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PREFACE

The celebrated Armory Show of 1913 has long dominated our th inking 

about American art of the second decade of the twentie th century. This large 

New York exh ib ition  has been viewed as a major watershed in the introduction 

of — and appreciation o f — modern art in to Am erica. Some acknowledgement 

for the promotion o f modern art has been given to select ind iv iduals, such as 

A lfred S tie g litz , W alter Pach, Arthur B. Davies, and W illa rd  Huntington 

W right. However, a closer examination of the New York art scene between 

1910 and 1920 reveals several other individuals who also contributed to the 

genesis of American modernism. One o f these was Hamilton Easter Field, a 

dynamic personality who was an art c r it ic  w ith  a progressive point of v iew , a 

teacher who encouraged the individual a rtis tic  expression of his students, and 

a co llec to r of both the old masters and the avant-garde modernists. He was 

also a painter w ith  an ec lec tic  style and a ga lle ry owner who exhib ited the 

work of many young American artists. Field's brie f but varied career represents 

a s ign ifican t contribu tion to the history of American a r t. His importance 

cannot be demonstrated by a consideration of any single aspect of his career; 

his impact lies instead in the cumulative effect of his many a c tiv itie s .

A lthough several critics  wrote about Field b r ie fly  during his life tim e , 

his contribution has been overlooked by art historians. Field's fe llow  artists 

paid tribute to him by establishing the Fiamilton Easter Field A rt Foundation 

Co llection which is now housed in the Barn G a lle ry  in Ogunquit, M aine.

The catalogue for this co llec tion  contains "A Personal Statement" by 

Field's friend and protege, Robert Laurent. However, there has

-  i i i  -
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-  iv  -

never been a comprehensive biography of Field, nor has there been a general 

evaluation o f his place in , and contribution to, the history o f American a rt.

The purpose of this thesis w ill be to present a concise biography o f Hamilton 

Easter Field and to analyze his role in the introduction o f modern a rt in to 

Am erica .

Reconstructing Field's personality and ac tiv itie s  is com plicated by a 

lack o f primary documentary evidence. There is a small group of Field papers 

in the possession of the fam ily  of Robert Laurent, some o f which have been 

deposited in the Archives of American A rt. F ield's letters can be found in the 

correspondence of many o f his contemporaries and associates: Robert Laurent, 

Bernard K a rfio l, W alt Kuhn, August Jaccaci, M artin  Birnbaum, and W illiam  

Macbeth — to name but few . in add ition , Field's art c ritic ism , v/hich appeared 

in the Brooklyn D a ily  Eagle and The Arts, contains many o f his own opinions 

and records of his experiences. F ina lly , several individuals who knew him — 

Lloyd Goodrich, Mrs. Irvine Shubert, and Mrs. Helen Appleton Read — have 

shared the ir reminiscenes of Field w ith  the w rite r.
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Chapter I

EARLY LIFE A N D  CAREER 

Brooklyn, Paris, and Rome: 1873-1913

Hamilton Easter Field was born on A p ril 21,1873, the son of two prom­

inent Brooklyn Quakers, Aaron Field (1829-1897) and his second w ife , Lydia 

Seaman (H av iland ) Field (1838-1918) ,x Very l i t t le  is known about Hamilton's 

childhood. However, i t  may be assumed that he passed his early years sur­

rounded by wealth and culture in the Field fam ily  residence a t 106 Columbia 

Heights in Brooklyn, New York.2 The only reference we have found to his 

a c tiv itie s  in the 1870's and 1880's tells us that Field was educated a t Friends' 

School of Brooklyn3 and that he la ter attended Brooklyn Polytechnic Institute 

(1888-91? ).4

A t Polytechnic, and in the Arch itectura l Department o f the Columbia 

School of Mines, where he was a member o f the Class of 1893,8 Field pursued his 

interest in arch itecture . A fte r a l i t t le  over a year a t C o lum bia,'F ie ld  was forced 

to leave as a result o f poor hea lth .6 He then entered Harvard (1893—9^1), as a 

member o f the Class o f 1897, but, a fte r a few months of college life ,  he was once 

again forced to in terrupt his education "on account o f a second breakdown in 

[h is ] h e a lth .1,7 (F ie ld  was to be plagued by frequent periods of illness through­

out his l i f e . ) 8

P artia lly  as a result o f his poor health and his in a b ility  to pursue a 

strenuous academic career, Field decided to travel to Paris to study a rt, "prompted 

to do so doubtless by the v iv id  picture of life  in the 'Q uartie r L a t in , ' which 

DuM aurier drew in his novel 'T r i lb y , ' then having great success as a se ria l."9

-  1 -
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Field sailed on his tw en ty-firs t birthday in A p r il,  1894; he was to spend almost 

fifteen  years in Europe as a student and trave le r.10 Field's art education in the 

French cap ita l, and his travels throughout the continent, represented the "ideal 

tra in in g " for the art student he later espoused in The Technique o f O il Painting 

and O ther Essays (1913 ).11 He prescribed life  in Paris, "w ith  the best of modern 

artists as friends," an extensive background in language and lite ra ture , travel

throughout Europe and the O rien t, an awareness of music, and a fa m ilia r ity  w ith
12museums.

When Field arrived in Paris in 1894, his fam ily  ties in the French 

capita l provided him w ith  a ready-made c irc le  o f friends and associates in the 

arts. His mother's uncle, David Haviland, had emigrated to France about 1840 

to establish the house of Haviland and Bros., the noted china company in Limoges. 

David's son, Charles Edward Haviland, had remained in France and married 

M adeleine Burty, the daughter o f the French a rt c r it ic  and friend of Delacroix, 

Philippe Burty.13 The Havilands owned a distinguished art co llection  which was 

displayed in the ir home on the Avenue de V ill ie rs .  Field saw their Degas pa in t­

ings on his firs t evening in Paris.14 Throughout his stay in Europe Field enjoyed 

his contact w ith  this co llec tion  and traveled throughout Europe w ith  members of 

the Burty-Haviland fam ily  who had extensive connections in a ll the European art 

centers.15 During the 1890's, Field journeyed through France, England, Ita ly , 

Russia and Greece.16

A t this time, Field associated ch ie fly  w ith  traditional academic artists; 

"the work of Gauquin and of Cezanne [h e ] on ly knew la te r ."17 Field obtained 

a studio on the Rue de Seine and studied under Gerome, in whose class at the 

Acaddmie Colarossi he served as a monitor.18 W hile  Field admired artists like  

Degas, Renoir, M anet, and Puvis de Chavannes from afar,19 he spent much of his 

time w ith  Gaston La Touche, Lucien Simon and Fantin-Latour.30

Field described his relationship w ith  Fantin-Latour, "his earliest 

fr ie n d ,"  in a 1912 exh ib ition  catalogue which he wrote for the Berlin Photographic
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Gal lery:

In my almost- d a iiy  intercourse w ith  Fantin, I could not but absorb his 
intense d is like  for sham and his love for simple, d irec t work . . . .
A fte r much irresolution, I mustered up courage to ask him when I 
called one afternoon to take me as a p u p il. 'N e v e rl' he exclaimed.
‘You ought to know me well enough by this time, to know that I do 
not be lieve in teachers, academies, and a ll that paraphernalia. Sit 
down, be true to the model and yourself, is a ll anyone can ever 
tel I you . 121

Fantin-Latour's comments regarding personal s incerity  and the relationship between 

teacher and student were to have a great impact on Field's philosophy. Lucien 

Simon, who held much the same viewpoint on the in d iv id u a lity  of the student, was 

also in fluen tia l in Field's development.22

Raphael C o llin , another Parisian friend , introduced Field to Japanese 

prints a t this tim e,23 and throughout the 1890's he co llected a large group of 

drawings and prints, both European and O rie n ta l. As Field wrote upon the 

occasion of a sale of some of these works:

In those days it  was s till possible to find drawings and prints of the 
masters mixed w ith  the rubbish in the portfo lios along the quais and 
rue Richelieu . . . .  I wandered along the Seine — picking up a 
G uardi, a book o f hours, a painting by Fragonard, or a sixteenth 
century tapestry, and in time I had a c o lle c tio n .34

When Field returned to Brooklyn, he f ille d  his home at 106 Columbia Heights

w ith  the many art objects he had purchased w h ile  abroad.25 In later years,

W illiam  I. Fox, then D irector of Brooklyn Museum, described the Field residence:

. . .  It was f ille d  w ith  objects o f art from many lands and of a ll 
epochs — the accumulations of an artist and student who has traveled 
much, learned much and was singularly sensitive to beauty in a ll of 
its art manifestations.26

The a rt co llec tion  amassed by Field during the Paris years became the basis for

his teaching and exh ib iting  a c tiv itie s .27

Field 's b rie f return to the United States (1902-e a r ly  1904) was 

instrumental in the development of his career. First of a l l ,  he was accompanied 

by the artist Robert Laurent, who was to be his life long  friend and associate.
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Secondly, while  in Am erica, Field selected and purchased land on the coast of 

Maine for the Ogunquit school which he and Laurent would found several years 

la te r. F ina lly , Field set up his studio in Brooklyn and launched his career as an 

artist in Am erica.

In 1901 Field had gone to the picturesque Brittany port o f Concarneau 

to pa in t. There he met Robert Laurent, then a boy of ten. Field befriended the 

Laurent fam ily  and subsequently invited Robert and his parents to return to the 

United States. The Laurents accepted Field's in v ita tion  and remained in Brook­

lyn w ith  him for the next three years.38 This was the beginning o f Robert 

Laurent's involvement in almost every aspect o f Field's career.

Robert Laurent and Field traveled to M aine looking for a place to 

spend the ir summers. Robert reminisced about the ir discovery o f Ogunquit in 

1902:

We had le ft Brooklyn a few days before, on a boat of the old Fall 
River Line and had landed by train at York Beach, then the end of 
the line . We hired a horse and buggy and drove along the shore 
road. When we reached Ogunquit we fe lt that we had found the 
perfect spot . . . .  We settled a t Perkins Cove . . .  f 3

Later, in 1911, Field and Laurent founded the Ogunquit School of Painting and

Sculpture,30 which Robert continued a fte r Field's death.

Upon his return to New York, Field sought a forum for the exh ib ition 

o f his work. He firs t exhib ited in America at the 1903 Annual Exhibition of the 

Pennsylvania Academy of the Fine Arts, where he showed a watercolor, entitled 

"Beg M a i l . " 31 Apparently, the acceptance o f this painting inspired Field to 

w rite  to W illiam  Macbeth on January 5, 1904, inform ing him that he "intend[ed] 

g iv ing an exh ib ition  of o il paintings at a New York ga lle ry  this spring," and 

in v itin g  Macbeth to his Brooklyn studio to view his work.33 Macbeth seems to 

have rejected Field's overtures, for the artist's work was shown at W illiam  

Clausen's galle ry the fo llow ing  season (1905) w ith  that o f A lbe rt G ro ll and 

G ifford  and Reynolds Beal. As Field himself wrote o f the exh ib ition : " I t  was a
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modest l i t t le  show and caused hardly a ripple in the art current o f the d a y ."33 

His painting style a t this time was strongly influenced by his admiration for the 

formal qua lities of O rienta l a rt. The f la t,  broad color areas and subtle tonal 

relationships of his work are reminiscent o f W histler's la te r s ty le .34 His s ty lis tic  

a ff in ity  w ith  W histler is not surprising; they shared a common friend — Fantin 

-Latour — and a common interest in O riental a rt.

By January, 1904, the Laurents had returned to France and Field was 

once again back in Europe. Robert Laurent completed his schooling in Concar- 

neau and then, w ith  Field's help, found a job in Paris w ith  the prin t dealer,

Ernest Le Veel .35

It is d if f ic u lt  to determine Field's ac tiv ities  or whereabouts between 

1904 and 1910, when he returned to Brooklyn on a more or less permanent basis. 

W hile Field was probably in Brooklyn b rie fly  in 1907, in the w in ter of 1908, and 

in M arch, 1910, he appears to have spent these years p rim arily  in Paris and Rome. 

He also traveled to London, Dublin, Florence, Zurich and Budapest w ith  his 

mother.36 We know that in 1907 Field settled in Rome, on the V ia M argutta, 

where M aurice Sterne was his friend and neighbor.37 Robert Laurent joined Field 

and his mother and continued his art education by taking classes a t the British 

Academy and private lessons from M aurice Sterne.38 Field traveled frequently to 

Paris where he visited his cousins Frank Burty (H av iland ) and Paul Haviland. It 

was probably through the Havilands that he became acquainted w ith  the more 

advanced modernists such as Matisse and Picasso.39 In 1909, Field commissioned 

a mural from Picasso for the lib rary  in his home on Columbia Heights.40 Field 

had returned to America by the summer o f 1910, which he spent in O gunquit.41

Field's early  years in Brooklyn (1910-13) were re la tive ly  private; at 

the same time, his ac tiv itie s  ind ica te his increasing involvement in the New York 

art w orld . He founded the Ogunquit School of Painting and Sculpture in 191143 

and w ith in  a year he had opened his own exh ib ition  space in Brooklyn, Ardsley 

Studios, which is discussed below .
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The Ogunquit School of Painting and Sculpture was open during the 

summer months, between July and September.43 Field la ter extended his teach­

ing program, opening the Ardsley School o f Modern A rt in 1916 in Brooklyn.

