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 DREISER'S THE "GENIUS" AND EVERETT SHINN,
 THE "ASH-CAN" PAINTER

 BY JOSEPH J. KWIAT

 I

 DURING the period in which Theodore Dreiser wrote his first five
 novels, Sister Carrie, Jennie Gerhardt, The Financier, The Titan,

 and The "Genius," the novelist indicated a particularly strong interest in
 those American painters who interpreted the city scene. And it was the
 so-called New York Realists-Robert Henri, John Sloan, William J.
 Glackens, George Luks, and Everett Shinn-who made the greatest
 appeal to him from approximately 1899 to 1915.1 Several reasons may
 be suggested for Dreiser's sympathy for this particular group of painters.
 First, the newspaper and magazine careers of the artists, with the excep-
 tion of Henri, closely paralleled Dreiser's own career; and both Dreiser
 and the graphic artists eventually utilized this common background for
 their more ambitious work as novelist and as painter. Second, with
 Henri leading the attack, the group of painters emerged as the most ag-
 gressive force in the artistic revolt against the domination of the tradi-
 tion-bound National Academy when they became known as the notorious
 "Ash-Can school" and "apostles of ugliness" soon after the turn of the
 century. Dreiser, of course, served a similar function in his challenge to
 the Genteel Tradition, the literary equivalent of the Academy in the
 United States. Third, the Ash-Can painters not only believed, as Dreiser
 did, that an artist must be an honest and truthful recorder and inter-
 preter of the life he saw and knew, but it was in their depiction of these
 "truths" of city life, its violence and brutality and its beauty, that their
 relationship to Dreiser is most clearly seen.

 Dreiser was in a strategic position to exploit his interest in the artistic
 portrayal of the city when he edited Broadway Magazine from 1906 to
 1907 and, for a time, also wrote a column. This column, "The Month in
 New York," closely paralleled the subject matter that captured the in-
 terest of the Ash-Can artists. Dreiser, however, also took pains to call to
 the attention of his readers what he considered to be the significance of
 these particular painters of the New York scene. Using Henri as the
 center for his discussion, he wrote:

 New York has a painter whose work is found in almost every gallery and salon
 in Europe, whose name is respected in every Continental studio, and who, in

 1 The significance of Dreiser's relationship to these and other artists is discussed in
 greater detail in my article, "Dreiser and the Graphic Artist," American Quarterly, m
 (Summer 1951), 127-141.
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 spite of this, is scarcely known in his own city and country by what has been
 kindly termed "the people at large."

 But if New York does not know Robert Henri the reverse cannot be said.

 Henri does know his New York and he has a school of followers who go with
 him to the tenements and alleyways to paint-Glackens, Sloan, Shinn, to name
 a few of them. "New York is better than Paris for artists," says Henri; and
 "Stop studying water pitchers and bananas and paint every day New York life
 -a Hester Street pushcart is a better subject than a Dutch windmill."

 But Dreiser's greater interest in Everett Shinn, of all the Ash-Can
 painters, gradually emerges. The novelist-editor also suggested articles
 for his magazine. One of these, on a group of artists' wives, included a
 discussion of Mrs. Shinn. Everett Shinn was already known to Dreiser
 as a collaborator and colleague on magazines, and the editor's hand is
 apparent in the digression on Mrs. Shinn when reference is made to her
 husband's paintings as "broadly interesting pictures, many of which are
 scenes of New York life in its most modern aspect-skyscrapers, fire
 engines, typical street scenes, and the like."2

 Dreiser referred once again to Shinn in a sketch written before 1915,
 the year The "Genius" was published. The sketch was Dreiser's attempt
 to paint an "inspired picture" of an oil refinery, and it represents his
 brilliant effort to translate the technique of the graphic artist in capturing
 the spirit of an industrial scene:

 This region is remarkable for the art, as for the toil of it, if nothing more. A
 painter could here find a thousand contrasts in black and gray and red and blue,
 which would give him ample labor for his pen or brush. These stacks are so tall,
 the building from which they spring so low. Spread out over a marshy ground
 which was once all seaweed and which now shows patches of water stained with
 iridescent oil, broken here and there with other patches of black earth to match
 the blacker buildings which abound upon it, you have a combination in shades
 and tones of one color which no artist could resist. A Whistler could make
 wonderful blacks and whites of this. A Vierge or Shinn could show us what it
 means to catch the exact image of darkness at its best.... It is a great world
 of gloom, done in lines of splendid activity, but full of the pathos of faint con-
 trasts in gray and black.3

 This passage illustrates Dreiser's general indebtedness to painters for in-
 valuable lessons in "seeing." But it has a more immediate significance:
 it refers to Shinn and his selection of unconventional subject matter; it
 serves to remind us of Dreiser's familiarity with Shinn's work and his
 aesthetic intentions; and it suggests how the literary man identified his

 2 Broadway Magazine, xvII (March 1907), 589, 736.
 s Dreiser, The Color of a Great City (New York, 1923), p. 199.
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 own artistic efforts with that of his friend working in another artistic
 medium.

 II

 Everett Shinn has also given evidence of his personal and artistic re-
 lationship to Dreiser. He has done this in conversations and correspond-
 ence with me, and in his heretofore unpublished annotations in my copy
 of Dreiser's novel, The "Genius."4 A letter by Shinn establishes the fact
 that he knew Dreiser during their respective magazine writing and il-
 lustrating days and testifies to his conviction that he was Dreiser's model
 for the career of the painter Eugene Witla, the fictional hero of The
 "Genius." The following is an excerpt from the most relevant passages in
 Shinn's letter:

 In compliance with your wish I have carefully read Theodore Dreiser's book,
 The "Genius," and have carefully made such marginal notes that touched on
 my art activities, incidents and almost precise identification of some of my pic-
 tures that were fresh in the minds of Dreiser and in my own during a close office
 friendship where we both talked of our individual work, and our hopes for further
 success.

