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Not since Marcel Duchamp curated her final one-person exhibition in New York 
at the Bodley Gallery in 1959 has the artist Mina Loy risen above the obscuring 
cloud of  mystery and notoriety that settled around her in 1914 when her writ-
ing was first published in Camera Work (fig. 1.1) and Trend (fig. 1.2). While lit-
erary historians have embraced the breadth and force of  her written work,1 art 
historians have yet to fully acknowledge the modern marvel that was Mina Loy. 
Her omnivorous creativity defied categorization, and her superlative, complex 
persona deflected focus. The artist Mina Loy was at once a shooting star, a 
lunar beacon, and a constellation unto herself.

While Loy the poet is known to the world, Loy the artist and cultural 
pollinator, who hybridized her ideas across media as a dedicated and innova-
tive painter, portraitist, inventor, and industrial and fashion designer, remains 
less recognized. In fact, an understanding of  the breadth of  the term artist as 
defined by Loy and her peers stands to enrich the definition of  modernism in 
the twentieth century as a phenomenon that was more aesthetically nuanced, 
media fluid, and culturally inclusive.

It is not a surprise that a woman of  keen intellect and an unclassi-
fiable aesthetic has remained an anomaly. She was a true Other, as published 
in Others magazine (fig. 1.3) by Alfred Kreymborg in 1915. She was a reluctant 
citizen of  the British Empire, an assimilated Jew, a resident alien in Italy and 
France, and finally a naturalized American citizen. She spoke and wrote in four 
languages. If  Loy had been born fifty years later, there is little doubt her poly-
mathic aspirations would have found more enabling reception. The effervescent 
web of  Loy’s expression hung on what many identified as her “cerebral” nature. 
The term was applied by critics to her poetry as well as to her much desired 
dinner conversation. The machinations of  Loy’s intellect were precise and 
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unrelenting in their pursuit of  truth. She was in fact too smart for her own good. 
To quote Loy’s own “Feminist Manifesto” of  1914, included in this volume,“Leave 
off  looking to men to find out what you are not. Seek within yourselves to find 
out what you are. As conditions are at present constituted you have the choice 
between Parasitism, Prostitution, or Negation.” Loy elected negation.

Loy further positioned herself  as an outlier in her modernist milieu 
through her ardent theism,2 which affirmed her belief  that to be an artist was a 
divine calling.3 An adherent to Christian Science, Loy blended her belief  in God 
with her belief  in science, resolving that the former was a natural evolutionary 
progression of  the latter, which would lead to the redemption of  humanity.4

She was an ephemeral presence in avant-garde circles, partially 
because she was tremendously busy — running a business; raising her chil-
dren;5 writing poetry, prose, plays, and criticism; painting; and inventing — and 
also because she was often in retreat, managing the depression that came 
upon her in waves throughout her life. Her fortitude and authenticity as an art-
ist were why Duchamp and the remainder of  her Parisian (1923–36) 
cohort — Djuna Barnes, Robert Coates, Max Ernst, and Peggy Guggenheim — all 
attended Loy’s Bodley exhibit in her absence. It was their salute to a fellow art 
warrior. Loy had remained true to her call as an artist and fought nobly against 
the world and its conventions, the heavens, and her circumstance. She was truly 
a modern (fig. 1.4).

*
If  painter was Mina Loy’s first and lifelong self-identification, her sustained 
preoccupation was reckoning with the human condition.6 She measured her 
personal experiences against the social conventions that constrained her, and 

FIG. 1.1

Alfred Stieglitz, ed., Camera 
Work 45, January 1914. Private 
collection.

FIG. 1.2

Djuna Barnes, Trend Magazine 8, 
October 1914 (cover). Trend 
Collection, Beinecke Rare Book and 
Manuscript Library, Yale University 
Library.
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FIG. 1.3

Advertisement for Others magazine, 
ca. 1915–19. Private collection.

FIG. 1.4

George Platt Lynes, Mina Loy, 
1931, printed 1959. Gelatin silver 
print on paper, 6 1∕2 × 4 1∕2 in. 
(16.6 × 11.6 cm) (image/paper); 
14 × 11 in. (35.6 × 28 cm) 
(mount). Art Institute of  Chicago, 
Photography Expense Fund 
(1960.509).
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she fought to imagine herself  anew through her art.7 What scholar Samuel 
French Morse has aptly written of  her literary style also applies to her visual 
work: “The originality of  Mina Loy is not merely a matter of  typography or syn-
tactical eccentricity; it seems to derive from a peculiar combination of  fantasy 
and savagery … a relentless attack on the ready-made explanations of  human 
wastefulness.”8 In both artistic practices, she sought to make sense of  herself  
and others9 against the backdrops of  her immediate context and the universe. 
Her creative process was fueled by the interplay of  simultaneity, painting and 
writing harmonizing on key. “The two, writing and painting, go together with 
me,” she wrote Julien Levy when working on her 1933 exhibition at his gallery.10 
As a child, art enabled Loy to create a fantasy world she longed to inhabit. She 
described her early capacity to draw as sourced in her imagination rather than 
the world: “I could draw anything I longed to see provided I had nothing to look 
at.”11 During her student years and into midlife, this imaginative practice was 
redirected and disciplined through her close observation of  people, particu-
larly women, resulting in a highly developed capacity as a portraitist and as a 
recorder of  genre scenes depicting women’s roles in society.

As a young woman growing up in London, Mina Lowy could not rec-
oncile her identity as the daughter of  a nonobservant Jewish immigrant father 
and a conservative English mother in the socially constraining, middle-class 
world of  Victorian England. Her father, Sigmund Lowy (fig. 1.5), a tailor, had 
married Mina’s mother, Julia Bryan, under duress, as she became pregnant 
with Mina during their brief  courtship. Mina’s mother was socially timorous 
and struggled to keep her daughters in standing with the social conventions 
their financial means afforded (fig. 1.6). Mina’s precociousness was an enigma 
to her mother, and they remained at cross-purposes throughout their lives.12 
Her father, however, enabled Mina to escape by enrolling her in art school.13 
Once out of  the house, Mina’s independent streak gained momentum, as she 
discovered a world that affirmed her doubts about conventional society and 
revealed she had inherited her father’s artistic inclinations. The following year, 
at the age of  seventeen, she moved on to study in Munich at the Kunstlerien 
Verein. She was on her way to becoming an artist.