The Ardsley School was active six months a year, between November and 

A p r i l.44 A t the Ogunquit School, Field and Laurent offered the ir students courses 

in life  draw ing, painting and carving.46 A lthough the enrollment was quite 

small in both schools, Field's students included Yasuo Kuniyoshi, N iles Spencer, 

Stefan Hirsch, Lloyd Goodrich, M ountfort Coolidge, and Adela ide Lawson.46 

Field's a c tiv itie s  in Ogunquit helped a ttrac t other artists such as Bernard K arfio l, 

M aurice Sterne, Marsden Hartley, Leon K ro ll, Bryson Burroughs, Gaston 

Lachaise, Robert Henri, George Bellows, Abraham W alkow itz, and Wood 

G aylor.47

In his discussions about the teaching o f a rt, Field stressed the import­

ance of a rtis tic  in d iv id u a lity  and self-expression.48 A t the close o f the 1913 

season at Perkins' Cove, Field told his students:

When the class began two months ago I did not know whether an art 
school devoted to the development o f ind iv idua l expression could 
succeed. I feared that some of you would strive too consciously to 
do something new and the result would be bizarre, sensational, but 
insincere. I feared others would not have su ffic ien t personality to 
say anything worth saying. Both fears were groundless. I have seen 
the work of every one of you gain day’ by day in so lid ity  and char­
ac te r. Some of you have even gone fa r in developing an individual 
s ty le . Best o f a l l,  not one o f you have come to paint in any way 
like  m yself.49

His comments recall the a ttitude about art education which he had developed 

ea rlie r in Paris during his friendship w ith  Fantin-Latour and Lucien Simon.

Field's informal classes encouraged the sort o f ind iv idua l and sincere art which 

he had come to appreciate as a student.

By 1913, Field had traveled extensively throughout Europe, v is iting  

the major monuments and museums, and had met many of the leading a rtis tic  

figures o f his age — Picasso, Bernard Berenson,60 and Roger Fry.61 Field had
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also become acquainted w ith  several individuals who would p lay important roles 

in his own career — Robert Laurent, Maurice Sterne, and Frank Burty — and had 

begun his co llec tion  o f old masters, modern, p rim itive  and O riental a rt. A fte r 

returning to Brooklyn in 1910, Field had founded his summer a rt school in Ogun­

qu it, M aine, and had established his own ga lle ry , Ardsley Studios. The private 

years of F ield's prolonged "adolescence" or period of development had drawn to 

a close. He was now well prepared to assume his role as a leader in the New 

York art world during the decade fo llow ing the Armory Show of 1913.
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N O T E S

Aaron Field, the son o f Richard Field and Deborah M e rr itt, had joined 
his father's well known m ercantile firm , Field, M e rr itt & C o ., on Fulton Street 
before coming o f age. In 1868, he helped establish the firm  of F ield, Morris, 
Fenner & Co.

Aaron Field married Charlotte Cromwell o f Cromwell, New York, who 
reportedly bore him three children before dying in 1862. O nly two of these 
three ch ild ren, Mrs. James T. G riffen , Hamilton's half-sister, and Edward S. 
Field, his ha lf-brother, are mentioned in the contemporary documents.

Aaron Field married Lydia Seaman Haviiand on December 11, 1865. Their 
surviving children were:

1) Dr. Herbert Haviland Field (1868-1921 ) who graduated from Harvard in 
1891 w ith  a Ph.D. and then studied in Germany and France. Dr. Field lived in 
Zurich a fte r 1895 a t which time he founded the Concilium  Bibliographicum, an 
institute for sc ien tific  research. He married N ina Eschwege in 1903, having 
four ch ildren, Noel (b . 1904), Elsie (b. 1906), Herman (b . 1910), and 
Letitia  (b. 1913).

2) Hamilton Easter Field, who received his name from Mrs. Field's sister's 
(Anna Haviland) husband, Hamilton Easter.

3) Anna H. Field (1875-1883), who died in childhood.
The principal source o f information for the Haviland geneaology is The 

Lyons Genealogical Company, The Haviland Geneaology -  Ancestors and 
Descendants of W illiam  Haviland of Newport. R. l .  and Flushing. L . I . .  1653-1688 
w ith  Special Records of the A llie d  Families of F ield. Hull. Torrev, Wi 11 e tt—Wi 11 is r 
New York, 1914, pp. 426-8 (inc lud ing  an obituary for Mrs. Lydia S. Haviland 
Field which was inserted in the genealogy from the Brooklyn Daily Eagle, ca. 
November 14, 1918.)

Supplementary material may be found in: "Death of Aaron Field: An 
Exemplary C itizen Very Suddenly Called A w ay," Brooklyn D a ily  Eagle. April 
10, 1897, p. 6, and, Robert Laurent, "Petition and Order Appointing Appraiser 
to the Estate of Hamilton Easter F ie ld ," filed  June 7, 1922, Surrogate's Court, 
King's County, New York.

2
Lydia Seaman Haviland had purchased the house a t 106 Columbia Heights 

from her sister and b ro the r-in -law , Anna H. and Hamilton Easter on November

-  8 -
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9, 1865, probably in an tic ipa tion  of her marriage to Aaron Field the fo llow ing  
month. The house had been in the possession of fam ily  members since at least 
1845. ( Conveyances, Blocks 201-220, b l . 218, Register's O ffice , King's 
County, Brooklyn, New Y ork.)

3
The Lyons Company, The Haviland Genealogy, p .478.

4 In 1888, Field is listed as a member o f the Polytechnic's "Singing Class" 
and "M ock Senate"; in 1889, he was a member of its debating society. (The 
Polywog ‘88 and The Polywog ‘89, published by the senior class of the Brooklyn 
Colleg ia te and Polytechnic Ins titu te .)

Field la ter stated that during his Polytechnic years he had founded a week­
ly  paper, The G reat Neck D a ily Advocate, which was published in Great Neck, 
Long Island. However, no evidence has been found to support such a c la im . 
(Ham ilton E. F ie ld , Brooklyn Daily Eagle. January 4, 1920, p . 3 .)

5
Harvard Class of 1897 Tw enty-fifth  Anniversary Report (Cambridge, 1922),

p. 184.

^Robert Laurent, "A Personal Statement," Hamilton Easter Field A rt Founda­
tion C o lle c tio n , Barn G a lle ry , Ogunquit, M aine , 1966, no pag ina tion.

^Harvard Class of 1897 Tw enty-fifth  Anniversary Report, p. 184.

g
The in tensity and frequency of these illnesses is somewhat s ta rtling .

Field describes one o f his illnesses in the fo llow ing  manner: " . . .  I have been 
f la t on my back w ith  an a ttack o f something lik e  a cold which bears the same 
relation to any of the proper forms of cold that a p la in  ya lle r [s ic ] dog does to a 
c o llie , a Great Dane o ra  m astiff." (Ham ilton E. F ie ld , "The Remarkable Case 
o f C. R. W . N evinson," Brooklyn Daily Eagle , October 30, 1921, p. 6 .)

9Harvard Class of 1897 Tw enty-fifth  Anniversary Report, p. 184.
Field also mentions having gone to Paris in 1892. W hile  it  is possible that 

he made a b rie f tr ip  a t this time, it  was not u n til 1894 that he traveled to Paris 
for an extended stay. (Editor [Ham ilton Easter F ie ld ], "Frank Burty, " The 
Arts, II (Novem ber, 1921), p. 86.)

^R obe rt Laurent, "A Personal Statement," Hamilton Easter Field A rt Foun­
dation Col le c tio n , no pagination, and Harvard Class of 1897 Tw enty-fifth  
Anniversary Report, p. 184.

^H a m ilto n  Easter Field published The Technique o f O il Painting and O ther 
Essays in 1913. It contained a series o f technical pointers for the art student 
regarding materials and methods as well as a series o f philosophical essays which 
Field had delivered as lectures to his a rt class in Ogunquit the previous summer.
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(Ham ilton E. F ield, Technique o f O il Painting and O ther Essays, New York, 
1913, p. 61 .)

12|b id .

13
Charles Edward Hcviland and M adeleine Burty, who was Haviland's 

second w ife , produced three sons, two of whom played an important role in 
American art history. Paul B. Haviland (1889-1950) was a c r it ic ,  photo­
grapher, and associate ed ito r of Camera Work w ith  A lfred  S tie g litz ; Frank Burty 
[H a v ila n d ] (1883-1971 ), who served as Robert Laurent's mentor, exhibited at 
the "29111 G a lle ry , the 1917 Independents, and the Brummer G a lle ry  in New 
York. (The Lyons C o ., The Haviland Geneaology, New York, 1914, p . 273.)

14
Hamilton E. F ie ld , "Degas, P a in ter-G raver," The A rts, I (December, 

1920), pp. 8-11.

^ I n  "Alphonse Legros a t the Kraushaar G a lle ries ," Brooklyn Daily Eagle. 
December 21, 1919, p . 7, Field states that he and a cousin, probably Paul B. 
Haviland, traveled to London to meet Legros around 1899. He writes: "M y 
friend was the grandson of Philippe Burty, the French a rt c r it ic ,  and that in 
itse lf seemed almost su ffic ien t in troduc tion ." We may assume that this fam ily  
connection provided Field w ith  a number of important contacts in the a rt world.

^ F ie ld  traveled to Petrograd in 1899_( Hamilton E. F ie ld , "Adolf Bolm 
and 'The Birthday of the In fanta1, "  Arts and Decoration, 12 ( February, 1920), 
p . 250.)

17
Hamilton E. F ie ld , "In troduc tion ," Catalogue of an Exhibition of the 

Paintings of Hamilton Easter F ie ld , Berlin Photographic G a lle ry , New York, 
1912, p . 8.

] 8
Ib id ., and Robert Laurent, "A Personal Statement," Hamilton Easter 

Field A rt Foundation C o lle c tio n , no pag ination.

19
Hamilton E. F ie ld , "In trodu c tion ," Catalogue of an Exhibition of the 

Paintings of Hamilton Easter F ie ld , p . 8.

20Robert Laurent, "A Personal Statement," Hamilton Easter Field A rt 
Foundation C o llec tion , no pag ination.

21
Hamilton E. F ie ld, "In trodu c tion ," Catalogue of an Exhibition of the 

Paintings of Hamilton Easter F ie ld , p . 8 .

22
Robert Laurent, "A Personal Statement," Hamilton Easter Field A rt 

Foundation C o llec tion , no pag ination.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-1 1  -

23
Hamilton E. F ie ld , "Introduction, " Catalogue of an Exhibition o f the 

Paintings of Hamilton Easter F ie ld , p. 9.

24
Hamilton E. F ie ld , The Hamilton Easter Field C o llection  o f O riginal 

Drawings by the O ld and Modern Masters, The Anderson G alleries, New York, 
1918, p . 3.

25
For a partia l lis ting of the Hamilton Easter Field C o llection see: Rare 

Japanese and Chinese Paintings Collected by the W ell-Know n A rtis t, Art C ritic  
and Editor o f "The Arts, " the late Hamilton Easter F ie ld , The American A rt 
G a lle ry , New York, 1922; Catalogue of an Exhibition o f the Paintings by Ham­
ilton  Easter Field and of Wood Carvings bv Robert Laurent, Ardsley Studios,
New York, 1913, p . 4, New York Public Library Papers, N428, Archives of 
American A rt, Washington, D. C .; The Hamilton Easter Field Collection of 
O rig ina l Drawings bv O ld  and Modern Masters, The Anderson G alleries, New 
York, 1918; Catalogue o f Modern Etchings and Lithographs from the Collection 
of Hamilton Easter F ie ld , The Anderson G alleries, New York, 1919.

In add ition to the many objects purchased in America and abroad by 
F ield, he inherited a great deai from the estate of his widowed mother, Mrs. 
Lydia Haviland F ie ld . M rs. Field's w i l l ,  dated M ay 26, 1914, reads: " . . .  
and bequeath to my son Hamilton and to my neice Lydia R. E. Field a ll my 
jewelry and wardrobe, trusting, however, to them to d iv ide  the said jewelry 
and wardrobe betweenmy step-children, children and grandchildren in accord­
ance w ith  the wishes I have expressed to them, said son and neice. Second:
I bequeath to my son Hamilton Easter Field a ll real property of every kind and 
description, a ll paintings, rugs, beds and bedding, books, silverware and a ll 
other kind and description . . .  ."  ( "W ill of Lydia S. H. F ie ld," February 11, 
1918, King's County Surrogate Court, New York, Probate Number B503 P160.)

26
W illiam  I. Fox, "Men High in A rt W orld Pay Tribute to Memory of Ham­

ilto n  Easter F ie ld , A rtis t and A rt C r it ic ,"  Brooklyn D a ily  Eagle. A p ril 16, 1922 
(Ham ilton Easter F ie ld, Vertical F ile , Brooklyn Museum o f A rt Library, Brook­
lyn , New Y o rk .)

27
Field frequently exhibited art objects from his own co llec tion  along 

w ith  work by the young modernists (C f., p. 14

28 Norman Kent, "Robert Laurent — A Master C arver," American A rtis t 
(M ay 1965), p. 42.

29
Robert Laurent, six-page handwritten manuscript, no date or t it le ,

Robert Laurent Papers, N68-3, Archives o f American A r t ,  Washington, D. C.

80
American A rt Annual, X III (1916), p . 289.
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31
The entry in the catalogue reads: "Ham ilton Exeter [s ic ] F ield, 815. 

"Beg M a il. "  (Pennsylvania Academy of the Fine Arts, Philadelphia, Pennsyl­
vania, Catalogue of the Twenty-Second Annual Exhibition, January 19- 
February 28, 1903.)

32
Letter, Hamilton E. Field to W illiam  Miacbeth, January 5, 1904, M ac­

beth Papers, N M c 6 , Archives o f American A rt, Washington, D . C .

33
Hamilton E. Field, "G iffo rd  Beal a t Kraushaar's, 11 Brooklyn Daily 

Eagle, March 7, 1920, p. 7.

