in the Hartley wrote to Stieglitz that during five days spent in

=rt of primitive peoples: Munich he had found his place in the art circles of Europe. ==
the more elemental and primitive the people, the more described his visit with Rénnebeck to Kandinsky’'s home wher=
-ma'd v intense have been the modes of expression. It ac- they spent “a long and interesting hour with him and Fraulein
s | think very largely for the utter emptiness of Minter who has a studio with him—she also paints well."*

modern art up to now when art is taking a plunge inward cording to Hartley, it was Rénnebeck who described the new
=n are revolting against the superficial ideas which work that Hartley was doing, prompting Kandinsky to sugges:

ong been expressed and each man is trying to . i

himself and seeing what he finds there . .. .2 FIg. 3:

Marsd
d suggested to Hartley that he should travel to Han@%ﬁﬂ

Taking his advice, Hartley visited London in 'mid- | Life, 1912. Oif
: ‘9‘2 in hopes of having an exhibition of his work on composi- £
returning from this brief trip to London, he wrote | o7 00ard. 32 B8
© his latest work explaining that he had departed University &

in i a”orof intuitive abstraction.” He wrote: Gallery,

ily gaining ground in this variety of expression University of £
to b“ closest to my own temperament and Mf;’]fga‘;?,fz
ot like anything here. It is not like Picasso—it Bequest of
andinsky. not like any “cubism.” It is what | Hudson
nit of a2 better name subliminal or cosmic Walker from

It combines a varied sense of form with my the "/’_I”Uedzgg;

i color which | believe has never needed Walker Col- §
. My first impulses came from the new sug- lection

on :‘K- ndinsky’'s book. the Spiritual in Art.... |
shown the hali-dozen things | have on hand of this
: rman u_n" er "”r" Munich who is work-




Fig. 5. Marsden Hartley, Musical
Theme No. 1 (Bach Preludes), 1912.
QOil on canvas mounted on
masonite, 26 x 21". Collection Mr.
and Mrs. Paul C. Schorr, Ill, Lincoln,
Nebraska.

Fig. 7. Franz Marc, White Bull, 1911.
Oil on canvas, 38-3/8 x 534", The

Solomon R. Guggenheim Museum,
New York.

Hartley, Berlin Ante-

anvas with painted

£7:". The Columbus
Columbus, Ohio.

=xchanging photos of their work. Hartley wrote:

You would like Kandinsky very much | know—1| have never
oeen in the presence of an artist like him—so free of con-
wention with a hatred of all the traditions that cling to art—
bohemianism, uncleanness, lack of mental order—this
chzos which makes Paris so charming to those who live
looseness—For myself l am weary of it. ..

Although Hartley admitted to Stieglitz that he had found
nisllectual and spiritual freedom through his Parisian ex-
perience, he stressed that he had found himself through sources
other than the “art cults.” The sources that Hartley credits with
nelping him find his personal means of expression are William
James’ pragmatism, Henri Bergson, and, more directly, ‘“‘the
fragmentis of mysticism” that he had found in Boehme, Eck-
nardi. Tauler, Suso, Ruysbroek, and the Bhagavad Gita. Hartley
may well have developed his interest in William James through
nis discussions with Gertrude Stein, who had studied with
James while at Harvard. Hartley wrote that he felt in his painting
ihe necessity of “leaving objective things” and that he found
nimself “going into the subjective, studying Picasso closely,
finding a great revelation in the Cézanne watercolors—a
peculiar psychic rendering of forms in space—and from this art-
stically | preceded . . .”

