PATRICK HENRY BRUCE AND
ARTHUR BURDETT FROST, JR.:
FROM THE HENRI CLASS TO
THE AVANT-GARDE

GAIL LEVIN

Patrick Henry Bruce, born in Virginia, and Arthur Burdeit

Frost, Jr,, born in Pennsyivania, met in Paris in 1906, two

Americans from the Robert Hentl ¢lass in the crucibie of
European and American modernism.

During the decade preceding tha Firat Worid War, many

young American artists journeyed to Paris to learn
firsthand the lessons of the City of Light. Among the most for-
tunaie ones were those wha had first prepared in the classes of
Roberi Henri at the New York School of Art (1902-1908) or at ihe
later Henri School of Art £18098-1913). Henri opened the minds of
his siudents and taught them the importance of individualism:

The world wiit see many fashions of art and mos¢ of {he

world wil follow the fashions and make none

somewhere in their cenires are the ones who bear the
ldea-~are the ones who have questioned “But what do {
think" and how shall | say it best. . .}
Henri's siudenis who went to Paris in these years inciude
Patrick Henry Bruce, Andrew Dasburp, Guy Péne du Bois, Ar
noid Friedman, Arihur Burdeti Frost, Jr., Edward Hopper, Walter
Pach, and Morgan Russeil.

The intricate network of friendships {hat then existed among
both American and European attisis of this generation i3 oniy
just beginning to be undersiood. Surviving unpublished
documents including ieiters and diaries indicate many more ac-
quaintances in an art worid much smalier than that imaginabie
today.

Patrick Henry Bruce and Arihur Burdet: Frost, Jr. tirst met in
Paris in 1906. Bruce, born in Virginia in 1881, had moved to New
York City in order {o study at the New York Schoof of An, initial-
{y with William Merrit! Chase in 1902, and then with Robert
Henri in 1903 {Fig. 1}. Prior to his arrivat in Wew York, Bruce had
studied with the academic sculptor Edward Valentine at the
Richmond Schooi of Art. Frost, who was horn in Phitadeiphia
and six years younger, arrived in New York in 1905 from Convent
Station, New Jersey where he had worked previously under the
instruction of his father, A. B. Frost, the famous ilustraior {Fig.
2%

By tate 1903, Bruce ieft for Paris. He began to comrespond
with Henri in February 1804. At Henri's suggestion, he looked
up James W. Morrice, a Canadian painfer and frigend of his
teacher, then living in Paris, Bruce fost no time in exhibiting,
reporting in his first letier o Henri thai he was then showing
fwo portraits with the memberts of the American Art Association
located at 74, Rue Notre-Dame-des Champs.? Duiring his first
years abroad, he managed to exhibit his work regutarly in the
Paris salons and back home in large group exhibitions inciuding
the Annuat at the National Academy of Design in January 1504,
the Universal Exposition in St Louis in 1904, the Society of
American Artisis in New York in 1905, and at the Pennsyivania
Academy of Fine Arts in 1305, 1906, and 1907.

Bruce's painiings in these years were mostly portraits. Guy
Pene du Bois, who had been the monitor of Henri's ciass during
Bruce's tenure-there in 1902-1903 and wen! {o Paris in 1905, later
recaiied that at that time Bruce was painting “enormous fuii-
tength figures which narrowly but always escaped iooking ke
Whistips's.”# In the spring of 1904, Bruce himseif wrote to Henri
exprassing his despair that the French Salon was fitled with
academics and exempting only the portraits by Whistier and
Sargent from his condemnation.*

Bruce had mentioned in his initiat tetter to Henrt of 1504 that
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from Henri's leiter to him.}®* He also reminisced about how
much he had enjoyed his stay in New York and claimad that he
missed “the fellows,” Hopper apparently being one of them.?
By the summer, he responded in Hensi's fetier describing the
Schooi's final concours and pxpressed the wish that he cauid
have been present to have seen the work, ‘especially Hop-
per's.”” He inquired: “What kind of special schotarship did he
get, and will he continue at the Schoaol another year?"” Hopper
did stay in the Henri class until he teft to tive in Paris in October
1908.