34 Field's painting style does not appear to have followed any perceivable 
development. Instead, his style reflected his aesthetic considerations a t the 
moment; he was intrigued by the W histlerian style, by Impressionism, by Post- 
Impressionism and Fauvism, and pursued these styles as long as they posed an 
in te lle c tua l or artis tic  challenge for him. For illustrations of Field's paintings, 
see W . H. de B. Nelson, "S incerity in A rt: Hamilton Easter F ie ld, " Inter­
national Studio, 59 (J u ly , 1916), pp. x x ii-x x v ; and, Three Centuries of 
Niagara Falls, A lb righ t-K nox A rt G a lle ry , Buffalo, New York.

35
Peter Moak, The Robert Laurent Memorial Exhibition, 1972-73, Paul 

Creative Arts Center, Durham, New Hampshire, 1972, p. 15.

36
Correspondence suggests that Field returned to the United States period­

ic a lly  during these years (1904 -10 ). This is supported by the entries found in 
Field's guestbook, entitled  Echoes: A Musical Birthday Book. Field's guests 
signed in under the ir birthdate; sometimes they indicated the date on which 
they signed the book and their location at that tim e. This information has per­
m itted us to reconstruct Field's movements during otherwise blank periods of 
tim e. A fte r Field's death in 1922, Robert Laurent continued the guestbook 
which is now in the personal co llection  of John and Paul Laurent ( Echoes:
A Musical Birthday Book, John and Paul Laurent, Cape Neddick, M a in e .)  
Fragments of a second guestbook are found in the Hamilton Easter Field Papers, 
N68, Archives of American A rt, Washington, D . C .

37 Norman Kent, "Robert Laurent — A Master Carver." American A rtis t,
29 (M ay, 1965), pp. 42-44.

38 lb id .

39 Robert Laurent reminisces regarding Field's cousin Frank Burty: "Frank 
had five  large paintings from the Blue and A rlequ in  [s ic ]  periods . . .  he knew 
Picasso . . . had paid 200 francs for each of the two largest . . . $40 . . . 
Picasso was not yet w e ll-know n. I got very excited about his work. So much so

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-  13 -

that Frank offered to take me over to Picasso's studio to meet . . . which he did 
. . . " (Robert Laurent, "How I Started C o lle c tin g ," August 2, 1967, Barn 
G allery, Ogunquit, M aine, Robert Laurent Papers, N 6 8 -3 , Archives of 
American A rt, Washington, D. C .)

40
Letter, Pablo Picasso to Hamilton E. F ie ld, September, 1910, Robert 

Laurent Papers, John and Paul Laurent, Cape Neddick, M a ine . This mural 
never reached Brooklyn. It was reportedly sold to a Russian collector.(Robert 
Laurent, "A Personal Statem ent," op. c i t . ,  no pag ina tion .)

41.
[Ham ilton E. Field and Robert Laurent, ]  Echoes: A  Musical Birthday 

Book. John and Paul Laurent, Cape Neddick, M aine, passim.

42
American A rt Annual, X III (1916), p. 289.

43Advertisement, Ardsley School of Modern A rt, Thurnscoe School of 
Modern A rt, Arts and Decoration (January, 1920), p . 219.

44
Ib id.

45
American A rt Annual, XVI (1919), p. 200.

46
American A rt A nnua l, X 111 (1916), p. 289; and, Robert Laurent, "A 

Personal Statement," op. c i t . ,  no pag ina tion.

4 7
Robert Laurent, "A Personal Statement," op. c i t . ,  no pag ina tion .

48
Advertisement, Ardsley School . . . , op. c i t . , p. 219.

49 Hamilton E. Field in The Technique of O ii Painting and O ther Essays, 
as reprinted by Robert Laurent, "A Personal Statement," op. c i t . . no pagination.

50
Letter, Bernard Berenson to Hamilton E. F ield, Ju ly  17, 1909, Robert 

Laurent Papers, N 6 8 -3 , Archives o f American A rt, Washington, D . C .

51
Letter, Roger Fry to Hamilton E. Field, Hamilton E. Field Papers,

N 68, Archives of American A rt, Washington, D. C.
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Chapter II 

ARDSLEY STUDIOS

As early as 1912 or 1913, Field organized Ardsley Studios as an in fo r­

mal exh ib ition  ga lle ry . From its inception un til 1916, Ardsley Studios was 

lim ited both in its physical fa c ilit ie s  and in the purpose and scope of its 

a c tiv itie s . In this early period, i t  served three purposes: i f  was a complement 

to the Ardsley School of Modern A rt, which Field had founded in Brooklyn in 

1911;1 i t  was a place to show Field 's own pa in ting ;3 and, i t  provided a suitable 

exh ib ition  space for the Japanese and Chinese prints and paintings of which 

Field was a co llecto r, connoisseur, and dealer.3 In the years 1912-16, Ardsley 

Studios was not a w e ll-know n g a lle ry . Field's advertising was both lim ited and 

sporadic; newspapers rare ly mentioned Ardsley Studios. The ga lle ry  was open 

on ly from two to six each afternoon; the occasional exhibitions appear to have 

been b rie f in duration.4

Ardsley Studios, which received its name from the home of Field's 

British ancestors,0 was o rig in a lly  located a t 104 Columbia Heights,6 in a house 

purchased by Field in February, 1905.7 Unlike S tieg litz  at "291 " or Marius 

De Zayas a t the Modern G a lle ry , he made no special arrangements for the deco­

ration or the lighting of the exh ib ition  space. He attempted to maintain a 

h igh ly personal atmosphere, which would be "just like  a house."8 The paintings 

and sculptures in these and la te r exhib itions were arranged around his co llec tion  

o f a rt. The catalogue for a November, 1913, show of paintings by Field and 

wood carvings by Laurent lists the objects in Field's co llection  which were also
9on v iew .

-  1 4 -
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In A p r il,  1916, Field acquired the fo u r-a n d -a -h a lf story bu ild ing 

located at 110 Columbia Heights.10 This extension o f the fa c ilit ie s  at Ardsley 

Studios was accompanied by a corresponding expansion of its exh ib ition  

a c tiv itie s . In a contemporary a rtic le  in International Studio, W . H . d e B .  N e l­

son described Field's plans for the enlarged Ardsley Studios:

. . .  He has acquired the next-door house on either side and plans 
to make his heme a real a rt center in Brooklyn by continuous 
exhib itions o f the works o f first-class artists and by the fac t that 
pupils and artists are anxious to take advantage of the first-class 
studios and club life  which he can now o ffe r. Added to a ll this, 
the jo in t gardens w ill be la id  out as one w ith  p a rk -like  features,
enabling the display o f fountains and statues in a suitable setting

n

Field's Ardsley Studios was soon to become a popular ga lle ry  for many " firs t-  

class a rtis ts ," both recognized masters and young American modernists.

Field's exh ib ition  schedule during the 1916-17 season must be con­

sidered in the context of two events which occurred in 1916: the "Forum 

Exhibition o f Modern American Painters," which took place in M arch, 1916,13 

and the founding o f the Society o f Independent Artists the fo llow ing  w in te r.13 

W hile neither the Forum Exhibition nor the Independents are linked to Ardsley 

Studios in a d irec t causal relationship, both re flect the concerns which domi­

nated the American a rt scene at that tim e. Wartime pressures and financia l 

stress had made i t  even more d if f ic u lt  fo r the young American modernists to 

exh ib it the ir work. A t  the same time, these artists, and the ir friends and 

dealers, fe lt  the need to exh ib it the ir work and to define the character o f the 

emerging modern American a rt. Field satisfied both these needs through his 

ac tiv ities  a t Ardsley Studios. Yet, w h ile  he showed work by the members of 

the Society o f Independent Artists and by the exhibitors a t the Forum Show, 

Ardsley Studios d iffe red  from both in terms of organization and means of 

se lec tion .

The Forum Exhibition attempted to define the character of modern 

American art by showing two hundred paintings by sixteen artists "to  present
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for the first time a comprehensive, c r it ic a l selection o f the serious painting now 

being shown in isolated groups."14 The artists who partic ipated in this attempt 

to combat the in flux  o f French artists and fashions were Ben Benn, Thomas Ben­

ton, Oscar Bluemner, Andrew Dasburg, Arthur Dove, Marsden Hartley, Stanton 

M acDonald-W right, John M arin , A lfred Maurer, Henry McFee, George F. O f, 

Man Ray, Morgan Russell, Charles Sheeler, Abraham W alkow itz, W illiam  Zorach 

and M arguerite Zorach.15 Field included seven of these sixteen — Hartley,

M arin , Maurer, Ray, W alkow itz , and both Zorachs — in his "Important Exhi­

b ition  o f Modern A rt: Impressionism, Post Impressionism and Cubism" in Decem­

ber, 1916.16 Early in 1917, he exhibited a group of paintings by M a rin ,17 and 

another by H artley.18 W alkow itz  was featured in Field's 1917 summer exh ib i­

t io n .19 However, w h ile  Field himself certa in ly  made a "c r it ic a l se lection" in 

organizing his Ardsley exhib itions, he certa in ly  would have disapproved of any 

attempt to construct a single de fin ition  of what was "modern" or "Am erican."

The Society of Independent Artists was incorporated in January,

1917, and held its firs t exh ib ition  between A p ril 10 and M ay 6, 1917.20 Like 

the Forum Exhibition o f the previous year, the Independents sought "an exh ib i­

tion . . . where a ll schools can exh ib it together . . . "  in order to " . . . 

make it  possible to form an idea o f the state of contemporary a r t . " 31 However, 

the Independents organized the ir exh ib ition w ithout a jury or a committee of 

se lec tion .

The 1916-17 exh ib ition  schedule at Ardsley Studios included a large 

number of artists who also exhib ited their work at the Independents' annual 

show. Among those who displayed the ir work in the December, 1916, exh ib i­

tion of "Modern A r t "  were several o f the society's officers, such as W illiam  

Glackens and W alter Pach; its directors, such as John M arin , M aurice Pren- 

dergast, and Man Ray; and its members, such as Frank Burty, Charles Demuth, 

Samuel Halpert, Marsden Hartley, Leon Kro ll, A lfred M aurer, Jerome Myers, 

Agnes Pel ton, Abraham W alkow itz , Marguerite Zorach, and W illiam  Zorach.33
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Morton Schamberg, one of the society's founders, participated in a March,

1917, show w ith  Marsden H artley.23 Several of the Independents were included 

in the 1917 summer show, en titled  "Paintings by Prominent A rtis ts ."24

Field did not lim it his selection of modernists to those who had exhib­

ited in the Forum Show or the Society o f Independent Artists' annual exhibitions. 

He also chose a group of artists who had been championed by such pioneer art 

dealers as A lfred S tie g litz2° and Charles D an ie l.26 He exhibited work by 

Robert Henri, W illiam  Glackens, and M aurice Prendergast, who had been among 

the famous "E ight" in 1908.37 Many o f the older artists whose work was exhib­

ited in Ardsley Studios had participated in the Exhibition of Independent Artists 

in 1 910.28 The m ajority of the exhibitors had shown their work in the celebrated 

1913 Armory Show.29 Jerome Myers and W alter Pach, who had helped organize 

the Armory Show, exhibited at Ardsley Studios in December, 1916. Bryson 

Burroughs, curator at the M etropo litan Museum of A rt, had a show along w ith  

lithographs by O dilon Redon in January and February, 1917.30

Although Field had presented a strik ing "Important Exhibition of 

Modern Ar t "  in December, 1916, the remainder of the 1916-17 exh ib ition  

schedule at Ardsley Studios featured the art of the past as well as that of the more 

avant-garde modernists. Each month during the spring of 1917 Field exhibited 

one or two groups o f modern paintings or prints, together w ith  at least one group 

which was more trad itional in character. This feature was reminiscent of the 

earlie r Ardsley exhibitions which had haphazardly combined the contemporary 

work o f Field and his students w ith  that of the old masters and oriental prints 

in his personal co lle c tio n . By 1916, however, the contents of the ga lle ry  were 

more care fu lly  arranged in order to illustra te  the contrasts and connections 

between contemporary art and that of the past. The modernists were shown in 

the west and center rooms of the lower floor o f 1 10 Columbia Heights, "while  

something of a classic character [w as] devoted to the east room."31 Field 

combined Odilon Redon w ith  Bryson Burroughs,32 Delacroix and Chasseriau
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w ith  Marin and K a rfio l,33 Daum ie r w ith  Hartley and Schamberg.34 W hile Field 

accepted the new modernism w ith  enthusiasm, he insisted upon the relevance of 

more trad itional art forms, and his personal co llec tion  embraced both the young 

moderns and the old masters. In a ll p robab ility , the tremendous resources of 

this co llection provided much of the work of "a classic character" which was 

shown at Ardsley Studios.35

As the 1916-17 a rt season drew to a close, Field arranged an exhibi­

tion entitled "Paintings by Prominent A rtis ts ," which included work by Edith 

L. King and Guy Pene du Bois, by the S tieg litz  artists Abraham W alkow itz and 

Charles Demuth, by Field himself and members of his c irc le , such as Robert 

Laurent, Bernard K arfio l, and M aurice Sterne, as well as a Tahitian landscape 

by John La Farge which was from Field's personal co lle c tio n .36 This exhib ition 

remained on view throughout the summer w h ile  Field was in Ogunquit and was 

not replaced until the beginning of the next season.

The 1 917-18 a c tiv itie s  of Ardsley Studios were somewhat lim ited . It 

appears that there were on ly two shows, one during the Christmas season fea­

turing wood carvings by Robert Laurent,37 and another during the summer which 

was a group show of work by Field and Laurent as well as Thomas Bodnar, Louis 

Bouchd, Stuart Davis, Ju lia  K e lly , John La Farge, Rene Piot, and Maurice 

Sterne.38 The schedule o f Ardsley Studios was thus noticeably d iffe ren t from 

that of the previous year in terms of organization and in terms of participants. 

The shows were smaller and included fewer w ell-know n artists. In addition, 

Field temporarily abandoned exhibitions fo llow ing the modern and "classic" 

pattern established in 1916-17 in order to present several group shows.