One is reminded here of the particular passage from Kan-
dinsky’'s The Spiritual in Art which appeared in the July 1912
ssue of Camera Work. In this passage, Kandinsky wrote of “‘the
seekers of the inner spirit in outer things” and cited Cézanne’s
=fforis in this direction through “new laws of form.”’?? Hartley’s
description of Cézanne’s watercolors (which he had first seen at
2217 in 1911) as a “‘great revelation . . . that is a purely spiritual
rendering of forms in space’ is nearly an echo of Kandinsky as
guoied in Camera Work. This passage excerpted by Stieglitz
=nds with Kandinsky’s praise of Piccaso’s ““compulsion for self-
sxpression,” another idea which Hartley borrowed in reporting

| Stieglitz that

in cler Kunst.”
In a Iea.ter of August 1913 from Berlin, Hariley alled 0
the Czech artist “Francois™ [Frantisek] Kupk=
whom he called another theorist of the Kandi nsky ty
Walter Rummel, the musician, had once visited his st
Paris.>®* Hartley mentioned that Rummel was versed in “occul
things’ but denied that he himself knew anything of thess mat-
ters. Kupka has recorded in his diary that he discoversed -
dinsky’s The Spiritual in Art through Rummel in July of 1213
Thus, Rummel might have discussed such matiers as Kandim-
sky and the occult with both Kupka and Hartley.?* By October of
1913, Hartley’s interest in the occult had reached iis peak ==
wrote to Stieglitz that he had read such books as [Richard
Maurice Bucke’'s Cosmic Consciousness and William James
Varieties of Religious Experience.?®

Hartley left to live in Germany around the middle of Zon
1913. Before settling in Berlin, he renewed his earlier zca -
tance with the artists of Der Blaue Reiter—Marc, Kandins«y.
and Minter. On his way to Munich, Hartley visited Marc in 7=
home in Sindelsdorf from which he wrote both Stiegliiz and Ge -
trude Stein on April 29, 1913, noting that Heinrich Campe n=
was present as well.?” Hartley indicated that he was arranging
for a Munich exhibition of his work at the Gallerie Goliz.=* W :'
the help of Marc, with whom he had corresponded from ;‘a s
Hartley had arranged to have him, Kandinsky, and Minis
well as Albert Bloch, the only American contributor fo ih
almanac, gather at the Gallerie Goltz in order to see his wor
After viewing his paintings, Marc sent Hartley a note in English.
lauding the sincerity of his art but allowing that with mors ==
perience Hartley would be able to do more with color anc
form.?®

When he wrote to Stieglitz to report the outcome of this me=:-
ing at the Goltz Gallery, Hartley had already begun to express
growing reservations about Kandinsky’s work, perhaps in reac-
tion to the lack of an enthusiastic reception for his paintings:

. 1 have no knowledge—only an organized instinci—
Kandinsky has a most logical and ordered mind which ap-
peals so earnestly to the instinct which has been soon
mastered—He knows why everything and that simply
must not—cannot be in real creation—This is itself il-
logical. Gertrude Stein is right when she says that true art
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Fig. 9. Robert Delaunay. Ho
Blériot, 1914. Oil on canvas.
99”. Kunstmuseum

Aot aivnuili

Fig. 8. Sonia Delaunay in her Simul-
taneous Dress, 1913, standing in front
of Robert Delaunay’s The First Disc.

cannot explain itself, that Cézanne could not, Picasso
could not—that | cannot—that Matisse can explain every-
thing and it probably accounts for the fact that all
Matisse’s pictures now are studied logic and studied
simplicity. Kandinsky also—all legitimate enough
naturally—but not products of creation—that element of
life which insists on self-expression before the mind has
power—?'
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de says |
does—Ii
omes to the poini wi cn makes all things

s without (for me) the n‘e germ—He geis it in
it not in his painting. Therefore technical

it is not accompanied by spiritual enthusi-

lly increasing reservations about Kandinsky’s
i supported, if not influenced, by the position
in., who never openly expressed enthusiasm for
work. She went so far as to write to Stieglitz in

g he has done what in Kandinsky is only a
eciion. -'“"xey has really done it. He has used color to
picture and he has done it so completely that
's nothing mystic or strange about his produc-
enuinely transcendent. Each canvas is a thing in
contained within itself, and the accomplishment