 That period that marked the start of any public notice extended to me was of
 that same period where I enjoyed Dreiser's friendship. We started on Ainslee's
 Magazine together. I had just left the Art department of the New York World
 to be free to work for magazines.

 Dreiser's mention of the periodical Truth5 fits the time I came over from
 Philadelphia, monthly visits, and sold several drawings to Mr. MacArthur, the
 art editor, who gasped at my nerve in showing them, but nevertheless bought
 them because he said, "They are so damned different." I also drew for all the
 magazines that Dreiser mentions in his book. My center pages in Harper's
 Weekly and in color and those in Harper's Bazaar fit Dreiser's descriptions [of]
 the city streets and theatre crowds.

 The art gallery that Dreiser overlays with another name is obviously that of
 Knoedler. One of my earliest exhibitions was held in that gallery when the
 gallery was at the corner of 34th St. and 5th Avenue. Pictures described in that
 gallery at one of my shows fit the things I made.

 4 This copy of The "Genius," annotated by Shinn during August 1947, is the World
 Publishing Co. edition (Cleveland, 1946). All references to Mr. Shinn's annotations in my
 text or notes and to Dreiser's text will be to this edition. I wish here to acknowledge my
 indebtedness and gratitude to Mr. Shinn, whose wholehearted cooperation made this study
 possible.

 6 Shinn's comic illustrations for Truth were slight endeavors which served no more pur-
 pose than to give point to the humorous caption. As far as I could ascertain in checking the
 files, they appeared only in Vols. 17 and 18 for 1898. But it is interesting to note that on the
 opposite page of an illustration by Shinn for Vol. 17 (26 Sept. 1898) there appeared an
 article by Dreiser, "The Haunts of Hawthorne"; and Vol. 18 of Truth ran a series of
 articles by Dreiser on painters.
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 I made illustrations for Dreiser when he was the editor of Hampton's Magazine.
 We were friends and talked much about ourselves. I remember a row of wooden

 boxes back of his desk that he said contained the plates of his novel, either
 Sister Carrie or Jenny Gerhardt. Not making a literary disturbance he had de-
 cided to use the plates to republish the book.

 I see myself in many places and feel that as I was alone in interpreting New
 York as he describes it ... and with no wish to claim Witla as being something
 of me I nevertheless feel that Dreiser looked on my work and the magazines I
 worked for as fitting material for his character, the artist, Witla.

 Beyond the actual art expression I am in no way related to Witla the artist
 in Dreiser's book, The "Genius." His emotional side is far and away from mine.
 That side of Witla's character is presumably the emotional unrest of Dreiser
 himself.6

 Everett Shinn was born in Woodstown, New Jersey, in 1876, five
 years before Dreiser. For a time he was a student of mechanical drawing
 at Spring Garden Institute and then a drafting room worker in a lighting
 fixtures factory where he was found idly sketching in the margins, where-
 upon his employer advised him to forsake the T-square for art. Shinn
 then became a Philadelphia newspaper illustrator in 1893 for the Inquirer
 and in 1896 for the Press. Dreiser, it will be recalled, began his work on
 newspapers in Chicago in 1892. Among Shinn's fellow artists on the
 Philadelphia newspapers were John Sloan, William J. Glackens, and
 George Luks. Robert Henri, a painter, encouraged Shinn and the other
 newspaper artists to continue their rather desultory art studies at the
 Pennsylvania Academy; they also banded together for stimulating talks
 which were led by Henri, whose more formal art studies had been carried
 on in Philadelphia and abroad and whose knowledge of the world of
 ideas and books was much more extensive than that of the others.

 Finally, around the turn of the century, Shinn preceded the other
 Philadelphians to New York, where he worked for the Journal, the
 Herald, and also the World.7

 Newspaper work was for Shinn, as for Dreiser, a stepping stone to
 magazine work. And many of the magazines to which he contributed his
 drawings, in black and white and in color, were the magazines which
 carried Dreiser's name as an editor or as a writer of articles and short
 stories. These included Truth, Ainslee's, Harper's Weekly, Harper's
 Bazaar, Hampton's and Broadway Magazine, McClure's, Century, Scrib-

 6 Shinn to Kwiat, 7 Sept. 1948. Dreiser himself confirmed the use of Shinn as a proto-
 type; see Robert H. Elias, Theodore Dreiser: Apostle of Nature (New York, 1949), p. 328,
 n. 12.

 7 Dreiser had also had connections with the World several years earlier.
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 ner's, Everybody's, Cosmopolitan, and Delineator.8 From 1899 on, Shinn's
 black and white studies, pastels, and water colors were exhibited in
 public and private art galleries in Philadelphia, Boston, and New York.

 Shinn's historical distinction was climaxed in 1908 when he became a

 member of the notorious "Eight" Group, under the leadership of Henri,
 in the now-famous show at the Macbeth Gallery in New York. With the
 five Philadelphians (Shinn, Sloan, Glackens, Luks, and Henri) as the
 nucleus,9 the "Eight" Show marked a revolutionary turning point in
 American art. For in its insistence upon the essential dignity of any sub-
 ject matter, whether "respectable" or "ash-can," and the necessity for
 honesty, sincerity, and integrity of vision and purpose by the artist, it
 represented the spirit of revolt in twentieth-century American painting.10

 III

 There is no doubt, then, that Dreiser and Shinn knew each other. But,
 as we have already seen, their relationship has an additional interest.
 For when Dreiser came to write his first draft of the manuscript for The
 "Genius" in 1911, only three years after the highly publicized and con-
 troversial "Eight" Show, he chose as his central character a painter,
 Eugene Witla. And although Witla's story in the book is essentially
 Dreiser's story, it is significant that the novelist selected Everett Shinn
 to serve as the model for the fictional painter and, in something of a
 Dostoievskyan sense, as his own "double."