In 1903, after a reluctant return to London, Loy moved to Paris to 
study at the Académie Colarossi. It was an international school, enabling Loy 
to socialize with both English and American students. The study of  plaster 
casts and cadavers was part of  the curriculum, even for women, and Loy fur-
ther developed her drawing practice.14 At Colarossi she met Wyndham Lewis 
and Jules Pascin, who would later inspire her writing and influence her bur-
geoning modernism. Loy recalled her student days (fig. 1.7, fig. 1.8) in a letter 
to Carl Van Vechten in 1915:

Paris in those days for everyone meant just learning to love 
the dear old impressionists — I had Manet and Monet on the 
spot — but Degas frightened me for a year — and I shall always feel 
grateful to the day I first “saw” the early Renoirs — But the most 
beautiful things in Paris were the Fêtes — and the Bal Bullier.15

FIG 1.5

Unidentified photographer, Sigmund 
Lowy, ca. 1890. Gelatin silver print 
on paper. Location unknown. 
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Loy found Paris enchanting, but life would not allow her to settle there for 
another decade and a half. Within the year she married a fellow English stu-
dent, Stephen Haweis (fig. 1.9), a marriage they agreed suited them socially, 
if  not amorously, after their discovery that Loy was pregnant. Their marriage 
freed Mina from the threat of  her return to a stifling life in England, and her 
allowance would support them both. Haweis had a reputable family name, 
which would secure them a reasonable level of  entrée in the world, and he was 
shrewd at negotiating the social and economic complexities of  the art world. 
He admired Mina as an artist and was astonished to have secured such a beau-
tiful and talented wife. This pride soon soured into humiliation, however, when 
he realized Loy surpassed him intellectually and artistically. Within the year he 
became involved in an affair.

Time revealed that Loy was naive about her legal standing in their 
arrangement, which empowered her husband and left her subject to his 
demands, under the threat that he would expose their continued deception to 
her father that they had a harmonious union. For a decade, Haweis resisted 
Loy’s request for a divorce in order to receive a portion of  her family allowance. 
During these years he ably negotiated both of  their careers. He mostly likely 
secured her first one-person exhibition at Carfax Gallery in London in 1912. 
Later he entered her drawings in shows in America: one, in 1914, at the 
Architectural League of  New York; and one, in 1915, in the Pan-American 
Exhibition in San Francisco.16

FIG. 1.6

Unidentified photographer, Mina 
Loy as a Girl, ca. 1886. Gelatin silver 
print on paper, 7 7∕8 × 4 3∕4 in. (20 × 
12 cm). Private collection.

FIG. 1.7

Stephen Haweis, Mina Loy, ca. 
1905. Gelatin silver print on paper, 
5 7∕16 × 3 1∕8 in. (13.8 × 8 cm). Private 
collection.
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Early in their marriage, Haweis was successful as a photographer, 
opening an art photography business with a partner named Henry Coles. They 
secured Auguste Rodin as their client, producing over two hundred photo-
graphs of  his sculptures. Their work was widely acclaimed, and their images 
of  Rodin’s Balzac, famously printed by Alfred Stieglitz in Camera Work, are 
renowned. Haweis photographed his wife around 1905, and these images stand 
as some of  the most captivating made of  her. One portrait depicts her holding 
a small Rodin sculpture in one hand, another provocatively smoking, and 
another in a sensuous full-length view of  her nude back, her long hair falling to 
the floor. In all, Loy does not appear as a passive muse, but a sexually aware 
collaborator (figs. 1.10, 1.11, 1.12, 1.13).17 

Through Haweis’s connections, the couple made the acquaintance 
of  Walter Sickert and critic George Moore. They met the protofeminist writer 
Colette, whose personal life may have contributed to Mina’s rapid updating of  
her own perspective on social conventions. Mina continued to paint and draw 
at home during her pregnancy. She also began to create millinery and clothing 
designs. In his autobiography, Haweis credited Loy for introducing to Paris the 
uncorseted profiles (fig. 1.14) for women that later made designer Paul Poiret 
famous, her acumen for detail, texture, and color in cloth a certain inheritance 
from her father.

In May 1904, the couple’s daughter Oda was born, and six of  Loy’s 
watercolors were selected for the Salon d’Automne. Loy registered for the salon 

FIG. 1.8

Henri Joel Le Savoureux, Stephen 
Haweis and Mina Loy in Art School, 
c. 1905. Photograph on paper. 
Location unknown. 
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FIG. 1.9

Mina Loy, Portrait of Stephen Haweis, 
ca. 1905. Pencil on paper. Mina Loy 
Papers, Yale Collection of  American 
Literature, Beinecke Rare Book and 
Manuscript Library. 

FIG. 1.10

Stephen Haweis, Mina Loy Holding 
Auguste Rodin Sculpture, ca. 1905–9. 
Gelatin silver print on paper, 5 × 
8 in. (12.7 × 20.32 cm). Private 
collection.

FIG. 1.11

Stephen Haweis, Mina Loy, ca. 1905. 
Gelatin silver print on paper, 7 × 
5 in. (17.78 × 12.7 cm). Private 
collection.
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FIG. 1.12

Stephen Haweis, Mina Loy, 
ca. 1905–9. Gelatin silver print on 
paper, 7 × 5 in. (17.78 × 12.7 cm).
Private collection.



FIG. 1.13

Stephen Haweis, Mina Loy, 
ca. 1905–9. Gelatin silver print on 
paper, 10 × 8 in. (25.4 × 20.32 cm).
Private collection.
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as Mina Loy rather than using the surname Haweis,18 or Lowy. She saw herself  
as a stand-alone entity without the need for patriarchal oversight or entrée. She 
was twenty-two. Her work was subsequently exhibited at the Salon d’Automne 
1905, 1906, 1913, and 1923 (fig. 1.15). She was elected a member of  its draw-
ing society in 1906 and served as a juror in 1912 (fig. 1.16).

Throughout 1904 and 1905 Loy’s domestic environment occupied 
her paintings Objects, La Guitare, La Dispute, Devant le miroir, and La Mere.19 She 
tended attentively to Oda, but the baby contracted meningitis and died on the 
anniversary of  her first birthday. The loss was profound for Loy. Her grief  
marked her countenance, which she recorded in a self-portrait that year. In 
Devant le miroir, 1905 (fig. 1.17), Loy depicted herself  with a blank, dull gaze, 
a somber self-regard. She was ever distant, as Djuna Barnes would one day 
describe her in the opening lines of Dusie, the eponymously titled short story 
about her dear friend: “It is about Dusie, Madame, she was very young … 
absent and so pale. … She was dégagé, but you could not know her well.”20 Loy 
depicted herself  as a good Victorian, with hat in place, or possibly as if  she 
had caught sight of  herself  in the mirror, and had quickly recorded this appa-
rition of  her sorrow. The drawing captures an indifferent air that Loy would 

