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AND THE TWENTSES
One of the most trenchant imagers of 
was the American painter Guy Pene cl 

(1884-1958); whose distinctive work 
some of the decade’s most sign ificant J 
symbols. 1 he artist pictured subjects e 

of the era: the sophisticated urbanite, 
and the American abroad in fashionab 
tings—cafes, theatres, and art galleries 
sentations are enriched by an internat 
perspective. American-horn, he was de 

in his French family background. Yet 
thoroughly grounded in his native coi 
Throughout the nearly six years he res 
France as an expatriate, he steadfastly 
his faith in the American art world, w 
paintings were sold by his New York c 
Aanerican patrons. His dual frame of 

permitted him an unusual vantage on 
Americans at home and abroad.

Spurred by postwar prosperity ar 
freedom afforded by the automobile, I 
tween the end of World War I in 19 H 
beginning of the Depression in 1929 

as Frederick Lewis Allen n oted in 191 
lution in manners and morals. 1 The 
were characterized hy intriguing socia 
cal changes that resulted in fascinatir 

Women received the right to vote in . 
same year that Prohibition became nJ 
While politicians promoted isolation!

25. Woman on Sofa (Gretchen), 1927 
oil on panel, 20 l/e x 25 in.
The Brooklyn Museum
Gift of the Chester Dale Estate
Photograph courtesy The Brooklyn Museum
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tionalism predominated in intellectual circles, and 
Americans flocked to France. In the visual arts, 
Americans explored a range of stylistic options as 
wide as the political and social ones. Many mem
bers of the earlier generation of The Eight con

tinued to be active, as were those participants in 
the first wave of the avant-garde, several of whom 
evolved into Precisionists. A widespread renewal 

in more representational modes found its fullest 
expression in Regionalism. Although Guy Pene 
du Bois was intellectually supportive of new art 
movements, as a critic and a painter, his personal 
sympathies steadfastly remained aligned with the 
“art for life’s sake”2 realism of his early teacher 
Robert Henri. Pene du Bois' most eloquent and 
insightfid criticism was written in support of 
those artists whose work grew out of the romantic 
urban realism of the turn of the century, rather 
than the avant-garde. If no single American style 
existed, certain icons, such as the American girl 
abroad, were widely recognized. Despite their di
vergent styles and images, many of these artists 
shared a deep belief in the viability of American 
art, and a sense that a personal identity derived 
from being grounded within a national one. Even 
when abroad, whether as temporary visitors or 
long-term expatriates, the sensibility that they 
were American artists remained strong.

The painting of Guy Pene du Bois came to 

maturity during the twenties. As an independent, 
he never associated himself with a specific school 
or movement; but scholars today, broadly speak

ing, consider him a social realist. His characteris-

CDV PENE DD ECIS 
AND TEE TWENTIES

One of the most trenchant imagers of the 1920s 
was the American painter Guy Pene du Bois 
(1884-1958),'whose distinctive work exemplifies 
some of the decade’s most significant cultural 
symbols. The artist pictured subjects emblematic 
of the era: the sophisticated urbanite, tbe flapper, 
and the American abroad in fashionable set
tings—cafes, theatres, and art galleries. His repre
sentations are enriched by an international 
perspective. American-born, he was deeply rooted 
in his French family background. Yet he remained 
thoroughly grounded in his native country. 
Throughout the nearly six years he resided in 
France as an expatriate, he steadfastly maintained 
his faith in the American art world, where his 
paintings were sold by his New York dealer to 
American patrons. His dual frame of reference 
permitted him an unusual vantage on his fellow 

Americans at home and abroad.
Spurred by postwar prosperity and the new 

freedom afforded by the automobile, the era be
tween the end of World War I in 1918 and the 
beginning of the Depression in 1929 produced, 

as Frederick Lewis Allen noted in 1931, a “revo
lution in manners and morals."1 The twenties 
were characterized by intriguing social and politi

cal changes that resulted in fascinating contrasts. 
Women received the right to vote in 1920, the 
same year that Prohibition became national law. 

While politicians promoted isolationism, interna-
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Jise, was published in 1920—were another ana
logue to the art of Guy Pene du Bois. For a short 
time, he was the painter's neighbor in Westport, 
Connecticut, as was Van Wych Brooks, who char
acterized the author as “the typical writer of the 
twenties. ”6 Throughout the next decade, 
Fitzgerald and Pene du Bois analyzed the behav
ior and attitudes of Americans at home and in 
France. Their precise satire both amuses and dis

comfits, as they carefully delineated American 
society to create a sharply accurate picture of the 
era. Since Pene du Bois never had the money of 

Fitzgerald and his friends, his images are more 
those of an observer than those of a full partici
pant. But his many years as a music reviewer and 
an art critic gave him ample opportunity to study 
his subjects in their characteristic habitats. One 
of his paintings, Gretchen or Wbman on Sofa, 
1927 (Cat. No. 25), though painted in France, 
may have been inspired by a Fitzgerald short 
story, in which one of the main characters, 
Gretchen Halsey, was described as “a bright-col

ored, Titian-haired girl, vivid as a French rag 
doll."7 Much of the tale’s significant action takes 
place on a sofa, and Pene du Bois' image evokes 

the author’s prose.
Tire two decades prior to the twenties were 

full ones for the artist, conducted at a pace that 
meant erratic time in his studio. He had begun 
art classes in 1899, studying first un der William 
Merritt Chase, th en with Robert Henri. After 
further training in Paris, he returned to America, 

where economic necessity led him to embark on a 

career as a reporter in 1906. Following in his 
father s professional footsteps, he published his 
first pieces of art criticism in 1908. His marriage 

in 1911 to Florence She rman Duncan, who had 
three children from a previous marriage, added 
new financial responsibilities, which increased 
with the births of their daughter Yvonne in 1913 
and son William in 1916. Not until 1918, at the 
age of thirty-four, did he have a one-man exhibi

tion—at the Whitney Studio Club (his first group 
showing had occurred in 1905 at the Paris Sa
lon). For Pene du Bois, the twenties are chrono
logically divided into two sections—the four years 
he spent in Westport, with frequent commutes to 

New York City, and the nearly six years he spent 

in France.

tic themes were inspired by the human figure set 
in situations the artist had seen in life and recre
ated from memory. He was fascinated by socia 
interactions and class roles, but issues of social 
protest or attempts to effect political change did 
not interest him. Drawing on the tradition of 
caricature and commentary found in the work of 
his French predecessors Honore Daumier (1808- 
1879) and Jean Louis Forain (1852-1931), his 

social commentary took a sharp view of contem

porary society. His titles, such as The Social Regis
ter, 1919 (private collection), tend to be ironically 

humorous rather than bitingly sarcastic.
With New York as its center, twenties 

America emerged an urban nation. During 
these years, 7 Ac Smart Set and Vanity Fair, 
among other journals, catered to a sophisti
cated Manhattan readership. But the contents 
of The New Yorker, which first appeared on 21 
February 1925, most closely parallel the 

painted themes of Guy Pene du Bois. Its so
phisticated and witty columns— The Talk of 
the Town” or “Tables for Two —reflected the 
major interests of its affluent readers by con
centrating on night life, restaurants, sports, 
theatre, and opera. A “Letter from Paris,” an 
important feature made famous by Janet 
Flanner, signaled the international, Franco
phile perspective of its readership.