 Shinn's annotations in this single copy of The "Genius" are, to be sure,
 a most interesting literary curiosity. But they also suggest something of
 the way in which Dreiser manipulated his central image of a creative
 artist and transformed the raw materials of reality for his artistic ends.
 And, finally, the annotations give valuable insights into the way in
 which Dreiser identified his own artistic efforts and intentions with that

 of a kindred artist, a painter of the unconventional Ash-Can school.

 8 Furthermore, the nature of the relationship between a magazine editor and his con-
 tributors probably threw Dreiser and Shinn together even more intimately than the artist
 suggests in his previously cited letter.

 9 The other three artists were Maurice Prendergast, Ernest Lawson, and Arthur B.
 Davies.

 10 Commenting upon the impact of the "Eight" in 1908, Oliver Larkin writes: "What
 shocked the world of art was a preoccupation with types, localities, and incidents to which
 Americans were conveniently deaf and blind. A degree of strenuousness could be forgiven
 in the days of Teddy Roosevelt; but to paint drunks and slatterns, pushcart peddlers and
 coal mines, bedrooms and barrooms was somehow to be classed among the socialists,
 anarchists, and other disturbers of the prosperous equilibrium." Art and Life in America
 (New York, 1949), p. 336.
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 Briefly, then, The "Genius" deals with the amorous adventures of
 Witla, an artist, who comes from a small town in Illinois, studies art in
 Chicago, and distinguishes himself as an illustrator in New York. His
 strenuous living results in a nervous collapse, he recovers, and he be-
 comes a financially successful art director and managing publisher of a
 chain of magazines. His wife dies in childbirth and Witla returns to his
 painting. The novel ends in the artist's search for genuine and permanent
 values.

 Shinn's annotations indicate the personal resemblances which he de-
 tects between the fictional characterization of Witla and himself." When,
 for example, Witla gravitates toward New York and sets himself up in a
 studio in Waverly Place with two friends, Shinn notes: "I lived at 112
 Waverley Place for 14 years and knew Dreiser before and after living
 there. I built a large studio in the rear. There I painted and also gave my
 3 plays: 'More Sinned Against than Usual,' 'Wronged from the Start'
 and 'The Prune Hater's Daughter'."'2 Witla's grandiose dreams of having
 his pictures hanging in Fifth Avenue galleries and even in the Metropoli-
 tan Museum along with Corot, Daubigny, Rousseau, Turner, and Watts,
 elicit a caustic comment from Shinn: "This boob, Witla, has no reserve,
 no doubts of his genius.... Idiot. My picture bought from Knoedlers
 Art Gallery produced at the time a particular elation but I didn't enter-
 tain a belief that I was in any way as good as Winslow Homer that hung
 on the right of my picture and one by Whistler on the left" (p. 223). And
 Witla's travels to London and Paris not only parallel Shinn's own Euro-
 pean experiences, but the painter recalls that his Parisian studio was
 very similar to the one described in the novel (pp. 242-243).

 Shinn has commented also upon certain resemblances between Witla's
 career as an art student in Chicago with his own student days in Phila-
 delphia. The fictional hero's admiration for the dramatic war pictures of
 Verestchagin and a "great, warm tinted nude" by Bouguereau leads
 Shinn to remark that he too saw the Russian painter's pictures "and felt
 their extravagant and harrowing reality," but that he hated the French
 painter "for his boneless, cosmetic smoothe-powdered lust" (p. 51).
 When the art instructor in the novel emphasizes the idea that a general

 11 He also indicates some personal differences. Witla, during his early days in Chicago,
 neither drinks nor smokes; Shinn says that he smoked but did not drink (The "Genius,"
 annotated copy, p. 72). Witla is described as "big"; Shinn's comment: "I was never big"
 (p. 78).

 12 Ibid., p. 187. It is interesting to note that Shinn began to use his studio as a little
 theater about 1912, producing his burlesques as good-natured slaps at the insipid dramas
 then appearing in Broadway theaters. This was, as Albert Parry points out, the first
 Little Theater in Greenwich Village, "even though Shinn did not suspect the import of his
 fun." Garrets and Pretenders (New York, 1933), p. 277.
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 plan of the drawing is necessary before the details can be worked out,
 Shinn detects a reference to the influence of the Munich School of paint-
 ing, one to which he had been haphazardly exposed.13

 Witla's career as a newspaper artist in Chicago and as a magazine il-
 lustrator in New York was, in broad outline, similar to Shinn's experi-
 ences in Philadelphia and in New York. Two newspaper artists in the
 novel, Howe and Mathews, impress young Witla with their connois-
 seurship of pen and ink illustration, particularly in their awareness of
 Steinlen and the "whole rising young school of French poster workers"
 and such "radical" European art journals as Jugend and Simplicissimus.
 Shinn comments that two men in the art department of the Philadelphia
 Press had also been trained in painting abroad, Luks in Munich and
 Howel4 in Paris, and that Steinlen was "much admired by me" (p. 89).