Soon after setfling in Faris, Hopper wrote to his mother:
“Have been {0 see Bruce severai times and was there {o dinner
one evening.”’® Severai weekas later he wrote: “The Bruces have
bean very cordial whenever | calfed and Bruce is very much
maore agraeable than formerly.”® By this time Bruce had married
Helen Kibbey, a fellow student from the New York Schooiof Art
with whom Hopper may also have been previousiy acquainted. '®
Hopper iater credited Bruce with introducing him to the wotk of
the impressionists in Paris, "especiatly Sisfey, Renoir, and
Pissarra.”' Bruce's Porirait of a Child of about 1910 {Fig. 3)
demonstrates his own growing interest in the art of the impres-
sionists and the subsequently fightened paletie. {ts soft colors
are reminiscent of Renotr,

An eatlier teatamenti {0 their friendship s a Seff-Porirait by
Hopper {Fig. 4) with the name “Bruce' painted boldly across the
entire back of the canvas. Evidently Bruce discarded tha canvas
or passed it on {o his classmate when he departed for Europe.**
Bruce was away and missed the jasi visit Hopper paid him
bhefore he refurned to New York in August 1307. This he
tameniad io Henri as he had iooked forward to a repori on Hop-
per's recent reunion with Henri in Hotland where the latter had
heen conducting summer schoel in Haarlem for his Amsrican
studenis.' By the time Hopper returned to Paris {n March 1909,
Bruce had joined Maiisse’s painting class and the cause of
maodernism (Fig. 5. This radical change on Bruce's part pro-
bably prevented the continuation of the camaraderie the two
had known as Henrl students, for there are no further indica
tions of their friendship. Hopper did not share Bruce's {aste for
the avant-garde, and, alihough he admitted that he had heard of
Gertrude Stein. he denjed ever having met her . **

in the fali of 1906, about the sams time Hopper arrived in
Paris, Arthur Burdett Frost, Jr, also settied there. Frost had
spent the previous year studying at the New York School of Art
with bath Wiltiam Merrit Chase and Robert Henri*® En routs {o
Paris with his eniire family and visiting London to tour the
museums and fhe city, Frost wroie to Henri who was teaching
that summer in Spain. He expressed his gratitude to his inspir-
ing teacher:

{ am very much obliged o you for ihe start you gave me

last winter and | wish { could get the benetit of your advice

again. You were the first persaon who suggesied-to my
mind the possibility of doing exaciiy what { wanted to do
right now insisad of waiting unti! § had reached a certain

age and had pained a ceriain recognized proficiency én a

life class . . . The simplest way to say {t would be that § did

not know that { had any ideas unti you told me ! had.'®
in Lendon, Frost had run into Walier Pach, another Henri sfu-
dent and a friend of both Hruce and Hopper. Through Pach,
Frost tearned that Henri would not be coming to Paris that year
and goi Bruce’s address, exclaiming .. .1 am going {0 see him
as soon as { gef fo Paris. | remember the paortrait he painted of
Warren Hedges very well 1 saw it in your studio.”'” Thus began
a very close friendship between Frosi and Bruce which con-
tinued after Frost's return to America in late Decemnber 1914, un-
tit his earty death just befare his thirtieth hirthday in 1917.