During the 1920s, however, all cafe society 

interactions were colored by the widely available, 
but legally proscribed, liquor.3 The Eighteenth 

Amendment, which ereated Prohibition, hecame 
law with tbe passage of the Volstead Act in 1920 
and remained in effect until its repeal in 1933. 
Enforcement, however, concentrated on produc
tion and distribution rather than on consump
tion. Consequently, in larger cities like New York, 
the law was openly flouted as nightclubs, speak
easies, and bootleggers flourished. Catering to the 
well-off uptown crowd, many of these establish

ments were luxurious and provided the atmo
sphere of an exclusive club for their clandestine 
drinkers, whose defiantly heavy drinking became 
known as “the respectable crime.”4 Recalling the 

twenties, Janet Flanner characterized the time as 
“that extraordinary alcoholic era.”5

Like The New Yorker, the writings of F. Scott 
Fitzgerald—whose first novel, This Side of Para-



?L

12. The Beach, 1924 
oil on 
Sheldt

i panel, triptych, each panel 20 x 15 in.
Ion Memorial Art Gallery, University of Nebraska-Lincoln 

F. M. Hall Collection
Photograph courtesy Sheldon Memorial Art Gallery
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Between 1920 and 1924, Guy Pane du Bois 

resided in Westport, a pretty village about bitty 
miles from New York in southwestern Connecti
cut. Connected by commuter train, the town had 
become, according to Van Wyck Brooks who a so 
moved there in 1920, "an outpost of New York, 
the setting for "exurbanites,”9 those displaced city 
dwellers "who lived heyond the suburbs but who 

remained urbanites at heart/’10 The town at
tracted a group of New York writers and artists 
"who cared more for the state of their minds than 
the state of their fortunes.’’11 The small intellec
tual community that gathered there had a distinc
tive character: neither a serious Barbizon, nor 
an "arty Provincetown, ’ Westport had an appeal

ing and comfortable "grace, friendliness, gaiety 
and tolerance.’’12 Residents and regular visitors 

during this period included writers F. Scott Fitz
gerald (newly married to Zelda Sayre), Van Wyck 
Brooks, Paul Rosenfeld, Sherwood Anderson, and 

Hendrik Willem Van Loon, and artists Everett 

Shinn and Charles and Maurice Prendergast.
The cost of living may have been economi

cal, but the town did not turn out to be the quiet 
haven for work the artist had anticipated:

In this prohibition period the summers at Westport, 
Connecticut, exceeded the riotousness of New York. 
There gin and orange juice ruled the days and n ights. 

Talk was an extravaganza. Work was an effort made 
between parties.13

So identified was the town with flouting 
prohibition, that when his 1924 portrait of 
Marion Levy, who ran the local Compo Inn, was 
exhibited in New York, it was nicknamed “The 
Bootlegger’s Wife.”14 Pene du Bois found life in 
Westport bacchanalian, 18 and he characterized 
its intellectually and professionally eminent resi
dents as unbridled children”16 when they as
sembled for parties.

Although his house 1 

many convivial temptations p>

11). Indeed, Guy Pene du Bois painted very little 
in Connecticut. A notable exception, and one of 
his major works, is the triptych titled The Beach, 

1924 (Cat. No. 12) which records a gathering of his 
friends on Compo Beach, Westport. Perhaps signify
ing his position as an economic outsider within this 
community, the artist is shown clothed in a suit, 

ither than a bathing costume.
In 1924, he decided to leave the United 

States with his family; in December they sold their 
house in Westport and “escaped to France.”18 With 
the money realized from the sale of their home and 
anticipated fees from occasional articles, Guy 
Pene du Bois hoped he could afford a year 
abroad. With uninterrupted time in his studio, his 

aim was clear: “I could become a paintei

EEAWCE; EOEE
AS AN EX ED AT 020 AIT IE
Since the late nineteenth century, many Ameri

can artists had felt that a sojourn in Paris was 
essential for their artistic development. During 
the twenties, however, a particularly ambitious 

and vital colony of expatriate writers and painters 
resided there. Although Americans had long lived 
abroad, "expatriate," as Van Wyck Brooks observed, 

assumed new mea ning in the 1920s: "No Furopean 
could understand this constant American talk of 
roots, or why it was that expatriates discussed expa
triation—a word that scarcely existed in any other 
country. 19 Despite the pleasures of foreign life, long 
residence abroad often intensified a personal sensi

bility of national roots. Although many Americans 
might agree with Lorelei Lee, the protagonist in 

Anita Loos 1925 novel Gentlemen Prefer Blondes, 
that Paris is devine. . . . Because the French are 
devine, regular encounters with fellow country

men were actually more common: *T always think 
that the most delightful thing about traveling is 
to always he running into Americans and to al
ways feel at home.”21

Remembering the distractions of Westport 
and finding Paris too expensive, the Pene du Bois 
family settled in Games, a village in the 

jvreuse Valley near Dampierre, about thirty 
rom the capital. Reasonable rent (eighty 

irs a year), steady sales through Kraushaar, 
?ful economizing, enabled them to remain

had a good studio, the 

—c--------- - proved irresistible to
the gregarious artist. He found it necessary to 

retreat to the relative solitude of his New York 
studio in the Colonnade Building, where he ex
ecuted Studio on Lafayette Street, 1923 (Cat. No.
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11. Studio on Lafayette Street, 1923 
oil on panel, 19Vi x 24Va in.
Bayly Art M useum of tke Univers ity of Virginia 
Photograph by Edwin S. Roseberry
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Tke young woman he describes could 

a subject in a P6ne du Bois canvas:

pher Columbus.