FIG. 1.14

Mina Loy, Fashion Designs, ca. 1915. 
Watercolor and gouache on paper, 
14 × 20 1∕2 in. (35.56 × 52.07 cm). 
Private collection.
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retain throughout her life, which Natalie Barney wrote famously of, decades 
later, after Mina’s return to Paris: “Hasn’t she already evolved out of  this world 
of  appearances: she walks as though the angels were already nibbling at her 
heels. But, meanwhile, she wears a blind gaze among us as though she has 
contemplated the Gorgon — a look as if  struck with indifference. Her beauty 
has receded into itself. She offers us this Apology of Genius, as a whole prismatic 
poetry that plays with this world stopped in density, from which, thanks to 
some perception of  a fourth dimension, she escapes.”21 

Though Mina found Oda’s death devastating, her response was to 
strike out professionally and personally against the limits of  her life. In the year 
leading up to Oda’s death, she had felt shut in at home as a young mother and 
artist, reliant on her husband’s contacts to move her name forward. She took 
matters into her own hands by radicalizing her work. She created a body of  
small watercolors that were selected for the 1906 Salon d’Automne. The images 
were rooted in real life but had been transformed through her imagination to 
introduce more complex and emotional underpinnings of  experience.

Carl Van Vechten described Loy’s journey from observation to 
transformation in the genesis of  two of  these early paintings in Rogue in 1915. 

FIG. 1.15

Mina Loy, Women in Carriage, ca. 
1900. Mixed media on paper, 8 × 
8 in. (27.32 × 20.32 cm). From the 
collection of  J. and J. Gordon.

FIG. 1.16

Mina Loy, Sociétaire du Salon 
d’Automne Paris calling card, n.d. 
Ink on paper, 2 × 3 1∕2 in. (5.08 × 
8.89 cm). From the collection of  
J. and J. Gordon.
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FIG 1.17

Mina Loy, Devant le miroir, ca. 1905. 
Graphite on brown paper mounted 
on cardboard, 16 × 13 in. (40.64 × 
33.02 cm). Private collection.
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Today his account stands as one of  few records of  Loy’s work process at the 
time and provides insight into the creation of  one of  Loy’s most acclaimed and 
exhibited works, L’Amour dorloté par les belles dames (fig. 1.18).

The paintings of  Mina Loy seem to the beholder the strange 
creations of  a vagrant fancy. I remember one picture of  hers in 
which an Indian girl stands poised before an oriental palace, the 
most fantastic of  palaces, it would seem. But the artist explained 
to me that it was simply the façade of  Hagenbeck’s menagerie 
in Berlin, seen with an imaginative eye. The girl was a model. … 
One day on the beach at the Lido she saw a young man in a 
bathing suit lying stretched on the sand with his head in the lap 
of  a beautiful woman. Other women surrounded the two. The 
group immediately suggested a composition to her. She went 
home and painted. She took the young man’s bathing suit off  and 
the women she dressed in lovely floating robes, and she called 
the picture, L’Amour dorloté par les belles dames.22

FIG. 1.18

Mina Loy, L’Amour dorloté par les 
belles dames, 1906. Watercolor on 
paper, 15 1∕2 × 22 1∕4 in. (39.37 × 
56.52 cm). Private collection.



16

There is uncertainty as to whether the original title of  the work is “l’Amour 
dorloté pas les Belles Dames,” which is absent the necessary negation “ne” 
to translate to “Love does not coddle the beautiful ladies” or “l’Amour dor-
loté par les Belles Dames,” “Love pampered by the beautiful ladies.” The first 
seems more apt to Loy’s experience. While the women gawk at the slender, 
winged Eros/Cupid/Icarus23 who has fallen from the heavens into their midst, 
they provide no ministrations to him. Loy’s grammar was creative even in her 
native tongue, so the interpretation and translation remain with the viewer. In 
the foreground, a detached figure gazes into the distance, unaffected by the 
commotion behind her, absorbed in wistful thought.

The refinement and animation of  detail is breathtaking in this paint-
ing and other works of  this period, such as La Maison en Papier (fig. 1.19). Loy’s 
distinctive use of  color holds these compositions in coherence and focuses the 
viewer’s attention on every fine detail. She was invited to be a sociétaire, a mem-
ber of  the Salon d’Automne drawing society that year, a recognition of  which 
she would remain proud all her life.

Loy’s submissions to the 1906 Salon d’Automne were noted by the 
curator and critic Paul Jamot in the Gazette des Beaux-Arts as evoking the work 
of  some of  the most worldly, outrageous, even pornographic artists of  the day, 
those who dared to represent the banal and carnal considerations of  society. 
Jamot’s voice was not an incidental one in Paris, as he was to become the cura-
tor of  the department of  painting at the Louvre from 1927 to 1939. He wrote, 
“Miss Mina Loy who, in her strange watercolors where are combined Guy, Rops, 
and Beardsley, shows us ambiguous ephebes whose nudity is caressed by 
ladies in the furbelows of  1885.”24 

Mina Loy was heralded in excellent company, included in a coterie 
that was integral to defining the modern in Paris. She was identified not as a 
mere postimpressionist but as a Decadent painter. She had not debuted as a 

“lady,” a distinction in which Loy took great pride. She had empowered her own 
vision of  the world by representing women through a woman’s eyes. For the 
first twenty years of  her career, Loy would primarily paint such small-scale 
genre scenes depicting women in fanciful or actual social contexts and then 
women at work, including weavers, hat makers, and performers. Her process 
of  transforming her observations of  the world through her imagination was 
leading her toward becoming a modern painter.

Oda’s death also energized her to move forward with her personal life. 
She addressed the neurasthenia brought on by her grief, seeing a young friend 
who was a psychiatrist and an amateur photographer, Dr. Henri Joel Le Savoureux. 
We do not know if  his treatment ameliorated her symptoms, but their friendship 
led to an affair. That summer Mina became pregnant. When Haweis learned of  
her condition he made the claim that the circumstance demanded they strike a 
new deal in their marriage, one in which he would “accept” the child as his own 
on the conditions that he and Mina leave Paris, and that she give him another 
child. Haweis’s edict forced Loy to leave behind her extraordinary artistic debut.

Mina and Stephen committed to continuing the pretense of  their 
marriage in Italy. Florence had a strong English expatriate community that 

FIG. 1.19

Mina Loy, La Maison en Papier, 1906. 
Gouache and graphite on paper, 
19 3∕4 × 12 1∕2 in. (50.17 × 31.75 
cm). Private collection.
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Haweis believed would be good for their careers. A daughter, Joella, was 
born in July. Mina quickly became pregnant with a son, Giles, who was born 
early in 1909 (fig. 1.20). Emulating Loy’s upbringing, the couple employed 
a nurse named Giulia who oversaw the children’s care full-time for the next 
twelve years. During these years, a dramatic event took place that perma-
nently reoriented Loy’s perspective on life. Joella became ill with an infant 
paralysis that worsened into a coma.25 In desperation, Mina turned to a 
Christian Scientist practitioner active in Florence for her healing. Joella 
(figs. 1.21, 1.22) recovered miraculously, and Mina became a person of  faith, 
setting her on a course to develop a complex belief  system that would posi-
tion her outside of  mainstream modernist thought for the rest of  her life. 
Loy believed in God and an ordered universe. Her faith infused her art and 
writing and was vital to her perseverance through the many difficulties she 
was yet to encounter.