 When Witla arrives in New York and attempts to show his pictures at
 the offices of the Century, Harper's and Scribner's, he is overawed by the
 drawings created by the leaders in the illustration world which he sees
 hanging on the walls of the art and editorial rooms of the magazines.
 Shinn was reminded of his similar feelings, and writes: "I, too, looked at
 framed illustrations in the offices of these same magazines by C. D.
 Gibson, W. T. Smedley, Rhinehart [sic], Wenzell, Andre Castaigne and
 others and felt my presumptuousness in imagining one of mine hanging
 on the walls" (p. 105). After many rebuffs, Witla is surprised and de-
 lighted when he sells a drawing of an East Side street scene of working
 girls at six o'clock to a weekly magazine, Truth, which uses it as a double-
 page spread. Shinn indicates that his own first published drawings in
 New York also appeared in Truth, and that they were "just people,
 streets, crowds" (pp. 110-111). During the same year, Witla makes the
 acquaintance of the editor of Craft, a magazine "devoted to art subjects."
 Shinn identifies the magazine as the Craftsman, which, as he indicates,
 printed several articles about his early work (p. 113). And when Witla
 finally makes his appearance in Harper's Magazine, his confidence in-
 creases and he deliberately sets out to "make" the other top-flight peri-
 odicals, Scribner's and the Century (p. 136). Shinn points out that he
 worked for all of these magazines.l5

 Shinn's comments upon Witla's experiences with the National

 13 The following passage in the novel is the one which caught Shinn's eye: " 'A plan!
 A plan!' said his instructor, making a peculiar motion with his hands which described the
 outline of the pose in a single motion. 'Get your general lines first. Then you can put in the
 details afterward' " (p. 69).

 14 Note that this person's name is identical with that of Dreiser's character. See also p.
 174.

 16 Shinn specifies, however, that he worked for Harper's Weekly and Harper's Bazaar
 but never for Harper's Monthly.
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 Academy are revealing since this institution represented the same con-
 servative and sterile forces in American art for the Ash-Can painters as
 the leaders of the Genteel Tradition in literature did for Stephen Crane,
 Frank Norris, and Dreiser himself. When Witla early in his art school
 career is considerably impressed by the distinction of his instructors, for
 they were men who were "N.A.'s," Dreiser remarks that the young
 student "little knew with what contempt this honor was received in some
 quarters, or he would not have attached so much significance to it."
 Shinn's comment merely reads: "All the 'Eight' hated the staff at the
 N.A." (p. 54). Much later, however, after Witla achieves recognition as a
 magazine illustrator in New York, he decides to send the original of his
 East Side picture, "Six O'clock," which had appeared in Truth, to the
 National Academy of Design exhibition. But his decision is based upon
 cynical motives, since Witla's attitude toward the "N.A." is now any-
 thing but respectful.

 To have a picture accepted by this society and hung on the line was in its way
 a mark of merit and approval, though Eugene did not think very highly of it.
 ... Eugene had thought the first two years he was in New York that he was
 really not sufficiently experienced or meritorious, and the previous year he had
 thought that he would hoard all that he was doing for his first appearance in
 some exhibition of his own, thinking the National Academy commonplace and
 retrogressive. The exhibitions he had seen thus far had been full of commonplace,
 dead-and-alive stuff, he thought. It was no great honor to be admitted to such a
 collection. Now, ... because he had accumulated nearly enough pictures for
 exhibition at a private gallery which he hoped to interest, he was anxious to see
 what the standard body of American artists thought of his work. They might
 reject him. If so that would merely prove that they did not recognize a radical
 departure from accepted methods and subject matter as art. The impressionists,
 he understood, were being so ignored. Later they would accept him. If he were
 admitted it would simply mean that they knew better than he believed they did
 (pp. 219-220).16

 Although Shinn also felt Witla's contempt for the National Academy, he
 too had sent pictures to them. After three consecutive years of rejection,
 seven of his pictures were accepted for hanging and, what was even more
 surprising, they were requested by that august body. But, Shinn em-

 16 Shinn comments directly on this passage: "Nor had I any respect for the National
 Academy, a sepulcher with a smell of the embalmed. Its opening receptions held the quiet
 hush of funereal respect. Not that the Academicians felt the chill of their artistic arteries
 but that social poise and quiet low-voiced discourse made its appeal to the diamond
 splashed chatelaines of private art galleries who felt in the sight of a well trimmed Van
 Dyke beard a metamorphosis of that great painter and a murmuring lion in their drawing
 rooms."
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 phasizes, this invitation followed several successful private shows. Thus
 the National Academy, ever-cautious, did not recognize an original
 talent until the artist had succeeded in winning a certain amount of
 popular applause and approval (p. 213). Shinn's dissatisfaction with the
 "N.A.'s" artistic timidity and dictatorial powers contributed signifi-
 cantly toward his alignment with fellow artists who revolted against its
 domination in the "Eight" Show in 1908 under Robert Henri's leader-
 ship.

 IV

 Dreiser, however, did not content himself with merely describing
 various phases of Shinn's personal life, his art student days, his career as
 a newspaper artist and as a magazine illustrator, and his hostility toward
 that symbol of conservatism and tediousness, the National Academy.
 For, even more significantly, Dreiser described many of Shinn's specific
 drawings and paintings and something of the artistic intentions motivat-
 ing them. Witla's unconventional and even revolutionary theory and
 practice characterized Shinn and the group of which he was a member,
 the scorned Ash-Can artists. And Dreiser, as we have seen, knew the
 work and admired the historic role of Shinn and his colleagues, Henri,
 Sloan, Glackens, and Luks. He borrowed, undoubtedly, numerous sug-
 gestions from the work of these painters for his descriptions of Witla's
 artistic efforts. But it is Shinn who serves as Dreiser's central image in
 his portrayal of the unorthodox and genuinely interesting and live
 American artist around the turn of the twentieth century, a crucial
 period which promised in so many ways that this country was finally
 coming of age.