SGC

s guite extraordinarily Complete.33
took Gertrude Stein’s opinion very seriously and was no

now il ‘e—fhat lt is a long time since Gertrude S. has

12 outside of Picasso and Cézanne to interest herself
She came twice to my studio to see them and then
it the four of them on her walls with Cézanne, Picasso,

nis protestations, several of the paintings that Hartley

crocuced in 1913, the year when he first met Kandinsky, reveal

nfluence of the Russian artist’s work. Although Hartley

woud continue to be influenced by both Kandinsky’s art and

writings, his own work would never again borrow directly
C ":cmskyspamtmgs

y became closer friends with Marc than with Kan-
perhaps because he communicated more easily with

arc -w no both spoke and wrote English. As a result of Marc’s

i. Hartley showed his work with the artists of Der Blaue
ter at the Erster deutscher Herbstsalon (First German
tumn Salon) organized by Der Sturm in Berlin in 1913. Soon
‘ley adapted aspects of Marc’s painting in his own. Looking
s pictures Hartley had noted the German painter’s “ren-
2 of the soul of animals.”
2 to Hartley who sought themes appropriate to express his
2l mystical experience. Some of Hartley’s prewar paint-
ature horses which reflect the influence of Marc.*® One
ainting demonstrating this effect of Marc’s style on
Berlin Ante-War of 1914 (Fig. 6). The crouching horse
ylized plant forms recall Marc’s White Bull which was

ictures of horses (Fig. 7).*° Nonetheless, in his unusual
tion of his picture, Hartley appears to be more original.
ember-1913, Hartley attended the banquet of the First

2EPT

-mzn Autumn Salon in Berlin. He reported to Stieglitz that
rc zttended but Kandinsky did not, that he was the only

can present (although Albert Bloch Patrick Henry Bruce,
fel Feininger were also in the exhibition), and that the
nays’ presence was noteworthy:

not quite see the importance of the Delaunay exhibit
size—though | must and can say his show is a pleas-
thing to look at—but his wife Sonia-Delaunay-Terk has
s0 2 big collection—pictures—book covers—sofa cush-
‘"s—lamp shades—all demonstrating the Delaunay me-
_1‘ Simultanie ” There is a table full of books—Ileather
nacked and pasted with patches of colored papers—char-

a color effects but coming to little as to real expres-
-". A big placard on the table “Premiere livres de
mulianie” and at the banquet she was dressed in her
wn creation—a dress of simultane color effects [Fig. 8].

These animals especially ap-

siX Baear ian glass :anmm‘gs .'m::n rm desc
expressions of religious symbolism."** He cue::
dinsky owned over one hundred examples of if
ings and that Alexi Jawlensky, another Russian paint
ing in Munich, also had a fine collection. When Hart
ed Stieglitz that he had seen reproductions of the
glass bilder” in the “*Blaue Reiter,” he was referring o as
as eleven examples of the glass paintings (Hinterglz
included in the almanac by the editors Kandinsky =
Glass painting (or panes of glass with the paint appliad o the
back surface of the glass) was practiced by the arfisis of Der
Blaue Reiter (including Kandinsky, Gabriele Manter. Paul K==
Auguste Macke, and Franz Marc among those who had ir
technique); Hartley did not experiment with glass painiing.
however, until after he returned to the United States dur

First World War.

It has been claimed that Hartley’s own paintings on giass =
1917 were the result of his interest in the early American ¢
of saloon window painting, but more than likely he was =
spired by Bavarian Hinterglasmalerei and probably Kandins
own paintings on glass as well. Hartley wrote to Kandinsky an
Munter from Berlin in May 1913 recalling his visit to their b :
“I think often of your kindness and good will—and often of the
beautiful pictures | saw there in your place. How fine to haws
such things. My own glassbilder give me great joy.”"**

Hartley arrived in New York in late November 1913, and &
mained until March of 1914. On his way back to Berlin he s
ped briefly in London and in Paris, arriving back in Berlin by l=t=
April. In Paris, he saw the Salon des Indépendants where he ac
mired Delaunay’s Homage to Blériot (Fig. 9),*° preferring the
Frenchman’s work to his compatriot Morgan Russell's celebras-
ed Synchromy in Orange: To Form. It is certainly the impact of
Delaunay’s brightly colored geometric forms that one sees in
Hartley’s painting Composition of 1914 (Fig. 10).