Loy’s drawings from these years are of  family, friends, and the 
Italian street peasants (fig. 1.23). This was the beginning of  her lifelong con-
sideration of  society’s refusé, in whose limited options she saw mirrored her 
own circumstance. Women remained the focus of  her art (fig. 1.24). Loy’s pic-
ture The Beach, 1907 (fig. 1.25), shows the resort Forte dei Marmi, where Mina 
and Stephen would deposit the children to escape Florence’s heat in summer. 
While this work has previously been dated to 1907, it is likely that Joella and 
Giles were the models for the children at play, which would date the work to 
1911 or later. The scene is artistically noteworthy for Loy’s innovative introduc-
tion of  time into the composition by depicting the central character as a woman 

FIG. 1.20

Mina Loy, Maternity, 1935. 
Terracotta sculpture, 8 1∕2 × 
3 1∕2 in. (21.59 × 8.89 cm). 
Private collection.

FIG. 1.21

Unidentified photographer, Mina and 
Joella, 1909. Gelatin silver print on 
paper, 3 3∕8 × 3 1∕8 in. (8.5 × 8 cm). 
Private collection.

FIG. 1.22

Unidentified photographer, Mina and 
Joella in Florence, ca. 1908. Gelatin 
silver print on paper, 5 1∕8 × 7 in. 
(13 × 17.8 cm). Private collection.
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at various stages of  womanhood; an adult in the changing tent, a girl coming 
of  age, and a teenager.

Loy had tested this compositional device in L’Amour dorloté par les 
belles dames, 1906, by placing the detached, contemplative seated figure in 
the foreground. In each work, a single figure looks provocatively out of  the com-
position to engage the viewer, identifying the scene not solely as a depiction of  
the world, but also as a psychological consideration: Loy’s contemplation of  
herself  as a young woman reckoning with her identity beyond her circumstance. 
In both works the central characters are identifiable as Loy by their distinct 
eyebrows, which Loy claimed were her strongest feature. The three long-limbed, 
statuesque figures are repeated in a comparable work, La Maison des Bains 
(fig. 1.26), 1913.

Preoccupied by the humiliation of  her marriage and her poor 
health, Loy maintained a subdued presence in Florence until the appearance 
of  the American heiress Mabel Dodge (fig. 1.27) in 1910. Over the next years, 
through the artistic and literary alliances she formed through the salon gath-
erings at Dodge’s Villa Curonia and through her separation from Haweis, who 
began traveling abroad, Loy blossomed (fig. 1.28, fig. 1.29, fig. 1.30).26 She 
characterized her life as moving slowly from one “of  shilly-shallying shyness … 
to expansiveness under the luxury of  Mabel Dodge’s flowering trees.”27 Through 
the influx of  visitors to Villa Curonia, Loy began to encounter her first mod-
ernists, those whose individuality and dissonance with tradition rang true to 
her own creative being.

Early accounts of  Loy report her holding intellectual court at Villa 
Curonia. In his thinly veiled autobiography Peter Whiffle: His Life and Works, Carl 
Van Vechten recounts a dinner scene at the villa of  Edith Dale (a.k.a. Mabel 
Dodge), in which Loy trounced a flushed contessa’s theories of  art as a form 
of  black magic with a complex synopsis of  literary authors anchoring her rebut-
tal.28 “ ‘Art is a protest,’ corrected Mina Loy. ‘Each artist is protesting against 
something: Hardy, against life itself; Shaw, against shams; Flaubert, against 
slipshod workmanship; George Moore, against prudery; Cunninghame Graham, 
against civilization; Arthur Machen, against reality; Theodore Dreiser, against 
style.’ ” While raising children and making art, Loy was keeping up with her 
reading, and she had begun to add the title of  author to her byline.

She and Dodge became fast friends and social allies. Dodge was a 
remarkable cultural benefactor. Loy constantly turned to Dodge to promote her 
writing or art (fig. 1.31, fig. 1.32). Dodge reported Loy as making dark genre 
paintings.29 The titles of  Loy’s work of  this period, all lost, indicate the trite 
tenor of  her life: Ladies Fishing, Ladies Watching a Ballet, Ladies at Tea, The Little 
Carnival, Voyageurs, and The Heart Shop.30

The next few years marked Loy’s transformation and ascendence 
into public view as a modernist. Her enlightenment came through her introduc-
tion in Florence to two remarkably dissimilar sources: Gertrude Stein in 1911, 
and Filippo Tommaso Marinetti in 1914. It was a formal letter of  introduction 
from Colarossi student Alice Wood that enabled Mina to invite Stein and Alice 
Toklas to the home her father had bought her young family the previous year 

FIG. 1.23

Mina Loy, Untitled drawing, 
published in Crapouillet, ca. 1915. 
Private collection. 
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FIG. 1.24

Mina Loy, Fille en robe rouge, 1913. 
Watercolor with graphite, 19 1∕2 × 
15 1∕2 in. (49.53 × 39.37 cm). 
Private collection.



FIG. 1.25

Mina Loy, The Beach, ca. 1911. 
Watercolor and graphite on paper, 
20 × 25 in. (50.8 × 63.5 cm). 
Private collection.
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FIG. 1.26

Mina Loy, Maison des bains au Forte 
dei Marmi, ca. 1913. Gouache 
and ink with traces of  graphite 
on paper mounted on cardboard, 
13 3∕4 × 17 1∕2 in. (34.93 × 
44.45 cm). Private collection.
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(fig. 1.33).31 Toklas wrote of  their meeting that “a friendship with her com-
menced that lasted over the years,” describing Mina as “beautiful, intelligent, 
sympathetic and gay.”32 It would continue through the 1920s and 1930s when 
they all lived in Paris.33 Stein’s writing was of  immediate interest to Loy, and 
Stein shared early versions of  manuscripts, including The Making of Americans, 
to which Loy responded intuitively and intelligently. Years later Stein wrote, 
“Mina Loy … was able to understand without the commas. She has always been 
able to understand.”34