Under his father's quidance, Frost enroited in the Académie
Juiian soan after his arrival in Paris. Through Bruce, however, he
met Gertrude and Leo Stein and tha avant-garde. To his father’s
consternation, he dropped out cf the Académie Julian, and,
after & month in ltafy in January 1908, joined Bruce at ihs
Agadémie Matisse. Writing in March, 1908, to his best friend,
the artist Augustus Daggy, the elder Frost complained:

Arthur is now working in a schoot jusi started by Henri
Matisse. He has reached the bottom, he can’{ degrade his
talent any further. His studies are silly and atfectsd and ut-

terly worthless. He wiil come to his senses oo late, I'm
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afraid.’®
Three months fater Frost again protested Matisse's influence
on his son's work and insisted: “No one can see nature as he
paints it . . . Why do they af/ see nature as Matisse sees H? Peo-
ple who foillow their own bent don’t ail see alike.”*® Yei, the
young Frost so admired Matisse that he bought a smal panel
fram him “aboui 10 inches iong ... for 880,00, provoking his
father to exclaim: 7t think a man who would s8ii one of his
pupiis, and a boy at that, such a thing for such a price, is a dirty
mean cuss. ¥ Even Gertrude Siein, in The Aufobiography of
Alice B. Tokias, reported this annoyance wiih Matisse:

A. B. Frost compiained to Pat Bruce who had fed Frost to

Matisse that it was a pity that Arthur couid not see his way

to becoming aconventionai artist and 50 earning fame and

money. You can iead a horse to water bul you cannot

make him drink, s5aid Pat Bruce. Most horses drink, Mr,

Bruea, said A, B. Frost.®
Gertrude Stein referred to Bruce as ‘ong of the early and most
ardent Matisse puplis” who soon "made iitife Matisses,”*? in-
dicating that he fully shared Frost's enthusiasm. Bruce’s surviy-
ing works from his years cf study with Matisse, however,
demonsirate an intense interest in the art of Cézanne. This is
consisient with Matisse’s own admiration of Cézanne whose
work he coilected and freasured. Hans Purrmann, who came 10
Paris from Munich and became one of the student organizers of
the Académie Matisse, described Matisse's collection in his
memoirs: “Besides the Renoir and Cézanne painiings, the din-
ing room was hung ali around with watercolors by Cézanng.™#
Matisse extolled the virfjues of Cezanne io his studenis {as
Sarah Stein recorded in 1908} during the early days at the
Académie: “Cdzanne used blus to maka his yeliow teil, but he
used it with the discrimination, as he did in ai? othar cases, that
nc ona else has shown.'?* Fraosi also shared Bruce’s &n-
thusiasm for Cézanne and as late as 1913 wrote: “There has
been cne colassat painter in our epach, Cézanne. Renpir is aisa
ail right. { wiil do like Céazanne the rest of my life, study nature
long and intently and see more and maore clearly, *#¢

Bruce's paintings of about 1910-1911 are especially close ta
Cézanne. He concentrated an stifl lifes and jandscapes, forego-
ing his eartier preoccupation with portraits. As in certain of
Céranne's paintings, Bruce began to produce siilt lifas where
fhe piciure seems unfinished due io a marvelousiy toose ap-
plication of paint set against empty areas {Fig. 8). in such in-
stances Bruce began fo aliow the physical objects fo merge
with color paiches much 8s Cézanne had in his work after 1900.
The resuit in Bruce's paintings as in Cézanne’s is the disintegra-
tion of the object which points logicaHy toward total abstrac-
tion. This is indeed the path that Bruce was to take, bui not
without the impetus of atiff other important influences. Bruce’s
bauquet of flowers in a‘green jar of about 1911 is cleariy related
to works by Cézanne of the 1890s (Fig. 7% One finds the free
brushwork and fuidity of paint characteristic of Cézanne as
wall as the merger n{ object and ground. Bruce grasped from
Cézanne that he could create form through the modulation of
cator. .

Bruce aiso fearned useful lessons directly from Matisse, He
produced the more complex S## Lifte with Tapestry around
1911-1912, where he fried to merge more fuily the obiects and
tapestry ground, achieving a faitened, more asfract composi-
tion (Fig. B). The use of such a decorative patterned background
for a stiii {ife recalis Matisse’s own work of 1811 and earlier.?
Bruce, however, has ventured beyond his feacher toward totat
apstraction in his desire’to blend the objects and ground which
remain separate in Matisse. The resufting shallow spatial depth
was undoubfedly intentional on Bruce's pari, for he worked
“from nature” as Matisse instructed. In fact, the objecis he
painted were those in his own envircnment as a photograph of
his apartment in Paris demonstrates {Fig. 9. By employing
many smali areas of vivid color on both cobjects and ground,
Bruce has achieved a common denominaior which energizes
the antire composition. His paint surface here i5 uniformly
thick, indicating the direction that his next painiings wouid
take.