 Both Witla and Shinn, like Dreiser himself, are thrilled by the dramatic
 spectacle of the city. To Witla, drawing the city while working as a
 newspaper artist in Chicago "seemed a beautiful privilege and he loved
 the thought of making the commonplace dramatic. It was all dramatic
 to him-the wagons in the streets, the tall buildings, the street lamps-
 anything, everything." Shinn comments: "Certainly this was my in-
 tention-all dramatic" (p. 89). Dreiser later describes Witla's first
 wanderings in New York and his fascination with its life, and he points
 out that the city had a special appeal for the artist when it was wet or
 white. "He saw Fifth Avenue once in a driving snowstorm and under
 sputtering arc lights, and he hurried to his easel next morning to see if
 he could not put it down in black and white." Shinn's comment is: "I
 made all these" (p. 108). In an unpublished manuscript by Shinn in my
 possession, dated 8 September 1948, the artist has indicated at greater
 length how he too was captured by the special quality of snow and rain
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 in the city.l7 And many of Shinn's drawings and paintings that I have
 seen in the original and in reproduction are sufficient proof of his affinity
 with Witla on this score.

 The esthetic appeal of unconventional subject matter, railroad yards,
 dumps, the East River, which are to be found in Shinn's work, also
 inspired Witla early in his life. When Witla arrives in Chicago, he is
 described as responding to scenes "that he felt sure he could, when he
 had learned to draw a little better, make great things of,-dark, towering
 factory-sites, great stretches of railroad yards laid out like a puzzle in
 rain, snow, or bright sunlight; great smoke-stacks throwing their black
 heights athwart morning or evening skies." Shinn comments that he
 made all these scenes in Philadelphia (pp. 48-49). A railroad yard scene
 catches Witla's eye during this period in Chicago, and he is enthralled
 by its artistic possibilities: " . . . big black engines throwing up clouds of
 smoke and steam in a grey, wet air; great mazes of parti-colored cars
 dank in the rain but lovely. At night the switch lights in these great
 masses of yards bloomed like flowers. He loved the sheer yellows, reds,
 greens, blues, that burned like eyes. Here was the stuff that touched him
 magnificently.... " Shinn indicates that this scene also attracted him
 and that he made many freight yard scenes for newspapers in Phila-
 delphia and later in color for magazines (p. 76). Witla's response to Goose
 Island in the Chicago River, with its "little tumble-down huts and up-
 turned hulls of boats used for homes," reminds Shinn that he "also

 haunted and painted the dumps" in Philadelphia (p. 78). And when he
 arrives in New York, Witla makes tentative sketches of things he sees:
 " ... a large crowd in the dark at 34th Street; a boat off 86th Street in
 the East River in the driving rain; a barge with cars being towed by a

 17 An anecdote in this MS. illustrates Shinn's artistic attitude. He states that at one

 time he was commissioned by an art dealer to paint a picture of a rich client's home, one
 built in the medieval French style. "On my first visit to make my sketch I was disturbed
 by the lack of pictorial interest.... Here ... there was no rain to dazzle the surface in
 reflections, no snow to track down and weave with traffic lanes, no leaves to drift across the
 street from the park trees to lay down islands of color." Working in midsummer, and
 coming to grips with the problem before him, Shinn recalls: "To 'turn in a thing of beauty'
 I set about making what I believed was my idea of beauty. Lavishly I applied the snow,
 sifting the slanting roofs and chimneys ... laying it on window sills and knobby orna-
 ment. A bus careened in its uneven weight of passengers and scudded close to a hansom
 cab. Plodding folk spotted the foreground, others in swishing skirts and buttoned coats
 wavering insecure in their footing in the shadow of floundering horses. A dog leaped a drift
 to gain a path where a bent figure toiled half hidden in a drift." The activity, human and
 otherwise, engendered by snow and rain contributed in Shinn's estimation to a picture's
 "pictorial interest" and his "idea of beauty." It may not be an anticlimax to note that
 Shinn's aesthetics was not shared by his agent. The painting was indignantly rejected for
 being an incongruous depiction of a wealthy man's home.
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 tug." Shinn remembers that he painted all these: "East River-crowds-
 slush" (p. 103).

 But Shinn has also been able to identify many of his own individual
 pictures from Dreiser's descriptions of Witla's work. Dreiser was, of
 course, familiar with Shinn's magazine illustrations in black and white
 and in color. And he was aware of the artist's original pastel drawings
 which were to serve as illustrations for a book, never completed, by
 William Dean Howells on various phases of New York City life in 1899.18
 But Dreiser had other opportunities to see Shinn's work; for the originals
 of the magazine illustrations, the water-colors, and the pastels for the
 book with Howells were exhibited in public and private galleries in New
 York, Philadelphia, and Boston from 1899 on. A mere listing of some
 representative titles from the body of Shinn's work at this time will give
 an idea of the range of his subject matter and will, in addition, anticipate
 the subject matter of many of Witla's own pictures as described by
 Dreiser in this novel. Some of Shinn's titles include: "South Ferry Slip,"
 "East River," "Fifth Avenue at Thirty-Fourth Street," "Crush at
 Brooklyn Bridge," "Roof Garden," "The Snow Plough," "A Summer
 Night-Tenements," "Chinese Restaurant," "An Eviction," "Salvation
 Army," "Ambulance Call," "Downtown Saloon," "Gramercy Park,"
 "Bowery Side-Show," "Cabs on the Fifth Avenue Side of Madison
 Square," "Street Fight," "The Haymarket," "Broadway, Late in the
 Afternoon," "Saloon Musicians," "Grand Central Station-Midnight
 Train," "Broadway Theatre District," "Rag Picker," "Fleischman's
 Bakery-Free Distribution of Bread and Coffee,"'9 and various rain
 and snow scenes in the city.