In late May or early June of 1914, Hartley wrote to Stieglitz
telling him that Kandinsky’s book was now out in English as The
Art of Spiritual Harmony. Hartley admitted that it reads well
but he felt that it was a book for the unsophisticated in such
private matters as spiritual thoughts.*' Indeed, Hartley felt that
such a subject was very personal, one for discussion in the
home. He noted, however, that artists of the English “Rebel &
Center” found Kandinsky’s treatise of great interest.
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Fig. 11. Marsden Hartley, Still Lif=
Painting on Glass. Oil on glas 2 X
16". Collection Mr. and Mrs.

Hecht, Harrison, New Yor#

Fig. 10. Marsden Hartley, Composition,
1914. Oil on canvas, 392 x 31-7/8". The
Columbus Museum of Art, Columbus,
Ohio.
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Fig. 13.
Marsden
Hartley,
Vase of
Flowers,
1917. Oil
on glass, ;
13-1/8 x .
7-718". °
Private
Collec-
tion.

Fig. 15. Wassily Kandinsky,
Sancta Francisca, 1911. Oil and
tempera on glass, 6-1/8 x 4-5/8".

The Solomon R. Guggenheim
Museum, New York.

Mentioning the Vorticists, Hartley indicated his awareness of
s new group whose publication Blast was to feature a review
f Kandinsky’s book in the first issue, dated June 20, 1914.42
riley. characteristically, had found the most avant-garde
up in England with which to associate. He also mentioned to
:‘eg itz the invitation he received from Ezra Pound to write an
e for the Egoist in London. Hartley had no doubt discussed
enthusiasm for Kandinsky with Pound, who was to relate
.“:rn;ky s writing to Imagist poetry in hIS essay ‘“‘Vorticism,”
ub r:hed in September 1914.43

bout this time, when he resumed painting, perhaps as the
esult of the trip home to America, Hartley began a series of ab-
iraci paintings based on the theme of the American Indian. In a
siter to Stieglitz of November 3, 1914, Hartley mentioned that
wnen the war came he had almost finished four paintings on the
theme of “Amerika.” At the time of this letter he explained that
ne was working on some ‘‘war motives,” but that he planned to
return to the American idea at some later date.** In several of
these American Indian paintings, Hartley seems to have adapt-
=d various designs that he had seen in the Bavarian glass paint-
ings reproduced in Der Blaue Reiter.*®

More than a year after the war had caused him to return to
America in December 1915, during an extended stay in Ogun-
guit, Maine, in 1917, Hartley decided to take up glass painting.
When he wrote to Stieglitz from Ogunquit on September 7, 1917,
nhe mentioned his exhibition there of ten paintings on glass
zlong with five regular still-life paintings.*® He expressed his
celight in this new and charming medium, which he mentioned
ne had long wanted to try: “When | paint, it seems to just get
there without me . .
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.the new developments on glass keep me in
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urel ’r. his exp errcnce among the artists of
had ent husnasuca!!y tried this technique as v
collection of Bavarian glass painting rhat
these experiments.

Hartley chose to paint simple subjecis suchasac
flowers on a table rather than more elaborate snenns
be, at least in part, the result of his efforts to master 2 new zng
different technique which he described as ““charming
though difficult.””** Such a painting is Hartley’s Still
ing on Glass (Fig. 11), which consists simply of colorful flow=
arranged in a blue basket, set on a tabletop. In Kandinsky
glass painting Last Supper of 1910 (Fig. 12), a vase of flowers
on a pedestal appears in the right foreground near the tiec- *
curtain, somewhat like a stage prop. Hartley’s Vase O' Flo
of 1917 (Fig. 13), another of his glass paintings, is simply =
with floral decoration containing a flower arrangemcﬂk amn
placed on a tabletop against a plain background

When he traveled to New Mexico in 1918, Hartley gave u
more difficult technique of glass painting to work in pas*” ’
on drawings first, and later in oil on canvas. Although he hac
given up the technique himself, the memory of Kandinsky's
glass paintings and the Bavarian primitives he collecied mus:
have remained with Hartley when he began to paint the prim-
tive New Mexican Santos.