By early spring of 1812, bath Bruce and Frost had become ac-
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the topic of the moment had become Picasso and Cubism. ina
letfer to his mother in November 1912, Frost commented: _

Last night t went to Mr. and Miss Siein’s. Talked some with

Leo Siein and Pat {Brucei about Guhisme .. . You wanted

to know if the cubists intend that the subject be abscure

in thetr pictures. | tell you frankly | do not know!{ The

cubists are catied so in bulk, but they don’t ali paint in

cubes, nor is there any one thing by which one can ciass
them as a crowd unless it be obscurity of the subject,
however cne can paint a collection of lines withoui sug-
gesting some object or objects to the mind of the person
who sees the picture.”®
Having comprehended the passibility of painting abstractly,
Frost went an to recognize the work of Robert Delaunay. He in-
formed his mother that Deiaunay was fhe focus of Leo Siein's
current interest and indicated his own enthusiasm for the
French painter in December 1912 “We are aif interested in
Detaunay. He seems to be the strong man who has come out of
cubisme as Matisse was the strong man who came out of the
Fauves.”** Frost also defended Cubism as deserving further
study on his part, insiating “more is io be learned about it than |
know. | do not see why it should not tead to great things and has
mote chance of doing that than any schooi of painting | can see
at present.”® Frost began to spend incrensing amounts of time
with the Defaunays inciuding weekends in the country at Louve-
ciennes and evenings at the Bal Buillier, a Paris dance hall in
Montparnasse. By Juna 1913, in a letter to his mother, Frost ex-
claimed: “Detaunay . . . has discoverad painiing.”*

At this time, under the inftuenca of the Defaunays, both Frost
and Bruce experimented with their first pure abstractions. Un-
fertunately, pholographs are al that remain of these works to-
day.** {dentified by 1913 as adherents of Delaunay’s école or-
phique, Bruce and Frost disliked their rivais, Morgan Russeif
and Stanton Macdonald-Wrighi, fellow expairiates who faunch-
ed Synchromism that year.”* in March 1913, Bruce dermon-
sirated his loyaity to Delaunay by insisting that his own works
be removed from the Armory Show in New York, foliowing
Defaunay's attemnpted withdrawal to protest the organizers’
refusal to hang his monumentai canvas City of Paris,

Bruce was one of only four Americans included with the

Delaunays in the First German Autumn Salen in Beriin in the fall
of 1913. He exhibited [ apdscape {Fig. 10y which, {ram the surviv-
ing phoiograph, appears to have been closely related fo
Delaunay’s seriss of Windows of 1912, Bruce's Landscape
refers to a city view seen through a window, but his Composi-
tion (Fig. 11} exhibited in Paris in the Salon 4" Aatomne in 1913
appears to have been totally abstract. The two Compositions he
exhibited were singled out for praise by French critic Guiflaume
Apoifinaire, a singutar honor for a young Amarican painter in
Paris.** At the Salon des fndépendants of 1914, Bruce axhibited
a large canvas Movemen{, Color, Spaca: Simuftaneous {Fig, 12)
which obviously owed io the influence of Detaunay, Beyond the
circutar Delaunay-tike forms, Apaliinaire referred to “the color
ful domain of realistic abstraction” of this painting.*