Ardsley Studios was in a period of transition. A  M ay 12, 1918, 

a rtic le  in the Brooklyn D a ily  Eagle, reviewing the above-mentioned summer 

exh ib ition , suggested the d irection  which the ga lle ry  was to take. As Mrs. 

Helen Appleton Read wrote: "M r. Field has conceived the plan of using the 

rooms of Ardsley House as a ga lle ry  for the Independents."39 F ie ld, who had
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become a member and o ffice r of the Society of Independent Artists by 1918,40 

seems to have opened his ga lle ry to the Independents and a number of less suc­

cessful New York artists for the remainder of Ardsley Studios' active period. In 

line  w ith  this new, less selective po licy , Field ran an advertisement in the 1918 

exh ib ition  catalog o f the Society of Independent Artists which announced that 

"at Ardsley Studios are held throughout the year exhib itions where you pay for 

the wal l  space you need."41

The 1918-1 9 season commenced w ith  a mixed exh ib ition in December, 

1918: Japanese prints by Kuniyoshi, pastels by Childe Hassam, and work by 

"Artists o f the Modern School," includ ing Barbara Armstrong, M ary C. Baldwin, 

Thomas Bodnar, Bernard Karfio l, John Sloan, and M ax Weber.42 In this and 

the next two exhib itions, Field returned to his modern and "classic" pattern, 

combining Japanese prints w ith  group shows of work by American modernists. In 

January, 1919, Ardsley Studios displayed Japanese prints by Sawa Sekkio, 

Kuniyoshi, Shinsakira, and Hokusai w ith  paintings by Field and by W illiam  J. 

Boylan, Benjamin Eggleston, Winslow Homer, Howard Notman, W illiam  Pad­

dock, and Abraham W a lkow ifz .43 In February, 1919, Field exhibited another 

group o f Japanese prints, largely by the pupils o f Kuniyoshi, w ith  paintings by 

Ju lia  K e lly , Samuel Rothbort, and Thomas Bodnar, and pastels by Bernard
/ " *  4  4Uussow.

In M arch, 1919, Field put up an exh ib ition  of twelve paintings by 

A lbe rt G leizes, which he advertised as being "u ltra -m odern ."46 G leizes, a 

French cubist, had been one of the founders o f the Society of Independent 

A rtis ts . Some time near the end of the month, Field added a group of Fantin- 

Latour lithographs to the exhib ition of paintings by G le izes.48 The Fantin-La­

tours continued on exh ib ition  throughout the summer along w ith  "Paintings by 

American A rtis ts ." This summer exh ib ition  combined w ell-know n names like  

Arthur Dove, John M arin , Charles Demuth, and Marsden Hartley w ith  those of 

more obscure artists like  Edwin Booth Grossman and John Pandick.47
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For the fina l exh ib ition season of Ardsley Studios (1919-20), Field 

organized two group shows — "Long Island Painters" in December, 1919,48 and 

"Paintings by American Artists — Largely in W aterco ior" in January and 

February, 192049 — as well as an extended exh ib ition  of his own work, which 

ran from March u n til the end of October.60 The "Long Island Painters" 

included Leon Dabo, A . M .  Hopfmuller, Ju lia  K e lly , Yasuo Kuniyoshi, Robert 

Laurent, Miss M ansfie ld, Owen Merton, Samuel Rothbort, Herbert Tschudy, 

and Edmund W e ill.51 The artists who partic ipated in the 1920 watercoior 

exh ib ition  were Miss Baxter, W illiam  J . Boylan, Alexander P. Couard,

M aurice G . du Bonnet, Joseph Dushinsky, W alter Farndon, M ary Langtry,

Owen M erton, Edmund W e ill,  and Isabel W hitney.52

W hile  Field obviously was provid ing exh ib ition  opportunities fo r a 

number of less w e ll-know n artists during the 1919-20 exh ib ition  season,

Ardsley Studios had ceased to be an exh ib ition  forum for the many distinguished 

American modernists who had frequented Field's ga lle ry  in its earlie r years.

The decline of Ardsley Studios might be explained by a new d irection 

in Field's career, evident in the w inter o f 1919: journalism. He became art 

c r it ic  for the Brooklyn D a ily  Eagle in that year, associate editor of Arts and 

Decoration in 1920, and founded his own art magazine, The Arts, on December 

4, 1920.53 The pressures of editorship and pub lica tion  had diverted Field's 

energy and time from the lim ited sphere o f Ardsley Studios to the New York 

art world as a whole.54
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N O T E S

A contemporary newspaper a r tic le , "Young Brooklyn Painters," Brooklyn 
D a ily  Eagle, October 17, 1913, p. 4, mentions a M acdowell Club Exhibition, 
which included work by Agnes Pel ton, a Field student, "who adds several works 
to these exhib ited by her last spring a t Hamilton Easter Field's Ardsiey House on 
Columbia Heights; M r. Field was her ins truc to r." It seems reasonable to assume 
that Miss Pel ton was but one of several of F ield 's students whose work was exhib­
ited a t Ardsley Studios during those early years.

2
We know of two early Field exhib itions a t Ardsiey Studios which are 

documented by an advertisement reading "Recent Paintings by Hamilton Easter 
Field on view  at Ardsley H ouse /104 Columbia Heights between Cranberry and 
Orange Streets, Brooklyn, November 18th to November 30th, 2 to 6 P. M . " 
( Brooklyn D a ily  Eagle. November 17, 1919) and by the existence o f the 
exh ib ition  catalogue of a 1913 show. ( Catalogue of an Exhibition of the Paint­
ings of Hamilton Easter Field and Wood Carvings by Robert Laurent, November 
17 to December 6, 1913, New York Public Library Papers, N428, Archives of 
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Chapter III 

FIELD AS A CRITIC

Although Field had contributed an a rtic le  to the Burlington Magazine 

in 1 908"", i t  was not un til March, 1919, when he assumed the position of art 

ed ito r for the Brooklyn Daily Eagle, that he became well known as a c r it ic  of 

contemporary a rt.3 From 1919 un til his death in A p r il,  1922, Field pursued an 

active  and varied journalistic career. Between 191 9 and 1922, he wrote a 

weekly column and occasional d a ily  features fo r the Brooklyn Daily Eagle 

throughout the art season3; he served as contributor and editor for Arts and 

Decoration in 1919-204; and, f in a lly , in December, 1920, he founded his own 

art magazine, The A rts .6 It was in these publications, pa rticu la rly  in The Arts, 

that Field expounded his personal philosophy about a rt.

O f the four newspapers published in Brooklyn during the second dec­

ade of the tw entie th century0, only the Brooklyn D a ily  Eagle had consistently 

printed inform ation about developments in the a rt w orld . As early as 1913, 

the Eagle sporadically featured "In the A rt G a lle rie s " and "The A rt Calendar."7 

The Eagle also maintained a "Paris Bureau " a t  53 Rue Carnbon which periodi­

c a lly  submitted art stories of international in terest.8 The general tone of its art 

news remained rather sensational u n til Mrs. Helen Appleton Read became the 

newspaper's c r it ic  in 1 917.9 She elevated the general level o f the Eagle's art 

critic ism , as d id the anonymous c r it ic  whose work appears in "What's Happen­

ing in the World of Music and A rt? "  for a three month period immediately 

before Field's tenure as c r it ic  began in M arch, 1919.10
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Field wrote that "quite by accident [h e ] happened to get the post 

o f art c r it ic  on the Brooklyn Eagle. iu l An avid patron o f the arts and a personal 

friend of Mrs. Read's, he had been fo llow ing the Brooklyn Eagle's a rt news. In 

January, 1918, Mrs. Read had w ritten a scathing piece about the then w ell-know n 

a rtis t, Harry Roseland, whose v/ork was being shown at the annual exh ib ition  o f 

the Brooklyn Society of A r t is ts /3 Roseland, and several other artists whose work 

had received negative critic ism  or insu ffic ien t a ttention, challenged her capa­

b i l i ty  as an art c r it ic .  In a le tte r to the editor of the Brooklyn D a ily  Eagle,

Field defended Mrs. Read and set the tone of his career as a journa lis t. He 

asserted that when an artist exhib ited his work, it  must be open to  honest c r i t i ­

cism from the press. " It is only w ith  such an understanding that an a rt c r it ic  

can write w ith any sense of freedom ."13 Field's defense of Helen Appleton Read 

and his position of growing importance in the New York art world made him an 

obvious choice as her replacement when she le ft for South America in 1 919.14,

Field's liv e ly  column was soon recognized as a very personal, in d i­

vidual contribution to art c ritic ism . A t the end of his firs t season as c r it ic ,  he 

wrote an "au revo ir" to his readers:

The standard to which I have endeavored to be true is this. To give 
a ll men who are sincere in the ir art, who are working prim arily  for 
beauty, or for tru th, who are trying to be helpful to others, the ir 
fu ll due . . . .  No one can w holly  live  up to his standard. I 
have not.*6

Field d id , however, succeed in m aintaining this standard; his column became a

forum for controversy and self-expression. Although his position on the Eagle

continued to play a v ita l role in his ac tiv itie s , he soon became interested in

finding additional ways of bring ing his ideas before the pub lic . As Stephen

Bourgeois remarked after Field's death:

. . .  His energies and his understanding of the v ita l problems which 
the development of modern a rt represents, demanded a s t ill greater 
f ie ld . He saw that w ithout a iring  a ll a rt questions in pub lic and 
w ithout fighting openly for his convictions, no concrete results could 
be obtained.16
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Throughout the years 1919 and 1920, Field expanded his c r it ic a l ac tiv ities  

to two magazines: Arts and Decoration and The Arts. He had been an enthusi­

astic reader o f Arts end Decoration as early as 1915,17 and described i t  as "the 

only . . . magazine 1 ever read. The others 1 only look at the illu s tra tions ."1,8 

Field did not become involved w ith  the magazine on a professional level until 

1919; his period of a c tiv ity  on the magazine was of an extremely b rie f duration. 

However, his contact w ith Arts and Decoration may have been instrumental in 

his decision to ed it and publish his own magazine, The Arts.

Field began to contribute artic les to Arts and Decoration in December, 

1919.19 A t this time, the editor, James C o llie r Marshall, introduced the 

Brooklynite in terms that re flect the exce llen t reputation Field had earned 

during his re la tive ly  brief career as art c r it ic  for the Brooklyn D a ily  Eagle. 

Marshall wrote that " . . .  [F ie ld 's ] many years of study abroad, during which 

he visited a ll the principal museums o f Europe, his im partia lity  and absolute 

s incerity  have given his writings an au thority  both among conservatives and 

rad ica ls ."20 Marshall then went on to explain the magazine's plans to include 

monthly a rtic les by Field reviewing contemporary exhibitions and dealing w ith  

"modern a rtis ts ."21 Shortly after the pub lica tion of this December, 1919, 

issue Marshall resigned the editorship o f Arts and Decoration. On December 

24, 1919, the post was offered to Field who accepted it  "on the condition that 

[h e ] should be permitted to remain w ith  the Eagle."23 The January, 1920 issue 

of the magazine thus listed him as the ed ito r and as the contributor of three 

a rtic les .23 However, he was replaced almost im m ediately. By February, 1920, 

Guy Pene du Bois had once again become editor of Arts and Decoration, a 

position he had held for many years w h ile  c r it ic  for the New York Evening 

Post.24 The February, 1920, issue did include two articles by F ield25 and the 

March issue contained his last contribution to the magazine, which was an 

a rtic le  dea ling w ith  theatre rather than a rt c ritic ism .36 In a fu ll page announce­

ment appearing in this issue, Joseph A . Judd, the president of Arts and Decora­

tion listed the members of his staff and the ir qua lifications; Field's name is not 

included ,37
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Field's decision to resign from Arts and Decoration m ight be a t tr i­

buted both to his already heavy journalistic responsibilities a t the Brooklyn 

D a ily Eagle and to his desire for freedom of personal expression. As he wrote 

regarding his tenure a t the magazine: "I became ed ito r and then, find ing my 

hands tied , I got out and decided to paddle my own canoe."38

As Forbes Watson, who succeeded Field as edito r of The Arts,

remarked in 1923:

In no other phase of M r. Field's varied ac tiv ities  did he put the 
stamp of his personality more d e fin ite ly  on the minds o f the 
pub lic which cares for art than in the magazine which he created 
and successfully developed . . . . 39

Field was The Arts: he owned, published, and edited the magazine. He wrote

several regular features for every issue: an un titled  ed ito ria l statement in

which he discussed his plans for the magazine; "Comment on the A rts ,"  in

which he reviewed current exhibitions; and "The Forum," in w h ich he answered

letters to the ed ito r. He contributed artic les each month, ranging in subject

from Japanese prints to American arch itecture .

When Field published the firs t issue of The Arts on December4, 1920, 

he expected the magazine to play a dual role in the a c tiv itie s  o f the art world: 

i t  was to be both an art magazine and a trade paper. The Arts would contain 

general artic les dealing w ith  the work of noteworthy artists o f the past and 

present, as well as particu lar information about contemporary artists, auctions, 

exh ib itions, and museums. In broader, humanistic terms, the purpose of The 

Arts was "to fasten an interest in a rt, for there is no interest w h ich  so enriches 

a peop le ."30 The Arts was aimed at improving the taste of the ind iffe ren t 

masses:

These writers [fo r  The Artsd have come to our aid to help wake 
America up, to make us a ll appreciate that the man who has no 
pleasure in the arts is a stunned, half-developed man, and that 
the America of the future, i f  America is to take its place among 
c iv iliz e d  nations, must be broad, capable o f appreciating a ll the 
joys which life  has in store for man as a part o f his earth ly 
heritage.31
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The Arts was therefore not a magazine for the e lite . Instead, it  served as a 

veh ic le  for bringing art and culture to the American people.