Some five years after he had painted his pictures with Amer
can Indian themes in Germany, Hartley wrote an ar‘ici»e i

ife- Paims

‘(1
F

by now had time to put his European experiencé and nis
painting into perspective. The result, in part from his reza

mer of 1919 after a spring trlp to California, durrng what was h
last stay in Santa Fe, New Mexico:

A national esthetic consciousness is a sadly needed sl=-

ment in American life. We are not nearly so original as we

fool ourselves into thinking . . . . We have the excellent en-

couragement of redman esthetics to establish oursal S
firmly with an esthetic consciousness of our own. >

Also reproduced in this same issue of Art and Archaeo ogy is

Fig. 16.

Wassily ¢

Kandinsky, i

Saint |

Vliadimir, §

1911. Oil on

glass, 11-3/8

x 10-1/8".

Stadtische

Galerie im

Len-

Hartley’s painting E/ Santo, painted in Santa Fe in 1918 (F'rr' 14

At first glance, E/ Santo reflects only Hartley’s western sur-
roundings, including a desert plant, an Indian blanket. and on=
of the Santos or painted images of saints that Hartley saw in
New Mexico. “The mysteriously fragile quality of the San*'"{‘
as these religious images have been described,*® is reminiscen

of the Bavarian glass paintings that Hartley had admired and
collected in Germany. His strong attraction to the primitive San-
tos of New Mexico undoubtedly owes to his earlier fascinzation
with Kandinsky and Bavarian folk art. The Santos Hartley choss=
to represent, delineated by both a frame and a pair of curizins
with the figure of the saint centrally placed in a symmetrical ar-
rangement, recalls a glass painting called Sancta Franciscz.
painted by Kandinsky in 1911, with a very similar curtain effec:
flanking the centrally placed saint (Fig. 15). In both Hartley's
Santo and in the Kandinsky, the tied-back curtains are renderad
in a similar fashion with lines indicating folds. Kandinsky zliso
used this tied-back device in other glass paintings, including
Last Supper, which has a similar curtain on the right side of the
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‘ religious images painted on glass
ired several years earlier in Germany.
to Kandinsky’s glass painting Sancta Fran-

mage in Sancta Francisca, Mary is shown holding
owers and is flanked by both pulled-back curtains

Kandinsky. Since so many of Kandinsky’s glass
were of religious subjects, as were the Bavarian
lzsmazlerei from which the technique was derived, it is
that Hartley, who had painted few specifically religious
. referred back to memories of those works in choosing
e primitive Santos.
s association with Kandinsky and the other painters
£ European avant-garde was an important phase in his art-
Tic gevelopment. He had a remarkable ability to identify those
were producing the most innovative art of their time.
ose 1o seek them out and learn from them is to his
~ He produced many strong paintings during these early
yv=ars of his career which today stand out as among the best
work done by America’s first avant-garde artists.
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‘Rockwell Kent,” p. 5.
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esen and Max Imdahl, Robert Delaunay: Light and Color (New York,
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Fig. 17. Wassily Kandinsky, All Saints
Day I, 1911. Oil on glass, 13-3/8 x 16"
Stadtische Galerie im Lenbachhaus,
Munich.

Fig. 18. Marsden Hartley, Blessin
Melon, The Indians Bring the H
to Christian Mary for Her BI
1918. Oil on composition board.
23-7/8". Philadelphia Museum
The Alfred Stieglitz Collectic