Loy’s conversion to modernism was modeled through her own writ-
ing in response to Stein’s work. This method of  self-education would be the 
first of  many such “apprenticeships” through which Loy schooled herself  in 
modernist thinking and forms and discovered her personal expression in 
response to other artists’ work, including that of  Constantin Brancusi, Wyndham 
Lewis, and Edgar Allan Poe (please see Ann Lauterbach’s essay in this volume.). 
Her comprehension of  the tenets of  modernism as a channeling of  intuitive 
responses to her own experience became paramount. As she wrote, “The flux 
of  life is pouring its aesthetic aspect into your eyes, your ears — and you ignore 
it because you are looking for your canons of  beauty in some sort of  frame or 

FIG. 1.27

Unidentified photographer, Portrait 
of Mabel Dodge, Arcetri, ca. 1913. 
Gelatin silver print. Mabel Dodge 
Luhan Papers, Yale Collection of  
American Literature, Beinecke Rare 
Book and Manuscript Library.
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FIGS. 1.28 –1.30

Mina Loy letter to Stephen Haweis, 
March 22 or 27, 1914. Mabel Dodge 
Luhan Papers, Yale Collection of  
American Literature, Beinecke Rare 
Book and Manuscript Library.
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FIGS. 1.31– 1.32

Mina Loy letter to Mabel Dodge 
(details), September 17, ca. 1910. 
Mabel Dodge Luhan Papers, Yale 
Collection of  American Literature, 
Beinecke Rare Book and Manuscript 
Library, Yale University Library.
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glass case or tradition. Modernism says: Why not each one of  us, scholar or 
bricklayer, pleasurably realize all that is impressing itself  upon our subcon-
scious, the thousand odds and ends which make up your sensory everyday 
life?”35 Stein’s fracturing of  linguistic tradition was a natural progression of  
Loy’s daily experience simultaneously navigating the use of  English, French, 
German, and Italian in conversation as well as in her mind.

Stein’s creative autonomy, uncompromising voice, and nontradi-
tional lesbian household modeled for Loy the life of  an independent woman 
artist. Loy became an advocate for Stein, bringing her unpublished work to New 
York in 1920, to read at Société Anonyme, Inc., the artists’ museum formed by 
Katherine Dreier, Duchamp, and Man Ray. Loy drew Stein’s portrait, which Stein 
was rumored to have signed in approval. Loy also wrote a critical analysis of  
Stein’s work in 1929 (fig. 1.34). The essay was run as a two-part letter to Ford 
Madox Ford in the Transatlantic Review (fig. 1.35) and included a poem dedi-
cated to Gertrude Stein casting her as the Madame Curie of  language, who 
saved the world with her extractions.

Curie
of  the laboratory
of  vocabulary

she crushed
the tonnage
of  consciousness
congealed to phases

to extract
a radium of  the word36

In her essay, Loy identified modernism as an energetic force that 
reached across disciplines through visionaries including Cezanne, Brancusi, 
and Stein.

In Stein’s work Loy found the articulation of  her own outcry against 
tradition and the narcoleptic haze of  everyday life. “The pragmatic value of  
modernism lies in its tremendous recognition of  the compensation due to the 
spirit of  democracy. Modernism is a prophet crying in the wilderness of  stabi-
lized nature that humanity is wasting its aesthetic time. For there is a consid-
erable extension of  time between the visits to the picture gallery, the museum, 
the library. It asks ‘what is happening to your aesthetic consciousness during 
the long long intervals?’ ”37 Loy answered her own call, awaking from her cre-
ative slumber, pen in hand.

During the years of  Loy’s ascendency as a writer, she also made 
hats and designed clothes and covers for fashion magazines. She established 
a regular practice of  drawing portraits, for which she became well regarded, 
exhibiting these in two exhibitions in America in 1925. Portrait drawing was a 
vehicle for acute observation. Her early subjects included Stein; her Italian psy-
chiatrist friend Roberto Assagioli; and Carl Van Vechten (fig. 1.36). Later sub-
jects included Marianne Moore, Constantin Brancusi, Sigmund Freud (fig. 1.37), 

FIG. 1.33

Unidentified artist, Gertrude Stein, 
Alice B. Toklas and Basket in France, 
ca. 1944. Gelatin silver print. 
Bancroft Library Portrait Collection, 
University of  California, Berkeley.
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FIG. 1.34

F. M. Ford, ed., Transatlantic Review, 
October 1924. Private collection.

FIG. 1.35

Mina Loy, “Gertrude Stein,” 
Transatlantic Review, October 1924. 
Private collection.
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FIG. 1.36

Mina Loy, Portrait of Carl Van 
Vechten, 1913. Graphite on paper, 
18 × 12 1∕2 in. (45.72 × 31.75 cm). 
Carl Van Vechten Papers, Beinecke 
Rare Book and Manuscript Library, 
Yale University Library.

FIG. 1.37

Mina Loy, Portrait of Freud, 1922. 
Ink on paper, Location unknown.



29TRUANT OF HEAVEN

James Joyce, and Flossie Williams. A number of  these works now exist only in 
reproduction, as Loy sold them to illustrate biographical articles in magazines. 
Often, she would create a poem to complement a drawing, providing Loy the 
opportunity for a more in-depth consideration of  the sitter, as was the case for 
Stein, Brancusi, Moore, and Pascin,38 and enabling a dialogue in her head 
between mediums, between visual and verbal reckoning.

Loy considered herself  an expert in the close study of  physiog-
nomic acumen. This resulted in her creation of  a treatise, her first invention, 
which she called Auto-Facial-Construction (fig. 1.38). Loy’s proposal for self-in-
duced physiognomic reconstruction appeared in Florence in 1919 as an adver-
tising prospectus. It reads, “Years of  specialized interest in physiognomy as an 
artist, have brought me to an understanding of  the human face, which has 
made it possible for me to find the basic principle of  facial integrity, its con-
servation, and when necessary, reconstruction.”39 She believed the face com-
municates true personality to others and that the responsibility lay with the 
owner of  the face to wield it with consideration. There is no record of  any 

FIG. 1.38

Mina Loy, Auto-Facial-Construction, 
1919. Printed by Tipographia 
Giuntina. Beinecke Rare Book and 
Manuscript Library, Yale University 
Library.
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subscribers, but the graphically well-considered “portfolio” attests to Loy’s 
earnest faith in its principle for self-improvement, as well as its potential as a 
moneymaker. To Dodge she explained, “I am enclosing a prospectus of  a new 
method I shall teach when not drawing or writing about art. It came as much 
as a most unexpected revelation — & it works! I think the life-force inspired me 
with it — to solve the problem of  keeping bodies alive without prostituting art.”40

In Florence, Loy met a number of  allies from London: the Duchess 
of  Rutland, American writer Muriel Draper, and Ethel Harter, who would encour-
age and support her. Loy had her first one-person exhibition at the Carfax 
Gallery in London in 1912, which received positive feedback in the press. A 
review in Studio Magazine’s closely mimicked the review of  her work exhibited 
six years earlier in Paris, which was not a surprise, as she had chosen to exhibit 
many of  the same works. “The Directors of  the Carfax Gallery have during the 
past month, introduced … Mina Loy (Mrs. Stephen Haweis). … Her work … is 
carried through to success in the strength of  a fine imaginative feeling for pat-
tern and an indisputable sense of  colour.”41 Another more extensive review in 
the Morning Post of  October 14, 1912, called out their variety: “Mrs. Haweis 
(Mina Loy) shows a collection of  drawings at the Carfax. It is difficult to find for 
these any common denominator. … Other capital drawings are the series of  
Ladies at Tea, Maison en Papier, Japanese Toys, and Voyageurs. … The only land-
scape is a view of  the Bridge at Dinan, quite simple and good.” 