During the first year of its pub lica tion , The Arts experienced a 

period of rapid development and expansion, constant experiment and change. 

On December 4, 1920, Field announced that he planned to publish The Arts 

every three weeks during the art season. There would be eight copies a t a 

subscription rate of two dollars per season.33 By the next month he had decided 

to release The Arts on a monthly basis.33 In the February-March, 1921, issue 

he declared that "several radical changes" had been made in the format and 

pub lica tion procedure o f the magazine.34 The Arts was to be published at the 

beginning of each month, rather than at m id-month, which had been the case 

to date, and subscribers would then receive seven copies of the magazine
3 5per year.

During its firs t volume, The Arts went through a period o f growth in 

terms of length, illus tra tion , content, and c ircu la tio n . The length of the 

magazine increased dram atica lly in the January, 1921 issue. Field decided to 

put a lim it on further growth, because as he wrote: " The Arts cannot be 

increased in size in d e fin ite ly . The . . . pages of the present issue seem to me 

ideal from the reader's point of v ie w . It is easily read, handled."36 A  corre­

sponding increase can be seen in the number of illus tra tions.37 Much of the 

growth seen in The Arts can be a ttributed to its assim ilation o f another pub lica­

tion — Touchstone Magazine which had incorporated the American A rt Student 

— beginning w ith  the June-July, 1921 issue. M ary Fanton Roberts, the editor 

of that magazine, had requested the merger as a result o f financ ia l d iff ic u ltie s . 

Field agreed to permit her to resume the separate pub lica tion o f her magazine 

as soon as possible. In the in terim , M ary Fanton Roberts would be a regular 

contributor to The A rts .38
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A fte r announcing the firs t few expansions in The Arts, Field told 

his readers:

Lest you receive therefrom the idea that we are venturing in to deep 
water, le t us assure you that the magazine is paying its own way

3  S
•  •  •  •

This financia l success was not to continue. In his evaluation of the firs t 

volume of the magazine, Field reported that he had lost two thousand dollars 

on the first seven issues o f The Arts.40 Fortunately, the next two months 

brought an increase in subscriptions, particu la rly  from public institutions.41

W ith the beginning of a new volume (O ctober, 1921 ), Field out­

lined his plans for the coming year. He mentioned a s light change in the 

shape of the magazine and a few minor alterations in the sta ff. "N o  other 

change is planned at present."42 The magazine was beset by d iff icu ltie s  in 

publishing its next two issues: in November the staff was incapacitated by 

sickness43; in December, The A r ts lacked a conspicuous number o f illustrations 

due to a strike o f photo-engravers in New York.44 However, The Arts u l t i ­

mately reached its readers; as the ed ito ria l statement for November, 1921, 

reminds us: "A ll these things are minor matters. The course of art runs o n ."45 

The February, 1922 issue o f The Arts saw another enlargement of the magazine's 

program. It expanded to n ine ty-s ix  pages in order to include information about 

"the older forms of a rt. It w ill mean that the message of our magazine w ill be 

fu lle r, more v ita l . " 46 However, a postscript to the monthly ed ito ria l statement 

explained that the magazine had been brought out in a rather incomplete state 

as a result o f Field's illness. An enclosed announcement told the readers that 

"M r. Field's illness is pneumonia. His condition, however, is favorable, and 

we hope that he w ill soon be able to return to his work."47 Unfortunately Field 

would never return to his work; his death on A p ril 9, 1922, marked a temporary 

halt to the pub lica tion o f The A rts .

Field's career as a c r it ic  had a great impact on the art lite ra ture  of 

his period. He brought the artist closer to the public through his efforts on the
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Brooklyn D a ily Eagle, Arts and Decoration, and The A rts. Although The Arts 

ceased pub lica tion in February, 1922, it  appeared again in January, 1923 w ith 

Forbes Watson as editor and Mrs. Gertrude W hitney as financia l backer. The 

magazine continued to make an important contribution un til October, 1931, 

when the depression caused its demise.43
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Chapter IV 

FIELD'S POINT OF VIEW

Field's art critic ism  is extremely subjective: he openly applies his 

own personal value judgments to the artists and works o f art he discusses in the 

Brooklyn D a ily Eagle, Arts and Decoration, and The Arts. He displays an 

extraordinary open-mindedness that accepts a ll art whether avant-garde or 

retardataire, provided that the artist is sincere in his attempt to express his own

individual personality and s ty le . W hile many of F ie ld ’s ideas re flec t the 

general atmosphere of American art in the decade fo llow ing  the Armory Show, 

the unique configuration of these ideas represents a very ind iv idua l contribution 

to the development of our th inking about art in Am erica.

Around 1895, Field had espoused a complicated theory o f aesthetics 

which depended upon linear measurement. He maintained that one should not 

be able to perceive any relationship between the various compositional com­

ponents o f a work i f  they were measured linea rly . For example, he described 

his procedure for d iv id ing  a canvas into color areas. If he decided a rb itra rily  

that the canvas consisted of one hundred units, he would then d iv ide  i t  in to 

sections, a green area which he valued at ten units; a blue area, a t twenty 

units; a red area, a t th ir ty  units; and, a yellow  area, at fo rty  units. He would 

have found the canvas resulting from this formula uninteresting, simply because 

the re la tive sizes o f these particu lar arithm etic divisions could have been "rep­

resented by a straight line rising at an angle of fo rty - fiv e  degrees."1 He then 

suggested alterations in the composition in order to achieve a geometric pro­

gression represented by a parabolic curve w ith  a vertica l axis — a mathematical
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relationship which he found more sa tis fy ing . In 1905, Field "abandoned a ll 

theories in the b e lie f that the one hope for art was in the development of 

instinctive  taste . "2

Field became the proponent of an in tu itive  approach to the creation

and appreciation of a rt. He condemned the Maratta color theory and the theory

of composition put forth  by Jay Hambidge.° He maintained that "theories are

props for the w eak," and expressed his disappointment w ith  talented artists such

as George Bellows4 and Robert Henri0 who, he believed, had replaced

instinct w ith  theory. By 1921, Field had begun to equate theorizing w ith  the

decline o f a rt. In the A p ril, 1921 issue of The Arts, he quoted Joseph Stella,

whose statement reflected his own values:

In a ll v ita l periods of creative art the impulse to create is so strong 
that there is no tendency to theorize. The life  w ith in  each artist 
bubbles over, energy is in the a ir, and men create great works of 
a rt, hardly knowing themselves how it  was done. Then afte r art has 
reached its height, and when the decline begins to manifest itse lf, 
there is on a ll sides an attempt to analyze the great work o f the past 
and to recreate it  according to theory. That is what is happening in 
certa in circles today.6

Field praised Gaston Lachaise, A lfeo  Faggi, and Robert Laurent as sculptors who 

expressed this impulse toward c rea tion .7

Field had come to see art as an expression of the emotional, instinc­

tive  qua lities of l i fe .  He maintained that one could not appreciate the formal 

elements of painting unless one realized that these were secondary to "the 

great question of life  its e lf.110 He saw a varie ty o f artists as being capable of 

expressing his concept of life ; for example, Pablo Picasso9and M ary Cassatt.10 

His emphasis on life  is paralleled by Henri's comment that an artist's “work is 

an autobiography — not of haps and mishaps, but of his deepest thought, his 

life  indeed."''1 Because Field himself recognized the importance of un iting art 

and life  he maintained an interest in a ll the phases of the arts: music, lite ra ­

tu re -e v e n  the crafts. He extended the boundaries of art to include " . . .
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the thousand and one things which you say have nothing to do w ith  a rt. I te ll 

you they have everything to do w ith  art for art is l i fe . " 12

Field's emphasis on instinct attracted him to some less trad itiona l art 

forms: the art o f children and prim itives as well as the decorative arts. He dis­

cussed the work of a fiftee n -ye a r-o ld  ch ild , Pamela Bianco, praising her sense 

of color which he asserted "is more lovely than that o f any of our American 

painters who are endeavoring to create color harmony by means of fo rm ulae."13 

He defended a c h ild - lik e  approach not only for creation, but for apprecia tion . 

He asked the spectator to "become a child again and enjoy as a ch ild  does 

in s tin c tiv e ly ."" '4 Field admitted that the child 's appreciation was less in te l­

ligen t, but maintained that it  was superior because it  was more na tu ra l. He 

drew an analogy between the artist and the ch ild :

The li fe  of a great artis t, be he poet, musician or painter, is one 
long adventure. Life itse lf seems adventurous to him. The ch ild  
has the same fee ling  that life  is adventurous. There is a quiver of 
excitem ent as the ch ild  passes through the most commonplace events 
o f the day.'LO

His ideas come at the end of a decade which had seen America's gradual recog­

n ition o f children's a rt, A lfred S tieg litz  had exhibited children's art at "291 " 

in 1912, 1914, 1915, and, 1916J"e; in 1917, it  had been included in the firs t 

exh ib ition  o f the Society of Independent Artists.17 A t about the same time 

Robert Henri had to ld his classes at the Henri School of A rt:

The real study of an art student is more a development of that sensi­
tive  nature and appreciative imagination w ith  which he was so 
fu lly  endowed when a ch ild  . . . , " 8'

A lthough Henri would have been more lik e iy  to apply this princ ip le  to the 

artis tic  process rather than to the work of art itse lf, Field was responding to the 

actual formal and aesthetic qualifies of children's a rt. Both Field and Stieg­

l i tz  were able to appreciate these qualities because the ir tastes had been 

developed through extensive contact w ith  modernism.
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Fieid also found many of modern art's formal values in American 

colonia l pa in ting . He wrote that the eighteenth century portra it of Catalina 

Schuyler "m ight almost be a late Picasso."19 He considered the portrait 

exceptional because of its expressive power. Field applied the same aesthetic 

principles to the early American chairs and tables he co llec ted . He wrote in 

The Arts: "art, even decorative a rt, is the expression of the soul of a people 

. . . .  "20 His appreciation of the expressive power of the decorative object 

can be seen not only in his home where he displayed ind iv idual pieces of fu rn i­

ture as art objects, but also in The Arts which featured artic les by Field on 

such topics as American hooked rugs.01

Field had been exposed to p rim itive  a rt w h ile  he and Robert Laurent 

were in Paris during the firs t decade of the tw entie th century. He reminisced 

in 1919:

It was in Paris about twenty years ago that I firs t saw examples of
A frican Negro sculpture. They were en tire ly  rea lis tic  in the ir
conception and must have dated from about e ighty years ago.
Somewhat later I firs t saw the earlie r subjective work of A frican

2 2Negroes and was moved as never before by sculpture.

W hile we do not know whether Field owned any A frican  Negro sculpture, he 

did own and exh ib it "a board carved by Madagascar savages early in the 

nineteenth cen tu ry ."23

Field saw himself as an educator of the art w orld , and, in a larger 

sense of the American pub lic . He sought to elevate the level o f American taste, 

w h ile  preserving its unique character. A lthough his personal taste was ex­

tremely ca tho lic  in nature, he realized "that the American nation is eminently 

conservative."04 He did not advocate the sudden acceptance of modernism on 

the part of the American people. In fac t, he suggested that "they should not 

accept it ,  for more important than questions o f taste are questions of honesty, 

o f s in ce rity ."20 Field had acquired his appreciation for modern art wh ile  

studying and traveling in Europe. He co llected modern European art himself,
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"yet [h e ] had a strong b e lie f that American art must be b u ilt  on other founda­

tions than those of Cubism or Futurism."c6 He called for the creation of an 

American-based trad ition . "We should not a llow  ourselves to be drawn away 

from the task we have before us of creating a national trad ition  by sympathies 

for schools of art which are natural products o f an over-ripe  cu ltu re ."37 

America would have to learn to love art, to develop a broad appreciation for 

i t .  O nly then would she be ripe for a national tra d itio n . This almost self-con­

scious preoccupation w ith  an emerging American a rt is exceptional during the 

second decade of the twentie th century. A lthough an American emphasis can 

be seen in the paintings of Robert Henri and the artists o f his c irc le  who 

expounded a d is tin c tly  American subject matter arid content; in galleries like 

Daniel and Macbeth which featured American art; and in group exhibitions like  

the Forum Show of 1917 which sought to define both modern and American art, 

most c ritics , collectors and dealers favored French a rt.

W hile  he had evolved a very complex and somewhat avant-garde 

aesthetic sense, Field expressed his distaste for what he termed "propaganda"

— an attempt to establish objective standards about a r t / * 8 He described the 

development of his own taste from the age of th irteen, when he wallpapered 

his bedroom w ith  lithographs from the seed catalog of Henderson & Company, 

to the age of sixteen, when he purchased a s t il l l i fe  by W illiam  M . Chase and 

some etchings by Rembrandt. His parents never questioned his judgment. Field 

suggested that this permissiveness should apply not on ly to ch ildren, but to the 

American public as a whole, because "a love of a rt is [n o t]  a thing which can 

be fostered by d irec t methods."39 It must arise out of a desire for self-expres­

sion on the part of each ind iv idua l.