The Pene du Bois family remained in 

Games until m id-October 1929, when they

I- 1 ted in the
incl their skin tight (rocky of the

leg*

lade peri-

A girl came in the cafe and sat by herself at . 
near the window. She was very pretty with a f • ,
as a newly minted coin if they minted coin ■ th 
flesh with rain-freshened shin, and her it •• .
as a crow's wing and cut sharply and dia,.. . ?.:roes 

her cheek.-3

The artist was particularly fascinate.' ’ the 

subject of his countrymen and women abroad, 

especially the many young American . n he 
saw all over Paris. Easily identified, he printed 
several canvasses picturing them in pub!: ■ .rial 
contexts, including, Girls, Montparnasse. I 
(Cat. No. 24) and Girl at Montparnasse, i ■ > >7 
(Cat. No. 23).® Once again, the artist echoes 

literary works. Describing similar young women 

in Tender Is the Night, F. Scott Fitzgerald noted 
their "immaculacy and their money' as they 

"pourfed] through the station onto the platforms 
with frank new faces, intelligent, considerate, 

thoughtless, thought-for.”30 Americans in Paris, 
1927 (Cat. No. 22), one of his most emblematic 
canvasses, serves as an icon of the period. Four 

nearly identical young women “swoop down on 
their prey/’5’ striding briskly on their way to shop 

or sight see:

They are crossing a bridge, their handbags clasped as 
only Americans clasp their wealth, since only Ameri
cans thus carry it about, their heads encasi 
tightest of head gear ai 
shortest, showing an expanse of handsome

While living at Games, the artist m< 
odic visits to America, traveled throughout 

France,and on occasion, visited other European 

countries. In June 1926, he participated in the 
unveiling of Gertrude Vanderbilt Whitney’s 

monument at Saint-Nazaire. J hat summer, the 
family vacationed at the coast, where he was in

spired to paint nearby beach and racetrack scenes, 
including Beach, Deauville, 1926 (collection un
known) and Racetrack, Deauville, 1927 (M useum 

of Art, Carnegie Institute). Occasional commis

sions permitted travel outside France. A trip to 
Italy resulted in a major painting, Studio Window, 

Anticoli, 1928 (Cat. No. 32). In April 1929, he 
traveled to Huelva, on the Spanish coast, for tke 
dedication of Whitney s monument to Christo-

It was a pleasant cafe, warm and clean and friendly, 
and I hung up my old waterproof on the coat rack to 
dry and put my worn and weathered felt hat on the 
rack above the bench and ordered a cafe au lait. The 
walter brought it and I took out a notebook from the 
pocket of the coat and a pencil and started to write.27

H

>r nearly six years-This period proved 

be the most productive of his career, he later 

ieJ: It was in Games that I learned to 

■ ”22 Working steadily, he create pain mgs

piled from memory and experience. Only o«a 
sionally did he paint a landscape, a st JI life, or 

frOmAltkih he favored pictures of international 

twenties types, identihably French themes become 

increasingly frequent during his expatriate years. 
Scenes inspired by the area near their kouse ap

pear in kis work, including Pont du four, 1926 

(Cat. No. 19), which skows a man and a woman 
standing near a local viaduct. Tke urban mil.eu of 

Paris, however, interested him primarily, and he 
made frequent visits to the French capital where 
he occasionally went to gatherings attended by 
French artists; Bal des Quatres Arts, 1929 (Cat. 

No. 34) records a famous annual Parisian art 
event. Like the majority of other Americans 
abroad, however, he had contact mostly with other 

Americans.
Parisian cafes, including La Coupole, Le 

Select, La Rotonde, Les Deux Magots, and the 
Closerie des Lilas, were the social and intellectual 
centers of expatriate life.24 Although some of 

them had been founded earlier, their popularity, as 
evidenced in Paris Cafe, 1926 (Cat. No. 18), led 
several to expand during the twenties. One, the 
Cafe du Dome on the Boulevard du Mont
parnasse at the comer of the B oulevard Raspail, 
was widely recognized as "the Anglo-American 
cafe.”25 Opened in 1898, it was popular through
out the 1920s with the many artists and writers 
who lived and worked in this part of the city.26 

Ernest Hemingway, a frequent patron at the 
Dome, described the cafe in A Moveable Feast, the 
autobiographical memoir of his years in Paris 
between 1921 and 1926:

III I I
I I
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34. Bal des Quatres Arts, 1929
oil on canvas, 28% x 36!6 in.
The David and Allred Smart Museum ol Art, The University of Chicago 
Gift of William Benton
Photograph courtesy The David and Alfred Smart Museum
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red-walled gallery, where the gallery owner waits to 
intercept him. Such luxurious environments, 
which reflected the general health of the art mar

ket in the postwar economy, were designed ex
pressly for “the captivation of tycoons,”39 who 
sought to he as successful as collectors as they 

were in business.
Despite his generally cynical view of dealers 

and galleries—Little Redon/The Art Dealer, 1925 
(collection unknown), for example, presents the 
avaricious pretentiousness he ascribed to many in 
the business—Guy Pene du Bois owed his per- 
sonal economic success during this period to John 
Francis Kraushaar. The dealer had given the artist 
li is first one-man exhibition in 1922, and he 
continued to show his worts regularly throughout 
the next twenty-five years. The artist’s warm rela
tionship with this well-respected dealer is docu
mented in Portrait of John Kraushaar, 1927 (Cat. 
No. 29).39 The painter’s feelings are apparent in 
an a ffectionately inscribed work, The Opera 
Singer, 1927 (Cat. No. 26), which he gave to 

Kraushaar’s daughter Antoinette.

RESTAURANTS AND
GTHER AMUSEMENTS
lhe rituals and conventions of dining out had 

long fascinated the artist. Many of his earliest 
works, including Caseade Restaurant, Bois du 
Boulogne, 190o (collection unknown) and Waiter!, 

1910 (collection unknown), picture restaurant 
patrons. Unlike John Sloan, who depicted the 
separatist masculine atmosphere found in 
McSorley s Bar, 1912 (Detroit Institute of Arts), 

is was interested in couples. In par- 

was intrigued by the lack of interper- 
iscourse between the couples he saw, many 

comprised an older man and a younger

moved to Nice in the south of France,Several 

works, including a watercolor Avenue dela _ , 

Victoire, Nice, W29 (Cat. No. 33), res, 

his stay here.33

Pene du Boh 

ticular, he 
sonal di: 
of whom 

woman.
Restaurant scenes, of course, had been favor

ite themes of Edgar Degas, Edouard Manet, and 

Pierre Auguste Renoir, all of whom Pene du Bois 
admired. Members of The Eight had also enjoyed 

painting such scenes; one recalls the relaxed el

egance of William Glackens’ Chez Mouquin, 190o 
(Art Institute of Chicago) or John Sloan’s lively 

Renganeschi's Saturday Night, 1912 (Art Insti
tute of Chicago).40 Closer to Pene du Bois in 
mood is the lonely tension evident in his friend

MAJOR themes
Throughout the twenties, both in America and in 

France, several characteristic themes absorbed 
Guy Pene du Bois—the art world, cafes and res
taurants, theatres and other amusements, flap
pers, and relationships between men and women. 
This last theme had long preoccupied Pene du 
Bois; he recalled that he had "started the series of 
little pictures of men and women in full dress 
which first drew attention to my paintings’’34 dur

ing his days as a music and opera critic. Fasci
nated by the nature of social discourse as 
conveyed through body language, lie found such 

environments ideal. In public places he could 
unobtrusively study his subjects playing their so
cial roles on privileged stage sets. The roles and 
interchanges he observed were as contrived and 

carefully constructed as in any scripted produc

tion.