The art scene in London had changed dramatically since Loy was a 
student. Her visit made her aware of  the shifts and conflicts incited by the 
introduction of  modernism. Roger Fry’s Second Post-Impressionist Exhibition 
was on view at the Grafton Galleries. The exhibition was radical for London as 
it set English artists such as Vanessa Bell, Duncan Grant, and Stanley Spencer 
alongside Bonnard, Matisse, and Picasso. The only artist in whose work Mina 
specifically expressed an interest was her Paris acquaintance Wyndham Lewis. 
In a letter to Dodge she described Lewis as “a marvellous draftsman of  the 
Picasso school — in method — but himself  alone in vision.”42 His work would 
soon come to feature more significantly in her own. In the autumn Mina con-
tributed one oil painting, The Sewing Machine, and three drawings, Le Cirque 
Hagenback à Florence, La Petit carnival, and La Grotte de Cythere, to the Salon 
d’Automne.43

In the summer of  1913 the writer and photographer Carl Van 
Vechten (fig. 1.39) came to Florence as a guest at Villa Curonia. He wrote of  
being instantly charmed by Loy: “She made an unforgettable figure with her 
gray-blue eyes, her patrician features, her waved black hair, parted in the cen-
tre. Tall and slender, her too large ankles were concealed by the tight hob-
ble-skirts she wore. Her dresses, of  soft dove-coloured shades, or brilliant 
lemon with magenta flowers, or pale green and blue, were extremely lovely. 
Strange, long earrings dangled from artificially rosy ears: one amber pair 
imprisoned with flies with extended wings.”44 More importantly, Van Vechten 
was duly impressed by Loy’s writing, and he signed on as her literary agent (fig. 
1.40). While continuing to write,45 she exhibited two works at the Friday Club in 
London: Woman’s Head and Maria con Bruno, a portrait and a double portrait 
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that were hung alongside works by artists considered at the forefront of  the 
British art scene. Loy wrote Dodge that she was proud that Lord Henry Bentinck 
had bought one of  her paintings, but she expressed doubts about the state of  
her work: “I painted one good picture but I have not evolved beyond 
post-impressionism.”46

It was Dodge and Van Vechten who delivered her Futurist-inflected 
poems to America. Ezra Pound soon credited her as the source of  logopoeia: 

“poetry … akin to nothing but language which is a dance of  the intelligence 
among words and ideas”;47 and the New York avant-garde affirmed her as the 
harbinger of  Futurism, Dada, and unprecedented linguistic scandal. Loy first 
saw her name in print in January 1914, when Alfred Stieglitz published her 
manifesto Aphorisms on Futurism in Camera Work (fig. 1.41) alongside a play by 
Stein and an art review by Dodge. The text was an incantation about self, a 
meditation on individual potential and self-determination achieved by radically 
cutting off  one’s past and reflexive behavior. The text layout was typographically 
inspired by Futurism. More of  her writing would soon appear in the little 

FIG. 1.39

Mark Lutz, Portrait of Carl Van 
Vechten, at the Villa, Curonia, 
Florence, June 22, 1935. Gelatin 
silver print on paper. Library of  
Congress Prints and Photographs 
Division Washington, DC, LC-
USZ62-137893.

FIG. 1.40

Mina Loy letter to Carl Van Vechten, 
December 17, ca. 1914. Ink on 
paper. Carl Van Vechten Papers, Yale 
Collection of  American Literature, 
Beinecke Rare Book and Manuscript 
Library.
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collection of, 52, 55, 68, 70, 81, 95, 
156, 193; Cornell and, 92, 99, 103, 
150, 206n10; creative expression and, 
66; Duchamp and, 66, 81, 99, 150, 
163, 206n10; estate of, 202; Faces, 
205n95; gallery of, 5, 43, 68, 92, 99, 
150, 206n10; influence of, 78, 81; 
Joella and, 52, 66, 81, 103, 205n112; 
show paintings and, 78; “Stanton 
Street” constructions and, 163; 
Stettheimer and, 78; Surrealism and, 
68, 78, 81, 150, 206n10

Levy Exhibition Announcement (Loy), 70
Lewis, Wyndham: Blast, 43; Colarassi and, 

5; Enemy of the Stars, 70; Futurism and, 
41; modernism and, 23; The Starry Sky, 
41–43, 111; talent of, 30; on war, 32

Leyda, Jay, 68
Light Bursts Out of the Window (Loy), 109
Light (Loy), 76–77
Lima Beans (Kreymborg), 35, 38
Lit de Marcel (Wood), 154
Little Carnival, The (Loy), 19, 51
Little Gallery, 57
Little Review magazine, 41, 53, 56–57
Lloyd, Fabian. See Cravan, Arthur
Lloyd, Fabienne, 44, 55, 98, 190
logopoeia, 31
Lost Lunar Baedeker, The (Loy and Conover, 

editor), 196
Louvre, 16
Love Songs (Loy), 32–33
Lowy, Sigmund, 5, 113
Loy, Mina: birth of, 113; cerebral nature 

of, 2; children of, 203n5; citizenships 
of, 2; constructions of, 144–81; creative 
range of, ix–x, 2, 114–15; long reality 
of, ix–xi; names of, 113, 187–88, 208n6, 
208n16; as polymath, 2; search for 
form by, 113–26; unbeautiful true and, 
127–43. See also specific work

Lozano, Lee, 195
Luce, Henry, 129
Lunar Baedecker (Loy), 51–53, 118, 

142–43, 182, 183
Lunar Baedeker & Time-Tables (Loy), 185, 186
Lynes, George Platt, 4, 192–93