 One of Witla's first artistic successes is with "Six O'clock." It had

 been his first magazine illustration and Dreiser describes it as Witla's
 attempt to portray "a mass of East Side working girls flooding the streets
 after six o'clock. There were dark walls of buildings, a flaring gas lamp
 or two, some yellow lighted shop windows, and many shaded half seen
 faces-bare suggestions of souls and pulsing life" (p. 110). Witla eventu-
 ally sends the original of the picture to an exhibition given under the

 18 Page 219, insert. See Howells' reference to Shinn in his letter to his daughter Mildred,
 5 March 1900: "Mamma says I must tell you something of the young artist, Everett Shinn,
 who came this morning to make an appointment to pastel me.... He is the most un-
 affected charming boy I've seen in a long time; has an exhibition at Bussod and Voladen's
 [sicl: 'Of course, I can't sell anything so queer, but the papers have treated me well'."
 Life in Letters of William Dean Howells, ed. Mildred Howells (New York, 1928), 1, 127.
 Shinn's relationship to Howells will be developed in a forthcoming article.

 19 This picture offers an interesting parallel to Dreiser's description of the Fleischman
 bread line which Hurstwood knows so intimately toward the end of his tragic career in
 Sister Carrie.
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 auspices of the National Academy--and it is accepted; he confides at
 the time that he expects to have a show of his own very soon. Shinn in-
 dicates that he had made a picture, in color, with an identical title.20
 Another one of Shinn's pictures that I have seen, "The Tenements at
 Hester Street," is similarly concerned with the dramatic quality of East
 Side life.

 Witla's drawing of a Greeley Square scene in a sopping drizzle is seen
 by the fictional artist with an eye for contrasts, "picking out lights and
 shadows sharply, making wonderful blurs that were like colors in precious
 stones, confused and suggestive." Shinn comments that he made a cor-
 responding drawing of Greeley Square on a snowy night.21 With ex-
 traordinary effectiveness Dreiser succeeds in catching the pictorial
 qualities in "Fifth Avenue in a Snow Storm," a scene which also ap-
 pealed to Shinn. Dreiser describes the picture as it is seen for the first
 time by the director of an art gallery: " . . . he paused struck by its
 force. He liked the delineation of swirling, wind-driven snow. The
 emptiness of this thoroughfare, usually so crowded, the buttoned,
 huddled, hunched, withdrawn look of those who traveled it, the excep-
 tional details of piles of snow sifted on to window sills and ledges and
 into doorways and on to the windows of the bus itself, attracted his
 attention" (p. 227). Shinn's "Fifth Avenue at Thirty-Fourth Street in
 1900," "Cabs on the Fifth Avenue Side of Madison Square," and
 "Btbadway, Late in the Afternoon" have striking pictorial similarities
 to Drdiser's description.

 Dreiser briefly describes other pictures by Witla. These also resemble
 Shinn's work and remind the painter of them. One of these is "The
 Bowery by Night," with the L train rushing overhead (p. 113). Shinn's
 "Elevated Railroad" and "A Fire Beyond the Elevated" also make use
 of the elevated motif for its value as a picturesque background in the
 life of the city. Another of Witla's paintings is "East River," and the
 analysis of this picture by the art director actually represents an acute
 and sensitive awareness of Shinn's flair for the dramatic quality of his
 subject matter: "M. Charles passed on ... to the steaming tug coming
 up the East River in the dark hauling two great freight barges. He was

 20 Page 114. A painting with a similar title, "Six O'Clock, Winter," was made by John
 Sloan in 1912. The "Genius" was being written at this time, and it is possible that Dreiser
 had Sloan's painting in mind.

 21 Pages 112 and 174. Dreiser adds another description of the Greeley Square picture:
 "Eugene by some mystery of his art had caught the exact texture of seeping water on gray
 stones in the glare of various electric lights. He had caught the values of various kinds of
 lights, those in cabs, those in cable cars, those in shop windows, those in the street lamp-
 relieving by them the black shadows of the crowds and of the sky" (p. 228).
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 saying to himself that after all Eugene's art was that of merely seizing
 upon the obviously dramatic. It wasn't so much the art of color com-
 position and life analysis as it was stage craft. The man before him had
 the ability to see the dramatic side of life" (p. 228). An excellent illustra-
 tion of this quality in a work by Shinn which treats a similar subject is
 "East River, Sunset."

 Dreiser's description of "Engines Entering a Freight Yard" reveals
 the novelist's sympathy for Witla's (and Shinn's) portrayal of the
 "beauty-in-ugliness" theme in the life of the city, and his ability to
 visualize the scene with a painter's eye for color tones, composition, and
 mood. "It was the three engines entering the great freight yard abreast,
 the smoke of the engines towering straight up like tall whitish-grey
 plumes, in the damp, cold air, the sky lowering with blackish-grey clouds,
 the red and yellow and blue cars standing out in the sodden darkness
 because of the water. You could feel the cold, wet drizzle, the soppy
 tracks, the weariness of 'throwing switches.' There was a lone brakeman
 in the foreground, 'throwing' a red brake signal. He was quite black and
 evidently wet" (p. 231). Freight yard scenes were for Shinn, and the
 other Ash-Can painters, a popular subject matter. Another of Witla's
 depictions of the city's manifold life, "After the Theatre," reminds Shinn
 of his own "Metropolitan Opera House" (pp. 232-233). Witla's work is
 described by Dreiser as "a painting full of the wonder and bustle of a
 night crowd under sputtering electric lamps." It is strikingly reminiscent
 of many of Shinn's pictures of crowds emerging from a theatre; his
 "Metropolitan Opera House" and his untitled magazine illustration for
 Town Topics (1900) of an audience descending the brownstone steps of
 Daley's Theatre are examples of this phase of his work.