THE ART WORLD: 
GALLERIES, DEALERS, 
AND RATRONS
As a critic and artist, Guy Pene du Bois had 
ample opportunities to study galleries, dealers, 
and patrons. Set in the interior of a gallery. The 

Art Lovers, 1922 (private collection) records two 
men conversing. One of these hard-boiled gentle
men, the balding "old rounder”35 in a “bulging 
dress shirt,”36 was the artist's most characteristic 
male type. Pene du Bois took an equally sharp 

view of the painting s owner, the efficiency expert 
Charles E. Bedaux, by observing that he

is generally as accurate and as ruthless as the figures in 
which he deals. He shares with all mathematicians the 
love of clarity, the proof which, rid of all human 
foibles is positive. Life can he very simple when 
sheared to the bone by people of this unrelenting order 

they are ot the family of dictators.37

With a top hat concealing his bald head, 

another rounder, appropriately 
•cleer, 1922 (Cat. No. 6), strides into a similar
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watercolor and ink on paper, 14 x 11% in. 
Private Collection
Photograph hy Geoffrey Clements, courtesy Kraushaar Galleries
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THE FLAEPEK:
TEE TWENTIES WOMAN 
AS SOCIETY VAMPIKE

With the publication of Fitzgerald’s This Side of 
Paradise, the flapper entered the popular par
lance.-4 A distinctively twenties woman, her phy- 
sique, age, and attitude towards life remain that 
era s most effervescent symbol.”45 The flapper

ill

i5- ctiJ

Edward Hopper’s Automat, 1927 (Des Moines 
Art Center), in which a woman, wearing cheaply 
bought clothes imitative of more expensive fash
ions, dines alone. Absent is the male waiter who 
appears in many of Pene du Bois’ «staurant 
scenes including Mr. and Mrs. Chester Dale Din
ing Out, 1924 (Metropolitan Museum of Art) at 
the Hotel Brevoort in New York.

Two years later in Cafe Madrid, 1926 (Cat. 
No. 15), Pene du Bois again depicted Chester 
Dale and his first wife Maud, two of his major 
patrons, seated at a restaurant table.41 The pres
ence of two bottles of champagne implies that 
other guests are expected to join them. Dale s wife 
was a painter, and together they formed a sub
stantial collection of nineteenth- and twentieth
century French and American art, much of which 
was bequeathed to the National Gallery of Art. 
Dale, who began buying the artist’s work in the 
late teens, eventually owned twenty-five of his 
works.42 Reflecting their mutual great enthusiasm 
for French art, the artist accompanied the collec
tor on one buying trip. Describing the frenzied 
pace of this trip, however, the artist concluded 
that Dale was “the slave of his nerves.”43

At heart a painter of people, especially recog
nizable types, Pene du Bois frequently depicted 
the leisure time activities of his privileged sub
jects. In Billboard, 1920 (Cat. No. 1), a woman 
with her feet inelegantly and firmly set on the 
ground peruses an opera performance schedule. 
The race track was a constant source of inspira
tion for Pene du Bois as well. In Sports Women, 
France, 1926 (private collection), he depicted two 
women, wearing coats and cloche hats to protect 
them from the cool fall air at the track, possibly 
Longchamps. Sport for them is a spectator enter
prise; they are observers of horses, rather than 
riders.

clad her slender boyish figure in thin, straight 
short-skirted dresses with long waists. Her pale 
face was carefully decorated with newly popular 
cosmetics, and her legs were covered in silk stock
ings. For evening, her dress was sleeveless, held on 
her shoulders by thin straps and accented by a few 
pieces of elegantly simple jewelry. During the day, 
she wore a small soft-brimmed cloche hat as in 
Subway Steps, 1926 (Cat. No. 20), to cover 
short bobbed hair.

“Flappery” represented a bold social rebellion 
by women—there was no equivalent male type— 
with nerve, who were identified as “shameless, 
selfish and honest.’’46 Many of her characteristics 
implied, if not outright indecency, at least impro
priety, as she defied social strictures placed on 
young women but not on young men. She 
smoked in public, as well as drank; one historian 
observed: “Cigarette in mouth and cocktail in 
hand, she appeared to be both shocking and 
unshockable.”47

Her forum of social equality was somewhat 
ephemeral for it was not matched by comparable 
economic and political independence. Interested 
in neither the intellectual pursuits of the educated 
woman nor in a career or job, this fashi onably 
nonchalant creature appeared self-centered, plea
sure-seeking, high spirited, and charmingly amus
ing, with a spontaneous exuberance that could 
also be interpreted as "fast.” In his popular car
toons, John Held, Jr., helped to popularize this 
familiar image of the carefree and coltish flap
per.48

Emphasizing the less giddy side of this twen
ties woman, the writings of F. Scott Fitzgerald 
and the paintings of Guy Pene du Bois provide a 
more ominous image of the flapper.44 As Zelda 
Sayre FitzgeraId ob served in a 1922 article on 
flapperdom, the flapper put on “a great deal of 

audacity and rouge and went into battle."50 Make
up was the war paint for serious conflict between 
the sexes. Another commentator of the time omi
nously described the "pallor mortis, poisonously 
scarlet lips, richly ringed eyes."51 Flappers were, as 
Zelda s husband warned, "dangerous girls”;52 in
deed one of his characters declared “I want to 
be a society vampire. ”:>3 Underneath her pert 
exterior, the flapper was a threatening and 
predatory creature.



of Fine Arts

I

I

i
i

j
t

ly "rMe

’?’ held
°n

Jy*U
'le d*y, 
as in

!r her
social

e”t male 
s shatnel(
* charact<

at lee;*
:es Placed
^n- She

one historian 
dcocbtailill 
sclring and

ll-in,
aists
weur|.
‘-i in 

sifeveL

"■ =ovei

was somewhat 
by comparable 

nee. Interested
> of the educated
> fashionably 
-centered, plea- 
larmingly amus- 
:e that could
s popular car- 
>pularize this 
co tish flap-

ide of this twen- 
>tt Fitzgerald 
Bois provide a 

r.49 As Zelda 
22 article on 
a great deal of 
battle.”50 Make- 
,nflict between 
,f the time oim- 
; poisonously 
:laPPVS”Te'-3S 
us girls ' ‘J*