McAlmon, Robert, 45–46, 51, 53, 66, 184, 
185

McCarthy, Mary, 195
Machen, Arthur, 19

Macy’s, 56
Magritte, René, 68
Maintenant (Cravan), 41
Majesty the Queen’s Collection, 81
Making Lampshades (Loy), 153
Making of Americans, The (Stein), 23
Malraux, André, 193
Mann, David, 163
Man Ray, 55, 196; friendship of, 35, 51, 

115; Joella Levy, 52; Mina Loy, 183; Mina 
Loy and Djuna Barnes, 45; Portrait of Mina 
Loy, 114; photography of, 35, 92, 95, 
114; Société Anonyme, Inc., 26

Marcel Duchamp at Mina Loy’s Bowery 
Studio (Abbott), 166

Marcel Duchamp Wearing “Sexy” Crown, 
Designed by Mina Loy (Hare), 93

Marchands de New York (Loy), 51
Maria con Bruno (Loy), 30–31
Marinetti, Filippo Tommaso, 19, 32, 33, 

41, 57, 150, 153
Marisol, 173
Martin, Agnes, 195

“Mass Production on 14th Street” (Loy), 
129–30

Matisse, Henri, 30
Matta, Roberto, 99
M’Cormick, William B., 56

“Mi & Lo” (Loy), 113
Miller, Lee, 156, 195
Mina and Joella in Florence (Unidentified 

photographer), 18
Mina and Joella (Unidentified 

photographer), 18
Mina Lowy, Her Mother Julia Lowy, and Sister 

Dora (Unidentified photographer), 148
Mina Loy and Djuna Barnes (Loy), 45
Mina Loy and Peggy Guggenheim at 52 Rue 

du Colisée Shop, 57
Mina Loy and Two Unidentified Artist 

Women with Brancusi and his Dog Polaire, 
in Front of a Painted Canvas at the 
Throne Fair (Unidentified photographer), 
54

Mina Loy as a Girl (Unidentified 
photographer), 6

Mina Loy as a Young Woman (Unidentified 
photographer), 148

Mina Loy Dressed for the Blindman’s Ball 
(Unidentified photographer), 37

Mina Loy (Haweis), 6, 8–11
Mina Loy Holding Auguste Rodin Sculpture 

(Haweis), 8
Mina Loy in Paris (Unidentified 

photographer), 68
Mina Loy (Lynes), 4, 192–93
Mina Loy (Man Ray), 183
Mina Loy (Miller), 156
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“Mina Loy: M.O.H.” (Corgan), 197
“Mina Loy” (Moore), 197
Mina Loy (Williams), 101
Mina Loy Paris business card, 59
modernism, 43; conversion to, 19, 23, 26, 

114; cubism, 150, 208n13; as energetic 
force, 26; enriching definition of, 2; 
fauvism and, 150, 208n13; gender and, 
40; Guggenheim and, 57; London art 
scene and, 30; mainstream, 18; Moore 
and, 39; Pascin and, 5; theism and, 3; 
Tuma and, 203n2; visual modes of, 146; 
vs. tradition, 19

“Modern Poetry” (Loy), x, 66, 206n7
Moons (Loy), 78, 105, 124, 125
Moon Tarot Card (Waite and Smith), 76
Moore, George, 7, 19, 119
Moore, Marianne, 26, 39, 40, 46
Moore, Thurston, 197

“Moreover, the Moon—” (Loy), 105
Morland, Henry Robert, 205n105
Morse, Samuel French, 5
Muir, Edwin, 51, 53

Namm Gallery, 56
“Nancy Cunard” (Loy), 118–19
Naumann, Francis M., 144
Nectar (Loy), 100
Neiman, Gilbert, 196
New Directions Press, 185
New York Dada magazine, 46
New York Evening Sun, 78
New York Sun, 39
New York Times, 99, 160
Niedecker, Lorine, 185
No Parking (Loy), 101, 162, 165, 173
Norton, Allen, 31, 35, 39, 152
Norton, Louise, 31, 35, 146, 152–53

Objects (Loy), 12
“Ode on a Grecian Urn” (Keats), 112
Oelze, Richard, x; Departure (with the Sled), 

163; Insel and, 162, 195; portrayal of, 
115; skills of, 69; Surrealism and, 69, 
115, 193, 207n10

“O Hell” (Loy), 184
Olson, Charles, 185

“On Third Avenue” (Loy), 129
Oppenheimer, Joel, 185
Orozco, Gabriel, 187
Others magazine, 2, 4, 31–33, 208n17
Our Singing Strength (Kreymborg), 33

Pagany magazine (Johns), 47
Pamperers, The (Loy), 32
Papini, Giovanni, 32, 33, 57, 150
Pascin, Jules, 5, 29, 53, 115
Patchen, Kenneth, 185

Peggy Guggenheim Seated on Her Four-
poster Bed (Wilson), 100

Penny Arcade with Horse (Cornell), 165, 
172–73

Peter Whiffle: His Life and Works (Van 
Vechten), 19

Photograph of Mina Loy Mermaid Mural 
(Unidentified photographer), 56

Photograph of Mina Loy’s Terra Cotta 
Sculpture “Maternity” (Unidentified 
photographer), 18

Photograph of Mina Loy’s “Untitled (Bottle 
and Eye, Ear, Lips)” (Abbott), 179

Picabia, Francis, 152
Picasso, Pablo, 30, 128
Picasso and Truth (Clark), 127
Pittori Futuristi brochure, 34
Pittsburgh Press, 46
Playboy magazine, 46, 50
Poe, Edgar Allan, 23, 46, 118

“Poe” (Loy), 118
Poplin, Maurice, 106
Porter, Bern, 196
Portrait of Carl Van Vechten (Loy), 28
Portrait of Carl Van Vechten (Lutz), 31
Portrait of Constantin Brancusi (Loy), 120
Portrait of Flossie (Florence) Williams (Loy), 

115, 116
Portrait of Freud (Loy), 28
Portrait of Giovanni Papini, Italian Writer and 

Philosopher (Unidentified photographer), 33
Portrait of Joseph Cornell (Unidentified 

photographer), 93
Portrait of Jules Pascin (Loy), 115
Portrait of Mable Dodge, Arcetri 

(Unidentified photographer), 23
Portrait of Man Ray (Loy), 115
Portrait of Marcel Duchamp Seated in 

Katherine Dreier’s New York Apartment 
(Unidentified photographer), 37

Portrait of Mina Loy (Man Ray), 114
Portrait of Stephen Haweis (Loy), 8
Pound, Ezra, 31, 46, 54–55, 128
Preston, Stuart, 99

“Prize Lamp Shades from Nina [sic] Loy of  
Paris,” 62, 205n87

“Property of  Pigeons” (Loy), 96, 129
Prospector 1 (Loy), 103, 170–71
Prospector 2 (Loy), 132, 165
Provincetown Players, 35, 46