Frost's abstract paintings of this perind aiso appear to have
been quite ciose 1o Detaunay. His Suns {Fig, 13), reproduced in
Mentjolef in March 1914, contained fioating round discs
reminiscent of the Delaunays’ work. One would guess that the
colors would have been at !east as prismatic as in his less
abstract palnting which soon foliowed, Just previous to paint-
ing pure ahstractions, Frost had produced work in the Impres-
sionist mannser. Two surviving works include an alry Landscape
wifft a House in a fiuid style inspired by Renolr {Fig. 14) and a
Pariraif of A, B. Frost at work at an easel (Fig. 15). On October
22,1914, Frost sent his parents adrawing which he identified as
a study for his oif painting Harfequin of 1814 {Fig. 16). This smail
canvas represents one of Fros{'s early atiempis at using
Delaunay’s simultaneous colors with his own kind of figurative
composition rather than the more abstract designs favored by
Delaunay. He had written o his father that summer from Beile-
ile in Britiany where he was than fiving with the Bruces:

i have ai last got something in painting . . . Pure Rencir as

to canvention. 1t is not composed in relation to the carré of

the canvas as my Simuitang things were. it Iooks like “'ia

'vie moderne,'* autos grands houfevards, light, etc.*

In a letiar to his friend, Daggy, of Sepiember 6, 1974, Froat's
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father again protested the direction Arthur was faking in his
painting and noted: .

{ learned lately what an “Orphist” was, or is, for | believe

Bruce is the only “Orphis!,” a friend {old us what he does,

it is like this [skeich resembling Bruce's Compositions

drawn here {Fig. 17} patches of crude color getfing

smaller toward the center, no “form’” whatever and gen-

erally straight lines, no curves . . .17
Cailing Bruce a “damned, setfish, silly ass” who “goes on piay-
ing with this sort of truck while his wife works {o suppori him,”
A.H. Frost exciaired to Daggy that he had an old paieite in his
studio “that was a more perfact ‘harmony’ than thaese fools
could paintin a thousand years.”

The Frost family returned to America in the spripg of 1914,
Only Arthur chose to remain in France, hut he too refurned In
December 1914, In early 1915, he seitled down in a New York
studio an East Fourteenth Street. He met James Daugherty, an
arlist and neighbor, and taught him what he described as the
color principies of boih Matisse and Deiaunay.

In Novamber 1816, Bruce, still in France, showed a group of
stHi lifes and other painfings at the Montross Gallery on Fifth
Avenue in New York, A critic, Charles Caffin, who reviewed the
show, wrate; :

For my own part t feel the expression o be quite extraor-

dinarily big and just as surprisingiy abstract. The objects

are there; | can identify them; but in the {otal impression
they dissoive into the magnitude of the expression ., .. My
spontaneous reaction to an expression, ampler and more
stgnificantly abstract, than f cap semember to have hither-

to experianced in a stiff iife.’s

Not tang after the Montross exhibiiion, Bruce shipped six
Compositions to Frost in New York (e.g., Fig. 18 Daugherty
recalted that these paintings made a tremendous impression on
both Frast and himseif. Evidenily, Frosi had finished a third of
his “bali room picture” when the paintings arrived, He com-
pietely repainted his own canvas {n order to uiilize Bruce's
technigue of biack-andwhite elemenis to enforce color
planes.**

Bruce’s Compositions ware first exhibited in New York at the
Modern Gallery in March 1817, One was shown again in Aprii at
the first annual exhibition of the Society of independent Artists
when Frosi exhibited his own Colored Forms of 1317, his ““bail
room picture” {Fig. 19}, Bruce was alsc inspired in his Composi
fions, according to Katheripe Dreier {wha purchased five of
them and Frost's painting), by a “fancy-dress bail.”™** {Both
Bruce and Frost had been influenced by Sonia Delaunay's
earlier abstraci paintings of 1913 of the Bal Butiier in Paris.}
From Octoher 17-November 9, 1917, Bruce and Frost had work
inctuded in a group show at the Penguin Club at B East 15th
Street in New York. Brucs exhibited an earlier 5tif Life and
Frost a painting calied Manneguins,

By 1917, both Bruce in Paris and Frosi in New York had
secured a place among the avant-garde, No tonger satellites in
the Delaunays’ orbit, they were stars in their own right. in New
York, Frost, often in the company of the avant-garde poet and
critic Arthur Cravan, ted alife of dissipation which on December
7, 1817, proved to be fatal.