“I want to 
ath her pert 

ming

rehelliOn 
type^ 
less, 
;eristiCs 

!ast impro.
-''>1 on

15. Cafe Madrid (Portrait of Mr. and Mrs. Chester Dale), 1926 
oil on panel, 21% x 18 in.
Museum of Fine Arts, St. Petersburg, Florida
Bequest of John Hinkle
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In October 1929, Guy Pene Ju Bois was in Nice 
when lie learned of the disastrous stock market 
crash, which signaled the beginning of an interna
tional depression. As he recailed, th e art market 
fueled by “the fantastic gush of money in sense
less circulation had ceased.”59 For many expatri
ates, the drastic economic change automatically 
meant repatriation. While Pine du Bois recog
nized that his time abroad would soon end, he was 
able to remain in France another six months. In 
April 1930, he arrived back in New York: “I had 
returned to my native city almost forgotten except 
among those who set me down as an expatriate 
and with a deep regret which had somehow com
bined with a temperamental inability to slide back 
into its rhythms.”60 New York bore little resem
blance to the city he had left: "It took me a long 
time to get under the skin of my own people.
They had become strangers to me.”61 Drooping 
American Flag, 1930 (collection unknown), sums 
up his mood of economic dispiritedness and per
sonal dislocation.

One of his canvasses, Shovel Hats, 1923 (Cat. 
No. 10), takes its title simply from an article 
clothing worn by several of the women who arc 
pictured.

If the flapper had changed sexual mores 
conventions of class structure remained more 
rigidly prescribed, and relations between men and 
women were mediated under extremely difficult 
conditions. By way of emphasizing their rigid 
social roles, Guy Pene du Bois occasionally de
picted his figures as mannequins, deliberately 
emphasizing the inflexibility of the possible 
courses of action open to them, lypical is his 
drawing Ihe Social Lion, 1921—1923 (\Y liilney 
Museum of American Art), described in the cap
tion as one who changed from one suit of clothes 
to another,”57 For all their political and economic 
dominance, his males are as powerless to escape 
the strictures imposed by society as hit) fvrnalc 
counterparts. In leather and Son, 1929 (Cat. No. 
36), the artist makes it ciear that the young man 
will become like his father. I be* ‘ invat is a pen
dant to Mother and Daughter, 1928 (Cat. No. 
31), which posits a comparable situation/'

delations between 
mew ANO WOMEN? SOC0AE

AN1D eoonesses

Few American artists have pictured the difficulties 
of negotiating relationships between men and 
women more sharply than Guy Pene du Bois. His 
frequent depictions of couples enabled him to 
explore the mental separation and emotional es
trangement that served as an invisible barrier to 
discourse despite their physical proximity. In On 
the Bridge, 1926 (Cal. No. 17) a couple, warmly 
dressed in hat and coats, stands overlooking the 
river. Yet they remain self-absorbed and con
sciously distanced from each other: the cold win
ter weather, further emphasized by the leafless 
tree, is a metaphor of their personal chill.

Although lie shared a common sensibility 
with Edward Hopper, who emphasized loneliness 
and isolation. Guy Pene du Bois was more inter
ested in the sharp nature of social discourse than 
with emotional barrenness. In George Moore with 
Seated Woman, 1920 (Cat. No. 2), the well- 
known Irish author sits uncomfortably on one 
end of a couch while a woman relaxes. The Life 
Soldier, 1922 (Cat. No. 9) makes a visual pun at 
the woodenness of the military male. Although 
attired in an elegant evening dress, his compan
ion’s stiffness suggests the mechanical quality ol 
their social interactions. Another painting of a 
military couple, Pets, 1927 (Cat. No. 28) makes 
a similar pun by means of the placement of the 
soldier's sword. Finally, the bizarrely humorous 
Country Wedding, 1929 (Cat. No. 35) satirizes 
the institution of marriage, while In the Wings, 
1921 (Cat. No. o) recreates a backstage scene in 
which two young dancers in tutus are approached 
by a cane-carrying older man whose intentions are 
unclear.

His protagonists, whose elegant evening 
clothes serve as social armor and as defining 
“signs or symbols of sophistication,”54 display th. 
same tensions already seen in his cafe women and 
flappers. Their clothes, which both provide cam
ouflage and serve as social signifies, are key to 
their roles, as he observed, "clothes define social 
?O£‘1™: even the age of the wearer’s
wealth. » In formal evening dress, such figures 
were interchangeable: “his clothes are patterned 
like sheep in flocks or like fish in schools ”56
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oil on canvas, 21 Vi x 18 in.
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23, Girl at Montparnasse,
watercolor and ink on paper, 
Richard and Carol Levin
Photograph by Helga Photo Studio, courtesy I lirschl & Adler Galleries, Inc.
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Photograph courtesy Kraushaar
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Stanley I Grand

When Henry Pene du Bois died on skipboard 
enroute home from France in May 1906, kis 
twenty-two-year-old son Guy, with whom ke kad 
been traveling, suddenly found himself in need of 
a job. After his arrival in New York, the young 
artist obtained a position—largely through family 
connections—as a reporter with the daily New 
York American, where his fatker had worked as a 
critic. Over the next half-century, in addition to 
painting and teacking. Guy Pene du Bois wrote 
hundreds of articles and reviews, several mono
graphs on American artists, and a charming auto- hey to understanding th< 
biography entitled .Artists Say the Silliest Things} 
Yet despite his prolific output, most subsequent 
critics and art historians, with the notable excep
tion of Betsy Fahlman, have minimized or ig- 
no red Pe ne du Bois’ critical writings.

This oversight is unfortunate and unde
served, especially since his essays are delightfully 
readable. He brought to his subjects both a mor
dant nit and a sophisticated, at times jaded, sensi
bility. Frequently—assuming the guise of the 
amoral flaneur watching the passing parade from a 
point somewhat above street level—ke com
mented dryly on the foibles of his contemporaries. 
His panoramic view of the aesthetic landscape 
included observations on clothing, billboards, 
cosmetics, and health, in addition to the fine 
arts.* Nonetheless, despite his ironic perch, he 
maintained a great fondness for people as they 
are. Indeed, he was an articulate advocate for the 
individual in an era that was becoming increas
ingly depersonalized and dehumanized. As a critic 
he expressed a clear set of values; he distrusted 
and dismissed equivocation: “Chameleons are not

The Artist as Critic

critics. [They give] none of the many doubtful 
students a ground to stand on. They stand on 
none themselves. They say they are broadminded 
quite as though this all inclusive breadth of view 
were of value to the world.”3

This essay considers a number of themes 
that inform Guy Pene du Bois criticism written 
between 1912 and 1924.4 Not only do these 
essays most closely relate to the paintings in
cluded in “Guy Pene du Bois: The Twenties at 
Home and .Abroad and thereby provide a further 