The ind iv idua l formed the focal point o f Field's philosophy. His 

respect for the ind iv idua l is apparent in his a c tiv itie s  as a teacher30 and in his 

work as a c r it ic .  As M aurice Sterne wrote in 1923:

His critic ism  was sound because he approached a work w ithout any
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preconceived notions or form ulae. He perceived what the artist 
endeavored to express, ana' did not condemn — as is so often the 
custom of contemporary critics  — when the artist had cast his 
work from a mould d iffe ren t from the one conceived by h im se lf.31

Field brought his struggle for ind iv idua l a rtis tic  expression in to the public forum 

through his work as a c r it ic .  For F ield, W alt Whitman, the great proponent o f 

in d iv id u a lity , was among the greatest o f Americans f 2 His enthusiasm for W hit­

man and for in d iv idua lity  was shared by his contemporaries, Henri and S tie g lifz , 

both o f whom were waging sim ilar battles for a rtis tic  expression.33

Field's respect for ind iv idua l a rtis tic  point of view permitted him to

accept more conservative academic art as readily as he accepted the a va n t-

garde. W riting  about the National Academy of Design in 1921, he noted a

great improvement in the art being exh ib ited at that ins titu tion . "The Academy

rea lly  is be tte r. It is closer to the rea lities of life , to the realities o f a r t . ”34

However, he condemned the academy for its emphasis on juries and prizes and

he questioned the desirab ility  of the academy's function as a complement to

modernism. He called the academy a "balance w heel" and then stated that

"there is in this country a worship of balance wheels, which is not a ltogether a

healthy sign for our fu tu re ."35 Robert Henri had led the onslaught on the

Academy during the previous decade. Just as Henri urged his students not to be

concerned over the ir rejection from the academy,36 Field asked his readers:

What medal was ever given to Corot, Rousseau or M il le t?  To M anet, 
Fantin-Latour, Courbet, Monet or Renoir? To Van Gogh, Cezanne 
or Gauguin? And where are the prize winners of former days?3

Both men had shifted the artist's focus from organized recognition to ind iv idua l

self-expression. As Henri reminded his students: "You are painting for yourself,

not for the ju ry ." ° a

Field called for the recognition of the individual artis t's  right to 

expression whether he be a member o f the National Academy or the Society of 

Independent Artists, a ch ild  or a p rim itive . He emphasized the emotional
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rather than the cerebral aspects o f creation . For F ie ld , the purpose of art was 

to reflect and in tensify the beauty of l i fe .
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Chapter V

FIELD, THE SOCIETY OF INDEPENDENT ARTISTS,

A N D  THE SALONS OF AMERICA

Throughout- the year 1920, the exhibitions at Ardsley Studios became 

less extensive and less regular. Field began to devote the m ajority of his time 

to his duties as art c r it ic  for the Brooklyn D a ily  Eagle and as editor of The A rts . 

As a result o f his journalistic ac tiv ities , he became increasingly involved in the 

New York a rt v/orld. For the remaining three years of his life  (1919-1922) he 

partic ipated a c tive ly  in several societies which had been organized in response 

to the needs o f the young American modernists. The most important of these was 

the Society of Independent Artists which Field joined as early as 1917, and, 

from which he resigned in 1922 in order to establish the Salons of Am erica. He 

was also an active  member of several organizations o f lesser importance, such as 

the Modern Artists of America, the Brooklyn Society o f Artists, and the Brooklyn 

Water Color C lub .1

In January, 1921, Field wrote that "to [h im ] the success of the 

Society o f Independent Artists [was] one of the most important elements in the 

art life  of A m erica ."2 There is no evidence to suggest that he was involved in 

the founding of the society which had been organized in 1916 by Morton Scham- 

berg, W illiam  Glackens, Maurice Prendergast, and the expatriates A lbert 

G leizes, Jacques V illo n , Francis Picabia, and M arcel Duchamp.3 From its 

inception, the society had been working toward a goal shared by Field: an 

exh ib ition  organization that would a ttract the American modernists under a ban­

ner of "no jury; no prizes."4
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In a ll his efforts as a teacher, c r it ic , and co lle c to r, Field aspired 

toward the philosophical ideal of the Independents: the cu ltiva tion  of individual 

artis tic  expression. His personality and activ ities attracted many o f the young 

American modernists who were also members of the Society o f Independent 

Artists. His home at 106 Columbia Heights and the apartments which he rented 

at 110 Columbia Heights became a haven for several of these artists,0 while his 

ga lle ry , Ardsley Studios, became an additional forum for exh ib itions. Helen 

Appleton Read, art c r it ic  for the Brooklyn Daily Eagle and Field's friend, 

reported that "M r. Field has conceived the plan of using the exh ib ition  rooms 

of Ardsley House as a ga lle ry  for [summer shows by the ] Independents."8 In the 

same a rtic le  Mrs. Read quotes an unidentified source (presumably F ie ld ) re­

garding the exhib itions at Ardsley Studios:

Their primary object is the same as that of the exhibitions of the 
Society o f Independent A rtists. It is to enable liv in g  artists to 
appeal d ire c tly  to the people.7

Thus, the exhibitions organized by Field and those presented by the Society of 

Independent Artists shared the same general purpose and some of the same par­

tic ipants. Among the many exhibitors at Ardsley Studios were Morton Scham- 

berg and A lbert G leizes, two of the Society's founders, as w e ll as John Sloan, 

its president from 1918 to 1944.8

W hile  Field exhibited in the first Independents show in 1917, his 

o ffic ia l relationship w ith  that society appears to have been most dynamic during 

the years 1918-1919. He was elected to the Independents' board o f directors 

each year between 1918 and 1922, and acted as recording secretary between 

1918 and 1920.9 He also served on a number of committees selected to fa c il­

ita te the function ing o f the society. These included the hanging committee,10 

the membership committee, and the pub lic ity  committee.11 During his term as 

director, Field submitted entries to the society's annual exh ib itions.13 He 

frequently purchased advertising space in the Independents' catalogue, probably 

for the dual purpose o f supporting the society's publications and of furthering
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his own interests at Ardsley Studios, the Thurnscoe School o f Modern Art, and 

The Arts magazine /  3

By M arch, 1920, Field had p u b lic ly  introduced the issue which would 

u ltim ate ly result in his resignation from the Society of Independent Artists and 

his subsequent founding of a new exh ib ition  organization, the Salons of Am erica. 

W riting in the Brooklyn D a ily Eagle, Field reminded the society o f "its p r in c i­

ple of g iving every artist equal oppo rtun ity ."14 He asserted that the Independ­

ents were no longer adhering to this p rinc ip le  in the administration of the ir 

p u b lic ity . He objected to the amount of p u b lic ity  given to the older, established 

artists and, pa rticu la rly , to the copy devoted to W alter Pach, the society's 

treasurer, and, "the moving sp irit of the society's p u b lic ity ."15

Field's condemnation of W alter Pach had begun as a question of

princip le ; it q u ick ly  degenerated in to a personal dispute: Hamilton Easter Field

versus W alter Pach. Pach answered his accusations in a statement which also

appeared in the March 14, 1920, Brooklyn D a ily  Eagle:

M r. Field is appearing in the role o fc r i t ic iz in g  the work of his own 
department, as he is not only a d irector o f the society, but also a 
member of the p u b lic ity  committee . . . .  The work o f this [p u b lic ­
i t y ]  agent is subject to M r. Field's revision as a member of the 
c o m m itte e /0

Field replied to Pach one week la te r. First, he announced that he had resigned 

from the p u b lic ity  committee in January, 1 9 2 0 /7 Secondly, he enumerated his 

specific complaints against Pach. These included Pach's re jection of a fe llow  

director's offer to serve as the society's p u b lic ity  agent and the subsequent hiring 

of Miss Bella Cohen. He also objected to a le tte r printed in the American A rt 

News on December 27, 1919, which carried Pach's signature in an overly con­

spicuous manner. Field questioned the newspaper headlines which proclaimed 

W alter Pach's opinions about the Society of Independent Artists and his role in 

the ac tiv ities  of the society. He mentioned a long a rtic le  w ritten by Pach 

entitled "Reducing the High Cost of A r t , "  which had urged a ll artists to lower
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the prices of the ir work. Field concluded w ith Pach's most recent offense. Miss 

Bella Cohen had sent a le tte r to the art editor of the New York World in which 

she had suggested the names of some fo rty -fiv e  Independents "whom it  would 

be well to 'fea ture ' in the paper."'1' 8 According to Field, Pach had been 

described in this le tte r as "a leader in the modern art movement, a w e ll-know n 

w rite r on art, a 'b rie f ta lker, a good man to in te rv ie w .'"19 Field was outraged 

at this obvious favoritism , which, for him, was equivalent to the awarding o f 

prizes. In the January, 1921, issue of The Arts he wrote that "the ch ie f value 

of the prize is the p u b lic ity  attached to i t .  The Society gives p u b lic ity  i f  it  

does not give p rizes ."20 Field's dispute w ith  W alter Pach remained unresolved 

throughout 1920, but i t  was obvious that he would not perm it the issue to be 

fo rgo tten .

In the spring o f 1921, Field and those who opposed Pach as treasurer 

succeeded in e lecting George F. O f in his p lace. John Sloan, exercising his 

power as president of the society, then appointed W alter Pach and his supporters 

to the powerful financ ia l committee. As Field himself wrote: "We had p o lite ly  

shown Pach out o f the front door but Sloan le t him in the back door and Pach 

& Co. were in control o f the Society . . . ."21 N e ither side o f the p u b lic ity  

dispute seemed w ill in g  to compromise. Field simply waited for a situation which 

would a llow  him to  drive W alter Pach from his position of power in the Society 

of Independent A rtists.

Field's opportunity to confront Pach came in 1922 when Gaston 

Lachaise resigned from the socie ty. Lachaise's statement o f resignation was 

read before the directors on February 8, 1922. Like F ie ld , Lachaise had been 

angered by the society's p u b lic ity  po licy , but a particu lar inc ident had tr ig ­

gered his resignation. The society's press agent had given Frank Crowninshield, 

editor of Vanity  Fair, photographs of the work o f only four artists, rather than 

a ll those that were ava ila b le .22 This new incident was another example o f the 

favoritism against which Field had been campaigning. In an a rtic le  in The Arts,
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Field immediately interpreted “ Lachaise's resignation as but one more event in 

a long series showing how much Pach is distrusted by those who come in to  con­

tact w ith  h im ."2° On February 24, 1922, the New York Times reported that 

" it  was suggested that something might be done to d iscip line M r. Field . . . "  

for his comments in The Arts.84 Two days later Field himself predicted a great 

co n flic t w ith in  the society as a result o f the sculptor's resignation.25

It was probably at this time that Field distributed a c ircu la r to the 

other independents. In this c ircu la r he made a series of demands regarding the 

society's directors, officers, reports, exhib itions, and p u b lic ity . He suggested 

that w h ile  the names of the directors could be announced to the press, those of 

the officers should not be disclosed. He proposed that neither the directors' 

nor the o fficers ' names should be printed in the organization's letterheads or 

catalogues, and he called for the abo lition  of the advisory board. He further 

suggested that the society publish its minutes. Field maintained that although 

the society's annual exhibitions should be managed by experienced men, the 

hanging of each ind iv idua l room in the exh ib it should be completed by those 

whose pictures were to be hung in that room.26 Field added the fo llow ing  post­

script to his list of demands:

Personally 1 have no fa u lt to find w ith  this year's management. The 
officers are en tire ly  disinterested and the criticism  which has been 
made seems to me unfounded. The changes suggested would however 
forestall future critic ism , would give every member the p riv ilege  of 
aid ing in the hanging and would keep the members informed of the 
doings of the society whether they attend the meetings or not.27

Field's comments appear to be directed at a reconcilia tion  w ith  his fe llow  Inde­

pendents and the ir officers.

On March 5, 1922, the c o n flic t between Field and the leadership of 

the Society o f Independent Artists became more intense. A  contemporary news­

paper account describes a d irectors' meeting at which "John Sloan, president 

of the organ ization, led the a ttack on M r. Field, in which he was joined by 

several other members."28 Field himself described this tw o-and-one-ha lf hour
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encounter w ith  Sloan in the Brooklyn D a ily Eagle/* 3 Both men held strong 

viewpoints regarding Pach, p u b lic ity , and the v a lid ity  of Lachaise's resig­

nation over the p u b lic ity  issue. As in the past, the controversy centered 

around W alter Pach. W hile Field described John Sloan as "e ffic ie n t, earnest, 

[a n d ] u n tir in g " in his efforts for the independents, he commented that:

I voted for John Sloan for president. I regret it  because i t  has 
meant that Pach was named to the committees which control the 
administration o f the Society.30

For two years John Sloan had consistently enhanced W alter Pach's power while

Field had been trying to hold it  in check.

Hamilton Easter Field's le tte r of resignation from the Society o f Inde­

pendent Artists suggests both the intensity of the last meeting he attended as a 

d irector of the society and the general confusion which surrounded the issues 

discussed a t that meeting:

I hereby tender my resignation as Director of the Society o f Independ­
ent Artists and also as a member. You must appreciate that no other 
course is possible after yesterday's meeting of the board. M y charges 
against W aiter Pach in The Arts were so twisted out of shape that they 
were interpreted as an a ttack on his financia l in te g rity . M y be lie f 
is that he was an honest treasurer. I have accused M r. Pach of using 
his position as a member o f the Public ity committee two years ago to 
push himself forward and I gave fu ll proof of the truth o f my accusa­
tions. Year after year W alter Pach has been a member o f the 
Public ity Committee appointed by M r. Sloan. In reappointing him 
this year M r. Sloan has precip itated the present cris is.31

Field had thus resigned from the organization which he considered "one of the

most important elements in the art life  of Am erica ."32 Having found fau lt w ith

New York's most progressive exh ib ition  organization, Field would provide an

a lte rna tive  for the young modernists whose cause he had been supporting.

W ith in  a few hours o f his resignation from the Society of Independ­

ent Artists, he proposed a new exh ib ition  organization to a dozen members of 

the Independents. They indicated the ir approval and he began to formulate 

plans for his Salons of Am erica.33 However, i f  is important to note that as
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early as March 12, 1922, Field asserted that "the new society" was not a

competitor of the Society of independent Artists, but, rather, an organization

which would serve the goals of the Independents. He wrote:

There is no use of our trying to cut each other's throats and if  the 
new society is formed the dates of its shows w ill not coincide w ith  
those o f the present organization. A ll o f are agreed in this 
po in t.0-'

Thus, w h ile  the Salons of America was an outgrowth of Field's two-year dispute 

w ith  W alter Pach and the pu b lic ity  committee of the Society of Independent 

A rtists, his efforts can hardly be interpreted as a reprisal against the Independent 

movement in which he had been an active  partic ipant for at least the past four 

years.