Frost was eulogized by Waiter Pach in Seribner’s magazine in
May 1918

The results were evident by 1913 when we find young

Frast as one of a group of painters—Defaunay was prob-

abiy the maost preminent of them-—who had their own

word to say. They were alt men who had the scientific-
aesthetic research of recent years well in hand, they had
passed the groping state in getting a balance batween
realistic and abstract form, and their pictures of aero-
planes, ciouds, the sun and other heavenly bodies were
part of the movernent of creative art far which our time wiil
be remembered.* :

Bruce too was moved to write down his thoughts at Frost's

death. He wroie to Arthur’'s parents:;

Months and months ws lived togsther in the greatest,

cioseat intimacy and sympathy--painting, reading, waik-

ing, swimming, talking, eating fogether, my wife cooking

M, - T I PSR T TR SRR S

s0n ag he and § had, ... He and | had locked forward to a

long life together. | have lost my life’s companion and

friend.**
Bruce went on to paint a major series of absiracied, often
sparse still lifes with a very strong architecionic sense of spaca.
Yet, 28 he became increasingly isoiated and discouraged in
Paris, he suffered from poor health and depression. He ex-
hibited occasionally in the Paris salons, but was all but fargot-
ten In America. He Fnally returned in 1936 and committed
suicide the same year. Bruce remained an outsider, never {ind-
ing for himself acceptance and a comfortabie niche as had his
ciassmaie Edward Hopper. His work was, however, destined to
be rediscovered. The upcoming retrospective should at fast
secure for Bruce adesarved place in American ari history,

_Fwish to thank Mr. and Mrs, Henty Reed who have graciausly mada theds cotiae-
tion avaifahie {0 me for study. Memy Heed has aiso generously shared with mo his
insighis and enthusiasm for this material,

1. Aobert Henst io Morgan Russell, May 2, 1910, guoted in Gail Levin, Syn-
chromism and American Color Absiraction 1970-1825, Geotge Braziller, Now York,
1570, p. 16.

2. Patrick Henry Brucs to Rohest Henrd, unpubiished istiar of Febrsary 4, 1804,
Coligehion American Literatuss, Beinecke Hare Boox Libragy, Yaie Ursversity
[hereafter as Yale].

3. Guy Féne du Bois, Arfists Say the SHies? Things, Dusll, Sioan and Pearce, Mew
Y¥ork, 1940, pp. 110- 111, A% this time, Guy Péne duy Bols was & friend of both Bruce
and Edwarg Mopper,

4, Patrigk Matry Bruce (0 Fobert denri, unpublished istter of May J, 1814, Yade.

5. Bruce, February 4, 1904,

6. ikid.

7. Patrick Henry Bruge 10 Robert Henrd, unpublished letter of Juiy 5, 1903, Yale.

8, Edward Hopper 1o his mother (Blizabeth Griffiths Smith Hopped, unpuklished
tetrer of Novembnr &, 1908, private sollection, copy al Whitney Museum af
Amgncan A, Hopper fegitives Therfter WMAAL

9. Edward Hopper {0 bis mothar, ungublizhed istter of December 26, 1906, WAAA.
10, Bruce regturned briefly 1o the United States for his wedding in Augusi 1905
which was his last visil untd 1836 shorlly belore his sulside.

11, atirad H. Barr, Jr, Edward Hoppes Refrospective Exhibition, The Museum oi
Modarn Art, New York, 1933, p. 10, -

12, An xray 0f this painling reveaied andther portrait underniath Hoppér's seif
vartrait, This cenvas was evidenily ieft undinished by Sruce when he [eit 1oy Pans.
Hopper then turned Bruce's frontal porbrait upside down o paint his seii-postrait
in profile. | am very graiaiul 1o Proléssor Lawreaon J. Majewski of e instituie of
Fine Arig for his xray and analysia of this painting.