„ le exhibition, but they also 
were written during the time when he enjoyed his 
greatest success, influence, and importance as a 
critic. As the recently appointed editor of Arts 
and Decoration, ke kad kelped prepare tke public 
to understand the famous Armory Show, which 
opened at the 69th Nation al G uard Regiment 
Armory on Lexington Avenue in February 1913, 
ky dedicating tke Marek issue to tke exkibition. 
His own contribution in tkat issue, entitled "The 
Spirit and the Chronology of the Modem Move
ment," explained that the seemingly radical 
Cezanne, “the great man of the great modem 
movement ... is essentially a classicist; that is, 
like Ingres, he demands last of all, order, measure, 
the harmonious scheme that is essential. 5

In “The Spirit and the Chronology of the 
Modern Movement," Pene du Bois articulated 
two philosophical tenets that would characterize 
his writings for the next dozen years. The first, 
that art must be based on life, reflects the influ
ence of Robert Henri, with whom he had studied 
at the New York School of Art. Prior to Henn s 
appointment in 1902, tke students kad been
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contravened the laws of nature with spatial dislo
cations, acid colors, distorted anatomical propor
tions, and an ironic, frequently erotic, sensibility. 
Mannerism, in sum, was an art based on art The 
extreme aestheticism of Mannerism eventually 
provoked a backlash. In the late sixteenth century, 
Academies dedicated to restoring the ideal art of 
Raphael were established. Simultaneously, around 
1600, in a parallel reaction to the excesses of 
Ute Mannerism, Caravaggio created a new realis- 
tic style that substituted truth to nature for deco
rum: since peasants had dirty feet and fingernails, 
let them appear thus in paintings. During the 
following centuries the cycles of art oscillated. In 
the nineteenth century, for example, the Realism 
of Courbet was followed by the aestheticism of 

Whistler.
The second philosophical tenet, then, was a 

cyclic view of art, which Pene du Bois shared with 
Heinrich Wolfflin (1864-1945), the German art 
historian and theoretician, who had described the 
progression of artistic stages from archaic to clas
sic to baroque;21 In a similar vein, Pene du Bois 
wrote: "The cycl es of art are like the cycles of life. 
They are Lorn, reach maturity and then . . . begin 
the downward slide to death ... at the base of 
whick there is inevitably a new life begun, a re
naissance.”21 In "Despotism and Anarchy in Art” 
(1915) he described the succession of art move
ments as a cyclic process in which "Anarchy suc
ceeds despotism and despotism succeeds anarchy.”22 
According to Pene du Bois, both the "Anarchistic 
and despotic parties of art realize equally that it is 
impossible to obviate a tendency that man holds 
in common with sheep. 23 Consequently both 
parties offer formulas; the former (classicism) lays 
own rules, while the latter (expressionism/subjec- 

tivism) offers individual freedom: "Artists of the 
despotic state claim that art is beauty and beauty 
a act, tangible and positive. The anarchists see in 
art the search for self, for the particular vision of 
the individual and deny positivism,”24

Not unexpectedly, as a consequence of his 
,n erydfS themes, Pene du Bois had a great 
istrust for “formulas" whether old or new. Writ- 

tb 1 “TL. 6 mc”v Show he expressed the hope 
. fbis international exhibition should . . 
■naulate our creative power, show the way to 

d0m' t0 in^Pendence, throw off the veil of

1 f d hn4 S‘SaU” pki!°S°Pky as inter-
„ Ph SCh°° S pnn?Pal “^Ctor William 

Merritt Chase. Henri on the other hand, taught 
art for Me s sake. Almost forty years later, Pene 

du Bois described Henri’s revolutionary impact 
on the students: He “completely overturned the 
apple cart: displaced art by life, discarded technic, 
broke the prevailing gods as easily as brittle porce
lain. The talk was uncompromising, the approach 
unsubtle, the result pandemonium.”6 On his first 
day as the instructor in the life class, Henri ap
proached one hapless student and, after consider
ing his work, asked in a voice audible to all: "Was 
[he] a man or not, and by inference were we, that 
we could draw' or paint this woman in all her glo
rious nudity as though she were a plaster cast, a 
thing less alive than a cabbage? Life certainly did 
that day stride into a life class.”7

In 1913 Pene du Bois clarified the distinc
tion between art and life when he wrote: “Art 
when there is no life in it is just as dead and just 
as worthless as a body when there is no life in it. 
Painting when there is nothing hut life in it, when 
it is without regulation, is not art."8 In his view 
"Art is not exactly life—it is greater than 
is barbaric, impulsive, unrestrained. . . . Art is the 
restraint constructing order out of chaos. 9 For 
Pene du Bois, art transcended style or the means 
of expression. Consequently he could praise the 
Classicist Ingres, the Romantic Delacroix, and 

the Realist Courbet because all three were “incon- 
trovertahly H connected with life. Their art 
epitomized life's particular phrases [sic]. Each 

started with nature; each was a gardener: Life is 
the root, the plant; art the gardener.”11 Their 
ky-ferences were merely in how they chose 
■heir plants: Ingres chose order, Delacroix 
in the sensuous. Metaphorically speaking, 
Courbet combined Ingres' formal garden with 
Delacroix's English garden to produce a synthesis 

M -W Since Pene du Bois believed that art 
"regulation,” he had no use for unbodied 

. 1^: "Art requires the services of the mind 
6i much as it requires the services of the 

. r - \,,r did he have any sympathy lor dis 
/. .-jVrei. hot one bind of bad ..rt .nd
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Pene du Bois had identified aestheticism as one 
of the most pernicious formal ,s. Cei.mmr c < 
officially recognized American” painiit . : . a 
number of Gennan graphic art; J.-. iK i ... J , 
academic work of lit? countrymen rtbv i r 
its "timidity, craven fear, [and] abs Jute unwitting- 
ness to ‘take a chance.' an art, in urn. d-. ,nn- 
nated by a total fear of error.' l ive . ■,■.<>>_ f 
"the spirit predominating them all [the Ameri
cans] may he traced back to the time when Will
iam M. t..liase, perhaps inspired by epigrams mad* 
in a light left-handed' way by Whistler, began the 
promulgation of the theory of 'Art for Art's 
Sake. ■ In another article, also written in 1914. 
Pene du Bois observed that "1 he art that sur
rounded him [Jerome Myers] when lie began to 
produce pictures some twenty years ago owed its 
thesis to an idealism that, with no basic founda
tion in fact or in nature, had become superficial 
and puerile. . . . Beauty then was a matter to be 
secured and stamped on canvas not by the study 
of nature but by strict adherence to the rule book 
of proportions and of values.”'4’ Eleven years later, 
his position remained unchanged: "the art atti
tude . . . became a pair of artificially colored 
glasses between himself [Whistler] and the thing 
seen, a device defeating fresh vision or any empiri- 
:al deduction."