Field apparently so lic ited the cooperation of his many friends and 

associates in an effort to establish Salons of America as a v ita l exh ib ition  organ­

iza tion . It was to be directed by fo rty  men. By March 20, 1922, th ir ty  of 

these men had been selected, and, o f these th ir ty , twenty-tw o gathered at the 

Field residence at 106 Columbia Heights "for the purpose of organizing the 

so c ie ty ."00 The directors decided to lim it membership to two hundred and f if ty  

artists, each of whom would pay an in itia tio n  fee of four do lla rs. O fficers were 

elected and committees were set up .°° Hamilton Easter Field was selected as 

the organization's first president.

Field was certa in ly  the undisputed leader of the Salons of Am erica. 

Even before the Salons' March 20th meeting, he had determined the number of 

directors to be selected and had chosen the artists who were to be invited to 

jo in this d irectora te .37 He had decided that the Salons of America would 

sponsor two annual exhibitions, one on the fa ll,  and another in the spring. The 

group's slogan reflected his philosophy: "open to a ll;  equal chance for a ll ."3B

Throughout the spring of 1922, Field and the organizations in which 

he played an active  role became increasingly rad ica l, in addition to the Salons 

of America's rebellion against the Society of Independent Artists, this rising
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sp irit o f defiance can be observed in the ac tiv ities  of the Brooklyn Society of 

Artists, o f which Field was president, and in the organization o f the Modern 

Artists of America, of which he was an important member.39 The Brooklyn 

Society o f Artists, normally a re la tive ly  conservative group, became involved 

in a dispute w ith  a Professor Perry, who was to help organize and select work 

for the group's annual exh ib ition . The Brooklyn Society decided that his taste 

was en tire ly  too retardataire and subsequently changed the location of their 

show to the Brooklyn Museum.40 There can be l i t t le  doubt that Field was a 

m otivating force behind this move. The Modern Artists of America had organ­

ized as a group and had planned its firs t exh ib ition at much the same time that 

Field was embroiled in his struggle against some of the officers o f the Independ­

ents. The Modern Artists of America advertised the ir ac tiv ities  in The Arts, 

describing themselves as "the big radical group," and announcing that their 

exh ib ition would be held at the Brummer G allery between A p ril 1 and 30,

1922 41

Field's commitment to the ac tiv ities  of these three organizations —

the Salons of Am erica, the Brooklyn Society of Artists, and the Modern Artists

of America — suggests that his career was moving in an even more dynamic

d irec tion . However, we can but speculate on this d irec tion . On A p ril 9, 1922

Hamilton Easter F ield, always in de lica te  health, died o f pneumonia in his

home at 106 Columbia Heights, Brooklyn.42 His doctor and cousin, Dr. W illiam

Hinrichs Field, described his illness:

. . .  I was called to see H. It was evident that he had pneumonia 
and was in serious condition . . . .  I immediately asked my chief 
Dr. John E. Jennings in consultation. This was long before a n t i-  
b io tics . H .'s kidney's shutdown and shortly his heart also in spite 
of anything we could do."10

A b rie f but dazzling career had been brought to a sudden end; the impact of

Field's contribution to the New York art world would, however, endure.

Even a fte r his death, Field's philosophy dominated the Salons of Ame 

ica . On May 28, 1922, the New York Times reported that:
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The Salons of America, the new Brooklyn Society inaugurated by 
the late Hamilton Easter Field sends out an announcement to the 
pub lic  that fu ll arrangements have been made by M r. F ie ld , and 
that his p rinc ip le  of an equal chance for a ll w ill be adhered to .44.

Having suffered a setback as a result of the death of the ir president, the mem­

bers continued to organize their new society throughout 1922.4,0 One thousand 

visitors attended the opening o f the Salons' firs t exhib ition in M ay, 1923, at 

the American Galleries.**0 This success peristed as the Salons were held each 

spring a t the Anderson G a lle ry .47 They appear to have been popular un til 

the ir inexp licab le  term ination a fte r the 1936 exh ib ition .48

In 1929, a group of artists a llie d  w ith  the Salons o f Am erica, estab­

lished the Hamilton Easter Field A rt Foundation Collection in honor of the ir 

deceased leader. The purpose of this co lle c tio n , which was u ltim a te ly  housed 

in the Barn G a lle ry  in Ogunquit, M aine, was to buy painting and sculpture 

from unknown artists v/ho deserved recogn ition.43 The Hamilton Easter Field 

A rt Foundation C o llection  is ce rta in ly  a f it t in g  memorial to a man who dedicated 

his life  to the support and promotion of modern art in Am erica.
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The Modern Artists of America had been organized in the spring of 1922. 
Its officers were: Henry Fitch Taylor, president; Bernard Gussow, chairman; 
George F. O f, treasurer; and, Wood G aylor, secretary. The group held their 
firs t and, apparently, only exh ib ition  at Joseph Brummer's G a lle ry  between 
A p ril 1 and 30, 1922. Seventy-three works were exhibited by members who 
included: Ben Benn, Thomas H. Benton, Horace Brodsky, Homer Boss, Louis 
Bouche, A lexander Brook, Paul Burlin, Frank Burty, G lenn O . Coleman, E. E. 
Cummings, Thomas J. Craven, James H. Daugherty, Andrew Dasburg, Stuart 
Davis, Preston Dickinson, Hunt D iedrich, Edward Fiske, A lfred Frueh, Hamilton 
Easter F ie ld, Wood G aylor, Edwin Booth Grossman, Bernard Gussow, Samuel 
Halpert, C. Bertram Hartman, Bernard K arfio l, Morris Kanton, Yasuo Kuniyoshi, 
Gaston Lachaise, Robert Laurent, Gus Mager, A . H. Maurer, Elie Nadelman,
K. H. M ille r ,  George F. O f, John Pandick, Hugo Robus, Joseph Stella,
Florine Stettheimer, Henry Fitch Taylor, Abraham W alkow itz , Max Weber, 
W illiam  Yarrow, M arguerite and W illiam  Zorach. Like the Salons of America, 
the Modern Artists of America appealed to the New York avant-garde artists 
and helped to satisfy the ir need for exhib ition space. It is interesting to note 
that the Modern Artists o f America included many of the dissident Independents 
who were involved in the establishment of the Salons of America at about the 
same time. (C f . ,  footnotes 35, 39 and 40; Samuel Wood G aylor, Reminiscences 
o f an Early A rt Career, unpublished typescript, D-160, Archives of American 
A rt, Washington, D. C.

The Brooklyn Society of Artists and the Brooklyn Water Color Club appear 
to have been more conservative in aim and membership. The Brooklyn Society 
of Artists held its "firs t annual exh ib itio n " a t the Pouch G alle ry  in Brooklyn in 
January, 1918. When the Brooklyn Daily Eagle announced the organization of 
this exh ib ition  in its December 30, 1917 issue, i t  was reported that after the 
Brooklyn Society of Artists meeting, "Hamilton Easter Field would entertain the 
S oc ie ty ." ("B rooklyn Society of Artists to Exhibit a t Pouch M ansion," Brooklyn 
D a ily  Eagle. December 30, 1917, p. 3. ) In 1918, Field is listed as being on 
the Board o f Governors in the society's exh ib ition  catalogue. In 1919, he was 
made corresponding secretary, a post which he held u n til at least 1921 . ( Brook­
lyn Society o f Artists Exhibition Catalogues. 1918-1920; "A rt Notes," The Arts,
I (January, 1921 ), p . 5 4 .)  The Brooklyn Society of Artists frequently met at 
Field's house on Columbia Heights and, in 1921, he was elected president of the

-  56 -

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-  57 -

organ ization . ( “ Brooklyn Society of Artits Enthusiastic Over Its Progress," 
Brooklyn D a ily  Eagle, March 2, 1919, p. 11; “Brooklyn Painters, Sculptors and 
Etchers," Brooklyn Daily Eagle, December 18, 1921, p. 7 .)  Field's liberal 
in fluence on the organization can be seen in a reform it  adopted in a meeting 
at his home in December, 1919: "The reform is one which guarantees to every 
member equal rights ar the exhibitions, e ither an equal number of pictures or an 
equal amount of wall space, the number or amount to be determined by the 
Board of Governors. The Jury of Selection has been abolished and in its place 
is a Hanging Committee, chosen d irec tly  by the members themselves." ( Brook­
lyn D a ily  Eagle, December 21, 1919, p. 7 .)

In November, 1919, Field announced the founding of the Brooklyn Water 
Color Club, stating "the constitution J t j  adopted is em inently democratic and 
the future of the society would seem to be most prom ising." O fficers and members 
included: P. Irving Ballou, Bertha E. Baxter, Dee Beebe, W illiam  J. Boylan, 
Alexander P. Couara', W illiam  Leslie Crump, M aurice G . Du Bonnet, Frederic 
K. D e tw ille r, Joseph Dushinsky, Benjamin Eggleston, W alter Farndon, Hamilton 
Easter Field, A lexander R. Harris, A .M .  Hopfmuiler, Harry Hering, W hitney 
M . Hubbard, Katherine A . Hulbert, Harry A . Lambert, M ary Langtry, Owen 
M erton, Louise M ansfie ld, M ary S. Merciless, A lbe rt A . Munro, Joseph New­
man, Howard Notman, W illiam  A . Purdy, Samuel Rothbort, Thomas W . Shields, 
W illiam  E. Spader, M ary Spencer, Clara Stroud, Beulah E. Stevenson, Lewis 
P. Skidmore, Herbert B. Tschudy, Edmond W e ill,  Belle W hite, W .C . L. W hite. 
(Ham ilton E. Field, "Brooklyn Water Color C lu b ," Brooklyn D a ily Eagle, 
November 9, 1919, p. 4 .)  Like the Brooklyn Society o f Artists, the Brooklyn 
Water Color Club held the ir meetings in Field's house. He was a member of the 
Board of Directors in 1920 and 1921 . ("Brooklyn W ater Color C lub ," Brooklyn 
D a ily Eagle, November 9, 1919, p. 4; "Brooklyn W afer Color C lub ," The Arts,
1 (A p r il,  1921), p. 38; Brooklyn Wafer Color Club Exhibition Catalogue, Brook­
lyn, N . Y . ,  1920; "A rt Notes," Brooklyn D a ily Eage, March 28, 1920, p. 10; 
A p ril 3 , 1 921, p. 8 .)

2
Hamilton E. F ie ld , "Comment on the A rts ,"  The Arts, I (January, 1921 ),

p. 36.

3
W illiam  I. Homer, Robert Henri and His C irc le  (Ithaca, 1969), p. 169; 

Notes, Delaware A rt Center, John Sloan Archives, Society of Independent 
Artists F ile . The date o f Field's first o ffic ia l pa rtic ipa tion  in the Society o f 
Independent Artists can be dated as 1917, at which time he is listed in the 
society's exh ib ition  catalogue. However, Field may have been involved w ith  
some o f the Independents on a more informal basis as early  as 1916, as suggested 
by Mrs. Helen Appleton Read's a rtic le , "Summer Show by Independents Arrives 
on Columbia Heights," which appeared in the Brooklyn D a ily  Eagle on May 12, 
1918: "During the w in ter of 1916, it  w ill be remembered a series of important 
exhib itions were held there [Ardsley Studios], inc lud ing  men who, although at
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that- time not d e fin ite ly  a llied  w ith the Independents, were nevertheless inde­
pendent in sp irit, many of whom have since a llie d  themselves w ith  that soc ie ty ."

4An explanation of the Society of independent A rtis ts ' motto and philos­
ophy appears in "Foreword," Catalogue of the First Annual Exhibition of The 
Society of Independent Artists, New York, 1917, no pagination.

5
The exh ib ition  catalogues of the independents featured an annual mem­

bership address lis t, which may indicate the number of young artists who resided 
w ith  Field at 106 Columbia Heights and who rented liv in g  or working space a t 
110 Columbia Heights:

1917 Thomas S. Carsons 106 Columbia Heights
1919-1921 Robert Laurent 106 Columbia Heights

1920 Charles Keene 106 Columbia Heights
1920-1921 Yasuo Kuniyoshi 110 Columbia Heights

1920 Thomas Herbert Smith 110 Columbia Heights
1921 Katherine Schmidt

(Kuniyoshi) 110 Columbia Heights
1921 Stefan Hirsch 106 Columbia Heights

( Catalogues of the F irst-F ifth  Annual Exhibitions o f the Society of Independent 
A rtis ts , New York, 1917-1921.)

^Helen Appleton Read, "Summer Show by Independent Artists Arrives on 
Columbia Heights," Brooklyn Daily Eagle, May 12, 1918, p . 6.

^Ibid.
o

C f.,  Chapter 11.

9Catalogues of the First-Sixth Annual Exhibitions o f the Society of Inde­
pendent A rtis ts , New York, 1917-1922. In January, 1 920, Field became i l l  
and at that time resigned from both the p u b lic ity  and membership committees. 
Perhaps he also resigned as recording secretary at this tim e. A t any rate, the 
position of recording secretary ceases to appear on the Society of Independent 
Artists letterhead after 1920, suggesting another explanation for the fact that 
Field no longer held the position, i . e . ,  that the o ffice  no longer existed. 
(Ham ilton E. F ie ld, "An Answer to W alter Pach," Brooklyn Daily Eagle, March 
21, 1920, p. 8 .)

^H a m ilto n  E. Field, "Society of Independent Artists at the W aldorf," 
Brooklyn D a ily  Eagle, March 30, 1 919, p. 4 .