 Witla later paints his pictures in Paris and London for a brief period
 and Shinn notes that this also corresponds to his own career (pp. 246,
 272). In Paris, Witla is attracted toward the scenes that attracted Shinn:
 not only the Apache district and summer parties at Versailles, but also
 "factory throngs, watchmen and railroad crossings, market people, mar-
 ket in the dark, street sweepers, newspaper vendors, flower merchants"
 (p. 246). Representative titles from some of Shinn's pictures in Paris
 suggest their kinship to Witla's work in the selection of subject matter:
 "Versailles Garden," "The Flower Market," "Early Morning, Paris,"
 "Matinee, Paris Music Hall," "Scavengers on the Seine," and "Opening
 Shop-Paris." The strong similarities in Witla's and Shinn's mood and
 attitude toward their materials can, of course, only be realized by actually
 examining Shinn's pictures. "Early Morning, Paris" and "Opening
 Shop-Paris," for example, emphasize the image of the ash-can and the
 human scavenger of its contents; these pictures of human misery are
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 sketched over against a background of bleakness in nature and loneliness
 in the complete absence of other men or, when they are present, in their
 indifference to the suffering which permeates the pictures.

 The fictional director of a New York art gallery, M. Charles, is the
 counterpart, according to Mr. Shinn, of one of the members of the
 Knoedler Gallery.22 Both the fictional and the real director give the
 artist his opportunity to exhibit his work. When M. Charles attempts
 his first appraisal of Witla's pictures, originally executed as magazine
 illustrations,23 he wracks his memory for the "influences." "Of whose
 work did it remind him-anybody's? He confessed to himself as he
 stirred around among his numerous art memories that he recalled nothing
 exactly like it. Raw reds, raw greens, dirty grey paving stones-such
 faces! Why this thing fairly shouted its facts. It seemed to say: 'I'm
 dirty, I am commonplace, I am grim, I am shabby, but I am life.' And
 there was no apologizing for anything in it, no glossing anything over.
 Bang! Smash! Crack! came the facts one after another, with a bitter,
 brutal insistence on their so-ness" (p. 231).

 The connoiseur finally recognizes that not only is Witla highly indi-
 vidual in his technique and in his attitude toward his subject matter
 but that his vision of the life of the city is all-inclusive.

 He saw that Eugene had covered almost every phase of what might be called the
 dramatic spectacle in the public life of the city and much that did not appear
 dramatic until he touched it-the empty canyon of Broadway at three o'clock
 in the morning; a long line of giant milk wagons, swinging curious lanterns, com-
 ing up from the docks at four o'clock in the morning; a plunging parade of fire
 vehicles, the engines steaming smoke, the people running or staring open-
 mouthed; a crowd of polite society figures emerging from the opera; the bread
 line; an Italian boy throwing pigeons in the air from a basket on his arm in a
 crowded lower West-side street. Everything he touched seemed to have ro-
 mance and beauty, and yet it was real and most grim and shabby. (p. 232)

 Shinn's magazine drawings, and particularly his thirty-six illustrations
 in pastel for the unfinished book on New York by night, to be written
 by William Dean Howells, were undoubtedly in Dreiser's mind when he
 wrote this passage. A picture by Shinn to parallel each word-sketch by

 22 Shinn's pastel drawings were exhibited at the galleries of M. Knoedler & Company
 after the turn of the century. The catalogue for the exhibition from 9 to 21 March 1903,
 for example, advertised pastels of "New York and Paris types." The painting, "Fifth
 Avenue at 34th Street," here reproduced by permission of M. Knoedler & Company, por-
 trays the former Knoedler shop on the right (it is now the corner on which Altman's is
 built).

 23 Note that Shinn, like Witla, used the originals of his magazine work as a means for
 exhibiting his pictures. Shinn also believed that this phase of his career was to be con-
 sidered seriously for its artistic merits.
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 Dreiser can be identified without any difficulty. Finally, Mr. Shinn
 states that the art director representing the Knoedler Gallery reacted to
 his pictures as did M. Charles to Witla's pictures.

 The parallel between the artistic careers of Witla and Shinn is con-
 tinued in the judgment upon their work by the critics. The two fictional
 criticisms of Witla's first show echo to an astonishing extent the judg-
 ments of Shinn's work, as well as that of the other Ash-Can painters.
 Dreiser describes in detail one picture by Witla which, apparently, repre-
 sents the general subject matter and attitude of his other drawings. The
 central subject is a negro.