Queen, The (Loy), 82

Rauschenberg, Robert, 99, 185
Refusées (Loy), 185
Resurrection (Spencer), 159

“Review of  Jaded Flowers Exhibition at 
Cargoes Gallery” (M’Cormick), 56

Rexroth, Kenneth, 196
Reynolds, Mary, 81
Richter, Gerhard, 187
Rimbaud, Arthur, 78
Rite of Spring (Stravinsky), 128
Roché, Henri-Pierre, 35, 36
Rodin, Auguste, 7, 8
Rogue magazine, x, 31, 38, 39, 146, 149, 

152–53
Rolling Stone, 197
Rosenbaum, Susan, 193
Rose Valley Sanitarium advertisement, 46
Rothenberg, Jerome, 196
Ruskin, John, 130, 206n16
Russolo, Luigi, 119
Rutland, Duchess of, 30

Sacred Prostitute, The (Loy), 32
Salon d’Automne, 12–13, 16, 30, 149
Sappho, 33
Schwabacher, Ethel, 99
Second Coming, The (Yeats), 123
Sentinels, The (Loy), 106
Sewing Machine, The (Loy), 30
Shakespeare and Company Bookstore, 54
Shaw, George Bernard, 19
Sheffield, Rob, 197
Sherman, Cindy, 127
Ship Lamp (Unidentified photographer), 60

“Show Me a Saint Who Suffered” (Loy), 96
Sickert, Walter, 7

“Sketch of  a Man on a Platform” (Loy), 147
Smashing Pumpkins, 197
Smith, Pamela Colman, 76
Smith, Patti, 195
Snow Crop (Loy), 103, 110–11, 165, 

168–69
Snow Looks in at the Window (Loy), 109
Sociétaire du Salon d’Automne Paris calling 

card (Loy), 13
Société Anonyme, Inc., 26, 46
Society of  Independent Artists, 35
Soil (Coady), 41
Sonic Youth, 197
Sontag, Susan, 195
Spectra School of  Poets, 188, 208n17
Spencer, Stanley, 30, 159
Starry Sky, The (Lewis), 41–43, 111
Stars (Loy), 71, 76, 78
Stein, Gertrude, x, 27; Barnes and, 45; 

Brancusi and, 23, 26, 29, 153; creative 
autonomy of, 26; influence of, 19, 23, 
31, 26, 46, 51, 54, 57, 115, 185; 
language as tactile, 119; lecture on, 
66; The Making of Americans, 23; on 
museums, 182; opera of, 78; Société 
Anonyme, Inc., 26; tradition and, 26; 
verbal portrait of, 115
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Steinbeck, John, 129
Stella, Joseph, 35, 46, 91
Steloff, Francis, 91, 101, 208n8
Stephen Fry (Loy), 117
Stettheimer, Florine, 78
Stevens, Frances Simpson, 32, 149–50, 152
Stieglitz, Alfred, 3, 7, 31, 150
Stravisnky, 128
Stryx, 53
Studio magazine, 30, 149
Study for Monument to Basketball (Loy), 90, 91

“Summer Night in a Florence Slum” (Loy), 
184

Sunset Creatures (Loy), 108
Surrealism, 190; Bodley Gallery and, 

173; collaboration and, 78; composition 
and, 81; Cornell and, 92; defining, 
68; Levy and, 68, 78, 81, 150, 
206n10; Oelze and, 69, 115, 193, 
207n10; photography and, 68, 
78, 193; psychedelic revelry and, 69

Symbolism, 190

Tanguy, Yves, 99
Tchelitchew, Pavel, 68
Teasing a Butterfly (Loy), 70, 75
Thayer, Scofield, 51
theism, 3

“Those Various Scalpels” (Moore), 39
Three Studies by an Unusual Artist Mina Loy 

(Loy), 49
Tice, Clara, 149, 152
Transatlantic Review, 26, 27
Trend Magazine, no. 1 (Barnes), 3
Tulip Lamp (Haweis), 61
Tuma, Keith, 203n2
Twombly, Cy, 99
Two Plays: Collision and Cittabàbapini 

(Loy), 32, 147

Umbo (Otto Umbehr), 78, 80, 81
Uncanny Street (Umbo), 78, 80–81

“Universal Food Machine” (Loy), 127
Untitled (Black Dancers) (Loy), 177
Photograph of Mina Loy’s “Untitled (Bottle 

and Eye, Ear, Lips)” (Abbott), 179
Untitled (Constellation) (Cornell), 170
Untitled (Cornell), 170
Untitled (Loy), 58, 73, 99, 103, 104, 131, 

136–41, 169, 198–99
Untitled (Mina Loy and Arthur Cravan) 

(Wood), 188–89
Untitled (Sketches of Fabienne Lloyd) (Loy), 

ix, 190–91
Untitled (Sleeping Figure) (Loy), 67
Untitled (Surreal Scene) (Loy), vi–vii, 76, 

78, 79
Untitled (The Drifting Tower) (Loy), 95, 97

Vail, Laurence, 46, 59
Vanity Fair magazine, 51
Van Vechten, Carl, x, 6, 127; Dale dinner 

and, 19; Dodge and, 31; Fabienne Lloyd, 
190; friendship of, 26; letters to, 5, 31, 
33, 114; as literary agent, 30–31; on 
observation, 13–14; Peter Whiffle, 19; 
portraits of, 28, 31

Villa Curonia, 19, 30
“Virgins Plus Curtains Minus Dots” (Tice), 

149
Voyageurs (Loy), 19, 30

Waite, A. E., 76
Waldman, Anne, 196
Warhol, Andy, 99
What D’You Want? (Vail), 46
Who’s Who in Manhattan (Tice), 152

“Widow’s Jazz, The” (Loy), 47, 180–81
Wilde, Oscar, 41
Williams, Flossie, 29, 54, 115
Williams, Jonathan, 101, 185, 186, 196
Williams, William Carlos, 51, 54, 115, 

184, 185
Wilson, Ray, 100
Window Washer Invention (Loy), 88–89
Winters, Yvor, 53, 196
Woman’s Head (Loy), 30–31
Woman Weaver (Loy), 70, 72, 73
Women in Carriage (Loy), 13
Women’s Wear Daily, 56
Wood, Alice, 19
Wood, Beatrice, x, 152; Lit de Marcel, 154; 

The Blind Man no. 1 and, 35, 36; The 
Blind Man no. 2 and, 153; Society of  
Independent Artists and, 35; Untitled 
(Mina Loy and Arthur Cravan), 188

Yeats, William Butler, 123

Zorach, Marguerite, 39
Zorach, William, 39
Zukofsky, Louis, 185