13, Pairiok Henry Brucs to Robert Heazt, unpublished tetter of August 1307, Yase.
14, Briag (' Dokerty, Amarivan Masters: Tha Voice and the Myth, Random House,
Mew York, p, 18,

15, Henry g! Reed, Fhe A 8. Frosf Book, Charies E. Tuttle Company, 1867, p, 102,
16, Ar;l’tur Burdatt Frosi, Jr. 1o Achert Menri, unpublishad letier ol Sepiernoar 24,
1906, Yate.

17, ibid. Hensi had nrranged for this painting to e exhibitad in 124 a1 the Na-
tiongd Academy of Design in New Yorw and ien in 5t Louis in the Universnt Ex-
posaiijon.

18. Quoted in Aeed, The A 8. Frosi Book, p. 115,

19. ibid.

20. thid.

21, Gerirude Siein, The Awiobiography of Alice B. Tokias, in Seiecied Writings of
Gerirvde §tein, Random House, Inc., Naw Yok, 1972, p. 107,

22, ipid., pp. 107-108,

23, Adired M. Bary, J¢,, Matisse Hig Arfand Hig Public, The Mussum of Madarn A,
Naw York, 1051, p. 145,

24. ihio', p. 552, Appendix A.

26, Arthyr Burdets Frosd, Jr. Lo hig mother, unpublished ieiter of July 26, 1913, Col-
{ection M. and Mrs, Henry M. Reed, )

26. Ses, for exampie, Céeanne’'s Bouquet of Faonies in a Greea Jar, ©, 1898 (Van.
et 748,

F4. Bes, {or examiple, Matisse's SHH Life with Aubergines, summe: 1911, Museam
of Modern An, New York,

28, Arthur Burgsts Frost, Jr. ta Ris mother, unpublished letler of November 24,
1512, Collection My, and Mrs. dangy M. Fieed.

28, Artnur Burdett Frost, 3v. to his mother, unpubtished fetier of Secemhber 1912,
Colirpiion Mr, and Mrs. Henry M. Rasd.

30, id.

J1. Arthur Burdeit Frost, Jr, to his mothar, June 20, 1913, Cefiacilon Mr. and Mrs,
Hanry M. Beeq. .

32, Very litile of Frost'y work survives. it is possibla that afier his son's sudden
death in 1817, (ke aaguished A B. Frost destioyed most of what remalingd, Heg un-
doubtediy feli that modamiam was his son’s yndoing. Bruce evidertfy destroyed
much &f his owh work dusing patiods of depression.

32 James Hensy Davgherty, uapublizhed rmemoir of Arthur Besedatt Froat, Jr, nd.,
Coligstion Mr. snd Mrg, Henry M, Reo:.

34. Guilfaume Apoilinaire, in Largnsigeant, Novamber 18, 1013; Apollinaire on
Ari: Estays and Reviews 1802-1918, Leray C. Breynig, ed,, Viking Preas, Rew York,
18972, p. 329, :

35, ibid., p. 366,

38, Artbar Burdeli Frost, Jr. o his tather, August 1, 1914, unpubishei tetter, Col-
lection Mr. and Mre. Henry M. Reed.

37. AB. Frost te Augustus Dagoy, unpuhlished latter o Septomber 6, 1914, Coil-
fection Ms. and Mrs, Henry M. Regd,

34, Ghardes Cefiin, “Significast StilkLides by Bruce,” New York American,
Novembes 27, 1916, p. 6.

34, Daygherty memir,

40, Kathesine S. Dreier, Western Arf asd the New Era, Brentano's, Mew York, 1833,

p. 95
41, Waiter Pach, "Seme Reflections an Modern Art Suggestod by the Gareer of Ac
thur B. Frasi, Jr..” Seribaer'a, LX#, May 1918, p. 630.

W e e MR -