 He was standing in a cheap, commonplace East Side street. The time evidently
 was a January or February morning. His business was driving an ash cart, and
 his occupation at the moment illustrated by the picture was that of lifting a
 great can of mixed ashes, paper and garbage to the edge of the ungainly iron
 wagon. His hands were immense and were covered with great red patched woolen
 and leather gloves. ... His head and ears were swaddled about by a red flannel
 shawl or strip of cloth.... He was looking purblindly down the shabby street,
 its hard crisp snow littered with tin cans, paper, bits of slop and offal. Dust-
 gray ash dust, was flying from his upturned can. In the distance behind him was
 a milk wagon, a few pedestrians, a little thinly clad girl coming out of a delica-
 tessen store. Over head were dull small-paned windows, some shutters with a few
 of their slats broken out, a frowsy headed man looking out evidently to see
 whether the day was cold. (p. 236)

 One critic for a conservative publication makes a sweeping indictment
 of Witla's artistic ability and integrity. He denies that Witla is an
 American Millet: "The great Frenchman was a lover of humanity, a
 reformer in spirit, a master of drawing and composition. There was
 nothing of this cheap desire to startle and offend by what he did. If we
 are to have ash cans and engines and broken-down bus-horses thrust
 down our throats as art, Heaven preserve us.... Broken window shut-
 ters, dirty pavements, half frozen ash cart drivers, over-drawn, heavily
 exaggerated figures of policemen, tenement harridans, beggars, pan-
 handlers, sandwich men-of such is Art according to Eugene Witla."24
 But another critic applauds Witla's works for the very same reasons the
 previous critic damns them: "A true sense of the pathetic . . .the
 ability to indict life with its own grossness, to charge it prophetically with

 24 Page 237. The anonymous art critic for Town Topics attacked the "Eight" Show in
 this vein in 1908: "Does it represent a new school, or even superior work on old lines?
 Bosh! It is technique . .. and as an offset poor drawing and an unhealthy, nay even coarse
 and vulgar point of view. Vulgarity smites one in the face at this exhibition, and I defy
 you to find anyone in a healthy frame of mind.... Is it true art to exhibit our sores? ...
 Bahl The whole thing creates a distinct feeling of nausea."
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 its own meanness and cruelty in order that mayhap it may heal itself;
 the ability to see wherein is beauty--even in shame and pathos and
 degradation.... There is no fear here, no bowing to traditions, no
 recognition of any of the accepted methods."25

 V

 This study establishes that Dreiser not only knew and admired the
 artistic aims and work of the entire Ash-Can school of painters, but that
 he had a special interest in and knowledge of Everett Shinn. It also dem-
 onstrates that Shinn knew Dreiser as a friend and as a colleague on
 magazines. And although Witla's story in the novel is largely Dreiser's
 own story, Shinn's annotations in the copy of The "Genius" reveal the
 ways in which the novelist identifies his fictional character with the
 graphic artist. Various phases of Shinn's personal life, his art student
 days, his career as a newspaper artist and magazine illustrator, and his
 hostility toward the National Academy are retold in Witla's own career.
 And the similarities between Witla and Shinn are extended to include

 their parallel artistic theory and practice. Both, for example, are thrilled
 by the dramatic spectacle of the city and both "loved the thought of
 making the commonplace dramatic" by responding to what was con-
 sidered to be unconventional subject matter: railroad yards, dumps,
 city crowds, and lower East Side scenes. The parallel between Witla and
 Shinn is continued in Dreiser's description of specific pictures: "Six
 O'clock," "Fifth Avenue in a Snow Storm," "The Bowery by Night,"
 "East River," "Engines Entering a Freight Yard," "After the Theatre,"
 "Greeley Square," and the London and Paris drawings. Finally, there
 is a striking similarity in Witla's and Shinn's experiences with the di-
 rector of a private art gallery in New York and in the ridicule and defense
 of their pictures by the art critics.

 The broader implications of Dreiser's substitution of a painter for a
 writer, since The "Genius" is obviously autobiographical, may be sug-
 gested. Dreiser's selection of a painter instead of a writer for his central
 character serves a strategic function. It may have permitted him to ob-

 25 Pages 237-238. Giles Edgerton wrote a sympathetic interpretation of the "Eight"
 Show for the Craftsman in 1908: "If they [The 'Eight'] will talk about their work at all,
 any one of them will tell you that just now there is no civilization in the world comparable
 in interest to ours; none so meteoric, so voluble, so turbulent, so unexpected, so instinct
 with life, so swift of change, so full of riotous contrast in light or shade. We have vivacity
 and bleakness, subtle reserve and brutal frankness, gorgeous color and pathetic dreari-
 ness.... We are enthusiastic and fickle, and we are just beginning to understand our
 power, our beauty and our blunders and the fact that we have just as good a right to re-
 gard ourselves as a source of inspiration as of revenue only." The Craftsman, it will be
 recalled, was referred to as the Crafts in The "Genius."
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 jectify his own situation; but as soon as Dreiser exhausts his material on
 the rise and fall of Eugene Witla as a graphic artist and becomes im-
 mersed in his personal problems, the novelist loses control of his ma-
 terials. The novel becomes, from this point, neither good autobiography
 nor effective fiction. Whether Dreiser might not have been more success-
 ful if he had continued to deal with the original problem-the hazards
 confronting an original and serious artistic talent in the United States
 after the turn of the century-is conjectural. But the substitution of a
 painter for a writer also serves as Dreiser's positive act of identification
 with Shinn and the other members of the Ash-Can group in common
 artistic aims, common artistic practices, and common critical fate. When
 Dreiser sympathizes with their belief in the inherent dignity and char-
 acter of an honest and living art which portrays every aspect of the city
 and which seeks for "commonplace beauty" and the possibilities for
 "beauty-in-ugliness," Dreiser is also sharing the painters' artistic credo.
 When Dreiser admires their pictures for their persistence in depicting
 the city scene with an eye for detail, with directness and brusqueness and
 power, with raw and undecorated masses, and with solidity of effect, he
 is also striving for these technical accomplishments in his own fiction.
 And when Dreiser records the critical controversy which rages when the
 painters exhibit their work, he expresses his awareness of the hazards
 which confronted those courageous souls who stood firm against the tide
 of gentility and fashionableness in favor of an honest and truthful
 portrayal of the American scene.
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