Pene du Bois' disdain of formulas and his 
cyclic view of art colored his subsequent attitudes 
toward modernism. Shortly after the Armory 

how closed, he and eight other artists resigned 
the Society of American Painters and 

Sculptors, Inc., which had organized the exhibi
tion, because "confirmed extremists . . . nave 
turned the society into a Cubist, a Futurist, a 
Post-Impressionist organization as radical and 
narrow in its aims as the National Academy of 
Desig n is radical and narrow in its aims. 311 As 
one who saw art movements swinging Like a pen
dulum between birth and death, rise and fail, 
youth and age; he consistently advised artists to 
avoid extremes, to shun the poles of the cycle. 
Like Horace, he sought the Golden Mean, the 
middle way, that is the mid-point of the arc.

, .........
along with his good ">■* Tru °?t kis
w*h life: "The terrible tkirfg M X 
the tepid thing that is the medio^tL 

sum art must ke alive, regulated by the 
and honest. y ne

Pene Bois distinguished

s "71“4 r i-“;- 

conservative Irke Ingres, the first potent modern 
despot, or radical like "Manet or Renoir, the 
realists, followed the laws of nature in preference 
to those of art.”17 Ingres’ accomplishment, for 
example, consisted of his ability “to regulate his 
subject absolutely without denuding it of all artis
tic or rather aesthetic virtue. He made the classic 
formula his own, made it do his bidding, turned 
and twisted and moulded it.”18 Cezanne, on the 
other hand, "who was a genius, evolved 

life. Life theory of painting by keeping away from
pany of painters."19

The insistence that art follow the laws of 
nature” reflects an ongoing discourse in Western 
art. The art of the Medieval era was conceptual, an 
art of signs, signifies and formulas. As a human
istic world view supplanted the theocentnc, a per
ceptual art based on the study of nature gradually 
came to replace the earlier art. In Italy, beginning 
with Giotto, artists slowly abandoned the Byza 
tine conventions in preference for a more natural
istic mode. During the quattrocento, Italian 
artists, influenced by their g-wing ^trng 

of—nd fa.cin.lion “XL
the ideal in nature, tha w IC Northern
accidents of .p=si& ™»,(““J ,„dsd te- 

Eu.ope.n artists, » t
ward unado rned verism- By t e ear Y 
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i.uiia’lv. as we have seen, Pene du Bois ap- 
:• ‘?u.'..‘J the new art. He appreciated the courage 

its practitioners who threw off the constraints 
ct iired formulas. I rd ike in America, "In the rest 
or the world, in Germany, France, Scandinavia, 
neo-and post-impressionists, expressionists, cub
ists futurists, a host of extremists, are running 
the whole gamut of freedom and, as is the case in 
art. not seldom to their own destruction. They 
fail often, but from excess of trying.”31 The prob
lem was, as he lamented in 1918, that "the strong 
men make the formulas which the weak men fol
low after them. There is no good to come of con
scious art, this constant repetition of the rules of 
arrangement which, growing older, become more 
and mere abstract and more and more unfittable 
to the chances of life.”32 In Pene du Bois’ view, 
modernism had become simply another formulary.

Critics have tended to see Pene du Bois' turn 
against modernism as reactionary', as representing 
a return to his realist roots, rather than as the 
mature criticism of an anti-authoritarian who saw 
modernism as a manifestation of the growing 
consolidation of power in the West and its dimi
nution of the individual. Observing how Goya 
had suhverted the authority of absolute monarchs 
by means of satire and, in formal terms, by dis
placing the king as the central figure, Pene du 
Bois argued that: “It was after Goya that Courbet 
began the humanist propaganda; that realism 
came to do away with reverence, and that re ver- 
ence, in the old sense, was to become obsolete. 33 

Courbet "retained, nevertheless, the idea of the 
importance of the individual. If he felt that all 
figures were worthy of an equal respect, he still 
could not consider them en masse—he was a hu
manist. It remained for a later political age to 
consider man by the million, man in the aggre
gate.”24 Although he frequently praised the Mas
ter of Aix-en-Provence, he believed that he epito
mized the modem, anti-humanist trend: "Cezanne . 
. . has always seemed to 
expression to the modi 
Indeed. I have never 
w ork from socialism, 
and trusts.”" Modernism's emphasis on systems 
v.er people became its prime error: "cubists, post- 
imoressionists and so forth . . . have made ana- 
t .mica: c -ruction [ric] (that landmark of the

and he questioned whether “the 
iism which reflected that time was 
. a kind of reminiscence of some- 

good whde we had it but which 
___ _ ”43 He reserved his harshest 

criticism, however, for his former instructor Rob
ert Henri, “the high priest of these republican 
Americans,”40 who "having lost the revolutionary 
radicalism of his youth, the early discontent . . . 
has settled comfortably upon the optimism of 
Pollyanna. 47

Pene du Bois' ultimate rejection of The 
Eight had nothing to do with their "Ash Can” 
subject matter or political views. In 1920, for 
example, he minimized the importance of subject 
matter altogether: "Art is, after all, a matter of 
expression. The subject matter in art is inciden
tal."48 Two years later he would add, in a state
ment that anticipates the formalism of Clement 
Greenberg, " The literary or the descriptive end of 
a picture is padding in so far as the art or the 
aesthetic quality is concerned.'4J Given his belief 
that art was more than aesthetics, Pene du Bois 
could never become a pure formalist. Consequently, 
he rejected the arguments of those who proscribed 
politics from art: But th ere is no logic at all in 
the theory or dogma that artists must not ‘prosti
tute’ their art al the feet of political interest."3'1 Con
tinuing he noted “Art has always occupied itself with 
life in one way or another. It has always, as Taine has 
thoroughly well shown, summed up the prevailing 
tide, given the synthesis of the thought of a par
ticular generation of mankind, even expressed the 
unconscious thought of a generation."5; The 
problem with The Eight was that their paintings 
no longer, if they ever did, represent their times.