^H a m ilto n  E. F ie ld, "An Answer to W alter Pach," Brooklyn D a ily  Eagle, 
March 21, 1920, p. 8.
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i 2
Field exhibited the fo llow ing pointings: in 1917, ^26. " In te rio r,"  ^27. 

"Landscape;" in 1913, ^252. "A Dog, Two Chairs," ^253. "Pineapples, 
Oranges, Lemons;" in 1919, 1S 9. "S till L ife ,"  ^190. "Uncle W illiam 's
C lock ;" in 1920, ;,,238. "C larence," ^239. "Landscape;" in 1921, ^293, 
"Landscape," ",294. “ Portra it;" in 1922, ^215a. " In te r io r,"  ^ 2 l5 b . "Land­
scape." ( Catalogues of the F irst-S ixth Annual Exhibitions of the Society of 
Independent Artists, New York, 1917-1922.)

13 ,
Field is listed as an advertiser in the Society of Independent A rtis ts ' 

"Statement of C ond ition ," under "Accounts Receivable," A p ril 8, 1920, and 
under "Schedule ^1, Due from Advertisers, 1920," April 15, 1921. (Delaware 
A rt Center, John Sloan Archives, Society of Independent Artists F ile .) Adver­
tisements for the Thurnscoe School of A rt appear between 1918 and 1920, 
inclusive, in the Independents' exh ib ition  catalogues. An advertisement for 
The Arts is printed in the 1922 catalogue. Field seems to have phrased these 
advertisements in order to appeal ro his fe llow  members of the Society o f Inde­
pendent A rtists. For example, Ardsiey Studios is described as "a school in fu ll 
sympathy w ith  aims of the Society of Independent Artists." ( Catalogue of the 
Second Annual Exhibition of the Society of Independent Artists. New York,
1918.

14
Hamilton E. Field, "The Opening of the independent Show," Brooklyn 

D a ily  Eagle, March 14, 1920, p. 7.

1 5 .
Field printed a lis t of artists who had been given preferential treatm ent. 

They included Childe Hassam, M aurice Prendergast, Gaston Lachaise, W illiam  
Glackens, Robert Henri, A lfred  M aurer, Eugene Speicher, W alter Pach, George 
Bellows, "and others." ( ib id . )

^W alter Pach was able to cnswer Field's accusations in the same issue of 
the Brooklyn Daily Eagle in which they were printed because he was shown a 
copy of Field's statement prior to its pub lica tion . ("M r. Pach Replies to M r. 
F ie ld ," Brooklyn D a ily  Eagle, March 14, 1920, p. 7 .)

^Fie ld attributed his resignation to illness. (Hamilton E. Field, "An 
Answer to W alter Pach," Brooklyn D a ily  Eagle, Miarch 21, 1920, p . 8 .)  How­
ever, in the January, 1920 issue of The Arts, Field presented a d iffe ren t account 
o f his resignation from the p u b lic ity  committee. He wrote that "w ith Pach on 
the committee the work entailed to keep things straight would have been more 
than I could possibly done so I asked to be excused."  ( Hamilton E. F ie ld, 
"Comment on the A rts ," The Arts, II (January, 1922), p. 234.)

18
Hamilton E. Field, "An Answer to W alter Pach," Brooklyn D a ily  

Eagle, March 21, 1920, p. 8 .
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20
Hamilton E. F ield, "Comment on the A rts ," The Arts, I (January,

1921 ), pp. 37-8 .

21
Hamilton E. Field, "Comment on the A rts ," The Arts, II (January, 

1922), p . 234.

22
Hamilton E. F ield, "A Hectic W eek," Brooklyn D a ily Eagle, March 12,

1922, p. 5.

23 Field discussed the entire Lachaise dispute in the January, 1922, issue 
of The A rts . However, since the magazine was behind schedule in pub lica tion , 
i t  contained some of February's news. (Ham ilton E. Field, "Comment on the 
A rts ,"  The Arts, II (January, 1922), p . 234.)

24
"Artists Squabble on Eve o f Show." New York Times, February 24,

1922, p. 14.
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documentary evidence suggests that this event took place in March, 1922.
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Chapter V i

THE ESSENCE OF FIELD'S CONTRIBUTION

W hile the various facets of Hamilton Easter Field's career as a jour­

nalist, painter, dealer, leader of art organizations, and teacher are important, 

a summation of these facets does not adequately describe his unique position in 

the history of American art during the decade fo llow ing  the Armory Show. His 

complex contribution must be viewed in terms of his personal relationships w ith  

artists, ga lle ry owners, and collectors. Because these relationships were so 

varied in depth and in character, and because his sphere of in fluence was so 

broad, if  is d if f ic u lt  to generalize about Field's impact on his many proteges 

and associates. However, an analysis of a lim ited number of specific relation­

ships may serve to illum inate  the essence of his ind iv idua l contribu tion .

Field's home in Brooklyn and his property in M aine became the focal 

point for a group o f young, struggling artists who were attracted by his person­

a lity  and the assistance he offered them. W hile his friendship w ith  Robert 

Laurent is well known,1 he also played a pa rticu la rly  important role in the 

careers o f M aurice Sterne, Bernard Karfio l, Yasuo Kuniyoshi, Stefan Hirsch, 

and Wood G aylor.

Field and AAaurice Sterne (1878-1957) had firs t met in 1907 when 

they both rented a studio space on the Via Margutfa in Rome. He purchased 

Sterne's work,3 wrote the catalogue for an exh ib ition  of Sterne's work at the 

Berlin Photographic G a lle ry ,4 and helped finance Sterne's trip  to Bali in 1912.6 

Sterne wrote to him frequently from Bali, describing his impression of the 

natives0 and inquiring about his former student, Robert Laurent.7 In 1915 or
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1916, Sterne spent the summer a t Field's home in Ogunquit drawing the Maine

landscape.8 In 1922, he wrote of his deceased friend:

. . .  I have known Field for about fifteen years and it  is wonder­
ful to see how he has developed. Natures lik e  Field's evolve 
slow ly, for it  takes time to assimilate the heritage of ages. What 
a p ity  that just when his sphere of in fluence was growing he 
should have passed from our m idst.9

Like most of the young modernists in Field's c irc le , Sterne brought his friends

to the house on Columbia Heights; i t  was in this way that Jules Pascin met Field

and Robert Laurent.10

Field firs t saw the work of Bernard Karfiol (1886-1952) at the 

Armory Show11 and soon invited the artist to his home.12 He acted as Karfio l's 

agent, bringing his paintings to such galleries as Montross in an attempt to 

advance his reputa tion .13 He purchased at least two o f Karfio l's  canvases for 

his own co lle c tio n .14 He organized an exh ib ition  o f Karfio l's  o il paintings at 

Ardsley Studiosx° and invited Karfiol to Ogunquit, where the artist la ter b u ilt 

his own home on Pine H ill.*0

The c irc le  of artists around Field was constantly expanding. He sup­

ported Yasuo Kuniyoshi (1893-1953), whose work was exhib ited at Ardsley 

Studios in 1919.17 In that year, when Kuniyoshi married the artist Katherine 

Schmidt, he offered them a studio in Ogunquit and an apartment in Brooklyn 

ren t-free .18 Stefan Hirsch (1886-1952) also lived in the Field apartments and 

spent time in the Ogunquit school •19 Wood Gaylor met Field and Laurent 

during a sale of Japanese prints a t the American A rt G alleries and later went to 

the house on Columbia Heights where he purchased some prints from their c o l­

le c tion . Gaylor became a part o f the dynamic c irc le  of artists around F ield, 

jo in ing in some of the ir a c tiv itie s .20 Kuniyoshi, Hirsch, and Gaylor were a ll 

involved in the organization of the Salons of America in 1922.31

Field gave assistance to artists outside of his immediate c irc le  of 

friends and proteges. He helped several of the artists associated w ith  A lfred
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Stieg litz 's  ga ile ry , "291," o ffering financ ia l and moral support to M ax Weber

as early as 1911.23 As Weber himself wrote in 1922:

I can never forget  w ith what sweetness o f sp irit and encourage­
ment he came over to my l i t t le  studio over a decade ago to te ll 
me that he appreciated my work and showed his appreciation 
in a practica l way by acquiring some of my work at a time when 
it  was derided and maligned by the academic snobs and c r it ic s .33

Weber's work was included in the exhib itions held at Ardsley Studios, as was

the work o f John M a rin ,3"1 Arthur Dove, A lfred  Maurer, Charles Demuth,

Marsden Hartley, and Abraham W a lko w itz .33 Hartley and W alkow itz each

spent time in Field's home or school in O gunqu it.36 During Field's fa ta l illness

A lfred  S tie g litz  acknowledged his role in American art by w riting  to Robert

Laurent:

I was told that M r. Field is c r it ic a l ly  i l l  — 1 do hope he is on the 
mend — So does Miss O 'K ee ffe . And a ll my friends.— Field is 
needed. — I w rite  to you so that you may convey our message to 
him when you feel if may be tim e ly .

F ield 's relationships w ith  the artists of the younger generation were 

at times fragmentary, inconsistent, or m isdirected. He suddenly appeared in 

the studio o f M arguerite and W illiam  Zorach in 1916. As Zorach describes the 

incident:

One day I was told of a big co lle c to r, a M r. Hamilton Easter 
F ie ld, who was very much interested in our work, and wanted 
to come over and see us. We were a ll excited and hopeful. A 
large gentleman came up our stairs, a market basket on his arm, 
and a young fe llow  w ith him. It was M r. F ie ld , and the young 
fe llow  was Robert Laurent. ‘ I was doing my weekly shopping at 
Fulton M arket and thought I'd  run in and see your work . . . . '
Field never bought any o f our art but he did le t us live  on a farm 
of his in the W hite Mountains where we had a wonderful summer.28

Kind as F ield's gesture might appear, a fte r the Zorachs were settled on this farm,

they qu ick ly  discovered that the ir patron had promised the farm to a second

coup le .29 W alt Kuhn's reaction to Field had been ambivalent from the time of

the ir first encounter in Ogunquit in 1911 .30 Kuhn's a ttitude  suggests that not
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a ll o f Field's acquaintances were as enthusiastic about him as Laurent, Sterne,

and Weber were. Kuhn wrote to his w ife :

Had supper w ith  Field last n igh t. Have him pretty well doped 
out I The only trouble w ith  him is that he's a tightwad in some 
ways but he w ill turn out very useful, don 't quite know yet in 
which way, but it's  there.31

There can be l i t t le  doubt that Field was a t times manipulated by the 

artists he assisted; however, Field himself could be d if f ic u lt  to handle. For 

example, he suddenly decided to charge rent to the Kuniyoshis, announcing that 

another artist had made a financ ia l offer for the ir liv in g  area and that he could 

hardly refuse the extra cash.3*1 He offered to waive the summer tu ition  fee at 

his Ogunquit school for a number o f artists, and then charged them for the art 

supplies which they needed.33

Field was a fam ilia r figure to the leaders o f the New York art world. 

He knew Robert Henri and Arthur B. Davies, two of the major forces in Ameri­

can art during the firs t two decades of the twentieth century.34 He was a 

personal friend of such art dealers as M artin  Birnbaum of the Berlin Photographic 

G a lle ry , and Scott and Fowles; Joseph Brummer, who sold antique art; and 

R. J . Coady, editor of The Soil and owner of the Washington Square G a lle ry .35 

Stephan Bourgeois described Field's relationship to the New York dealers:

. . . Lhe] enlarged his a c tiv itie s  and opened his house to young 
talents who were struggling for the ir place before the eyes of the 
pub lic . He carried consequently this side of his work in to the 
w e ll-know n galleries of New York.00

Bourgeois' statement is supported by Field's efforts to find a pub lic forum for the

work o f Bernard Karfiol and Edward Kramer.37

Field's involvement in the art world was not lim ited to the New York 

lo ca lity ; he also associated w ith  in te rna tiona lly  active dealers and co llectors.

He visited Bernard Berenson's F lorentine v il la  and corresponded w ith  the famous 

connoisseur.38 He entertained Leo Stein a t his Brooklyn home.39 Field and his 

friend Roger Fry exchanged ideas about art c ritic ism .40 He was friend ly  w ith
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August F. Jaccaci, the naturalized American w rite r and co lle c to r.41 There 

seemed to be no end to the extent and varie ty o f his associations.

Field offered the young artists o f the second decade of the twentie th 

century instruction, c r it ic a l comment, financia l a id , and moral support. He 

shared w ith  them and the public his ga lle ry , his studio, and his co lle c tio n . He 

opened his home as a refuge and a forum. Field's death in A p ril,  1922, ended 

his b rie f but in fluen tia l career. However, his contribution to the New York art 

world would endure. Those artists he had taught in O gunquit, those whose 

work he had exhib ited at Ardsley Studios or defended in The Arts, those whose 

careers he had advanced in any o f a dozen d iffe ren t ways, would rise to posi­

tions o f prominence during the 1920's and 1930's. Robert Laurent continued 

the Ogunquit School of Painting and Sculpture, which remained open until 

recent years. The buildings that had housed Ardsley Studios in Brooklyn con­

tinued to be a center for artis tic  a c t iv ity  fo r the next twenty years, becoming 

the favorite  haunt o f artists like  Jules Pascin and lite ra ry  figures like  John Dos 

Passos. Forbes Watson revived Field's magazine, The Arts, in January, 1923, 

w ith  the financ ia l backing o f Gertrude Vanderbilt W hitney. The Arts, like  the 

Salons o f Am erica, prospered until the depression forced its demise. Successful 

as Field's many proteges and projects were, they a ll suffered the loss o f his 

leadership and inspiration, for, un til his death, Hamilton Easter Field was one 

of the most dynamic and in fluen tia l leaders on the American art scene.
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