This conclusion represents his ultimate re- 
leC?i°n Robert Henri s philosophy: "One of my
o professors once said, and is probably still say- 
mg to male disciples, that the way to being an 
artist is through manhood, or in order to become 
an artist you must first he a man. ... But it is 
only by inference that one arrives at his definition 

o man. • • . In America he became something of 
a sjyas uckler, a loud talking hearty- sort of faker 
ordinarily designated, and with an efL,v t 
as a rough diamond.”52 But America had 
come of age: Perhaps America, like New 
beginning to tire of the

Academies) in their canvases subservient to th 
organization of the whole, broken hones in o J, 
to perfect systems got rid entirely of the potency 

ot the individual, ot Goya s satire, of Courbet’s h 
maoism. A step further than Matisse is Pica«l 
whom we found, for a time, using abstract symbol 
carrying no suggestion of humanity, in order to 
portray the actions and reactions of forms, the' 
pull and push, give and take of forces, in which 
individual will is as of little consequence as a cork 
bobbing unconsciously on the surface of any lit
eral sea."36

By adopting recipes and focusing on systems 

instead oh lite, the modernist fails as “he rants 
against institutions, against old gods and ghosts. 
He is not an artist exactly—he is an iconoclast. The 
freedom he vaunts about? That is his prison."37 The 
distinction between the artist and the iconoclast is 
one that Pene du Bois reframed and returned to 
throughout this period, gradually coming to the 
conclusion that “the man of action is rarely a 
man of vision. Artist really means a man of vi
sion. It must be unquestionable that he will cloud 
his vision in the dust of combat.”33 In another 
article, also written in the 1920s, he counseled: 
“The artist must not forget that he is an observer, 
a man watching the parade from a safe though 
convenient distance and armed, in any case, with 
enough strength of character to be kept physically 
out of it.”39 In sum: “The artist as a seer should 
be beyond such stupid adherence to dogma. He 
must be beyond or beside the contemporary phi
losophy. He must be a spectator. 411

Since art is derived from, and based upon, 
life, it follows that the artist must change to re
flect his life experience. Pene du Bois ridiculed 
the painter who clings to his youthful, virgina 
vision: He “does not move in his tracks, no blots 
mar his original purity, no new huskiness is a e 

to his original soprano, no scars on - 
of the first flesh. Art is heic ----------
He was especially harsh on the members o 
Eight:42 “With two or three exceptions [they] were 
republicans, singing the song of the plain man 
and his family...We were a real republic: every 
man as good as his neighbor. 43 Or at e3st. s° i 
went the myth. In reality, Pene du Bois believed 

that “Courbet may already have emptied the 
bottle when our republicans began their admira-

bhintmiddL.-.L,,, ,
mtellectua . .. .
long way lr. i:. th. J ...........

' I' ' h 
lork Realist; tb,< |L , >
later on, dsa writer.’2 In ar . i J 

FF ,;'u ■ •1 V s 1?'” 7 ^tkerin- ’h bv 
bmldmg a pkd.isophy out of th. cm ’■ ' J,. aktr ' 
words, the artist starts with nature. lk, faJt j 
those who approach the problem from the oppo
se dmvliom ’ Ike critic in doubt or wanting the 
laculty probably imaginative, required in any fecund 
researvli, can always go to his subject armed‘with a 
theory, like a tailor with his tape measure. Freud's 
system probably will do for this poor chap as well 
as any other. 1 lowever, the man who can arrive al 
tree deductions from encountered facts will go 
lurthcr. Anya priori theory is misleading. We find 
that which we seek."5*'

Pene du Bois s "free deductions" assumed an 
increasingly aristocratic cast as time progressed. 
Contrasting his dual personas, he observed “The 
writer is an aristocrat . . , the painter is a plain 
man. " I le came to detest the herds, the follow
ers, the sheep. No friend of democracy, he ob
served that “A republican state ruled by the will of 
the majority is ruled by the mediocrity." ■' N or 
was he sympathetic toward the precious, effete or 
contrived: Exotics are febrile sensitives who, with 
the taut nerves of invalids and eyes jaded by the 
commonplace, seek relief and amusement outside 
the familiar world. Perhaps they are men suffering 
spiritual and physical nostalgic. Intense, they are 
of no physical health, of no physical stature, fidgety 
people, bored, sophisticated and extravagant."''

Neither decadent nor virginal, republican 
nor intellectual, Guy Pene du Bois was a constant 
voice for honesty in art: "bad pictures are reflec
tions of men every kit as muck as are the good 
pictures. Hypocritical or sanctimonious pictures 
are records of the men who created them. ' Be
cause he accepted the heroic quality of modem 

effort of praise, life, he faulted those who turned away from life, 
now His description of Toulouse-Lautrec could also be 
York, is a portrait of Guy Pene du Bois, the artist as 

simple statements of the critic: “He would be impossible in the America ot
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great fondness for life as it is, never a blinding 
sun to him, never a thing which one faces from 
behind glasses darkened hy religion or morals in 
order that its vitality will he dulled, along with its 
profundity and beauty."61

Looking back from an era when much writ
ing about art appears arcane, convoluted and 
programmatic, Guy Pene du Bois' criticism seems 
clear, well written and honest. He still has much 
to teach us and deserves a reevaluation.
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1. Billhoard, 1920 
oil on panel, 2d x 20 in. 

Norfolk S outhem Corporation, 
Norfolk, Virginia

2. George Moore with Seated Woman 
(Former title: George Moore and Sarah 

Bernhardt), 1920

oil on canvas, 19 x 2514 in.
Smith College Museum of Art, 

Northampton, Massachusetts

3. An American Oriental, 1921 

oil on canvas, 20*/i»» x 25*/a in.

Los Angeles County Museum of Art 

Mr and Mre. William Preston I larrison 

Collection

4. At the Station, 1921 

watercolor on paper, 13 x 10’Zi in 

Helena Gunnancon Collection

5. In the Wings, 1921 

oil on panel, 19*2 x 14*/* in. 
Allen Memorial Art Museum, 

Oberlin College, Ohio

Gift of Mrs. Malcolm 1. McBride, 1948

6. Chanticleer, 1922 

od on canvas, 24’. ■ x 32 in 

San Diego Museum of Art 

Purchased with funds from 

Helen M. Itnvle Bequest

7. The Coachman, 1922 

charcoal, ink, watercolor on paper, 

13% in.
Helena Gunnanson Collection

8. Disarmament Con]ere nee/Peace 

Confercnce, 1922
oil on canvas, 20 x 25 in

Marjorie and Charles Benton Collection
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od on panel, 25 x 20 in.
Bowdoin College Museum of Ari 
Gift of Walter K. Gutman, ‘24
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od on canvas, 20 x 1414 in.

National Museum of American Art, 

Smithsonian Institution 

Gift of Sara Roby Foundation
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od on panel, 1914 x 24% in.
Bavly Art Museum of the 

University of Virginia
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od on panel, triptych, each panel 20 x 15 in. 
sheldon Memorial Art Gallery, 
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F. M. Hall Collection
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od on canvas, 48 x 36 in. 

Arthur J. and Edith S. Levin 
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American Art, Smithsonian Institution
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oil panel, 21 x 18 in
landa Lichtenberg Kaplan
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od on canvas, 20 x 16 in. 

John P. Axelrod Collection
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od on canvas, 281 * x 36J/a in. 

(73 x 92.4 cm)
The Museum of Modern Art, New York 

Given anonymously, 1935
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Richard and Carol Levin
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od an canvas, 21 x 18 in- 
Wmtney Museun of .Wrican Art 
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