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FOREWORD

American paintings represent the single largest
holding of any national school in our collection.
The culmination of years of research, this volume
includes some of our best-known and greatest trea-
sures from the nineteenth century. These range
from familiar national images such as Winslow
Homer’s joyous Breezing Up (A Fair Wind), to
Thomas Cole’s celebrated Voyage of Life, to Thomas
Eakins’ psychologically probing portrait Baby at
Play, to William Harnett’sfamous (even infamous)
The Old Violin. Together, these paintings attest to
the extraordinary achievements of the American
school during one of its most vital periods.

The research presented in this volume not only
tells us a great deal about the individual works, but
also, because of the particular nature of the
Gallery’s holdings, provides admirable documen-
tation of certain key movements and figures. Nine-
teenth-century landscape painters, for example,
are especially well represented, allowing the inter-
ested reader to trace the foundations of the Hud-
son River School in the pioneering work of
Thomas Cole, and then through its great flower-
ing in the works of such artists as Asher B. Durand,
John F. Kensett, Jasper F. Cropsey, Frederic Ed-
win Church, and Albert Bierstadt. Individual
artists who are present in great strength include
those two incomparable giants of American paint-
ing, Homer and Eakins, represented by seven and
ten paintings respectively.

The National Gallery has been fortunate over
the years to have had many dedicated staff mem-
bers with particular interest in and enthusiasm for
American art, who have studied and continued to
build its great collection. In particular, we owe
special gratitude to the late William P. Campbell,
who played a key role in creating the nineteenth-
century paintings collection through judicious
purchases, and to his successor as curator of Amer-
ican art, John Wilmerding. Their fine work has
been continued by Nicolai Cikovsky, Jr., head of
the department of American and British paint-
ings, and his colleague Franklin Kelly, the coordi-
nating author of this volume, as well as Deborah
Chotner, Nancy Anderson, and John Davis. The
meticulously researched and richly informative
text published here is a testament to their industry
and dedication and, most especially, to their ex-
pertise.

From the inception of our project to catalogue
the collections of the National Gallery of Art in
their entirety, The Henry Luce Foundation has
supported our efforts to research and publish the
eighteenth- and nineteenth-century American
paintings. For the Foundation’s continued fore-
bearance during the many years of work on the
American volumes, and for its generous support
and outstanding dedication to American art
scholarship, we are most grateful.

Earl A. Powell I11
Darector
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INTRODUCTION AND NOTES TO THE READER

This 1s the first of two volumes in which the nine-
teenth-century American paintings are cata-
logued. It does not, however, include naive paint-
ings from the Garbisch collection, already
published in this series, or works by either George
Catlin or Mary Cassatt. The Gallery’s more than
three hundred and fifty works by Catlin will form
a separate volume, which is currently in prepara-
tion. The important group of paintings by Cassatt,
including the well-known Boating Party, will be
published in the forthcoming systematic catalogue
of nineteenth-century French paintings, to which
they are most properly related. Several works ac-
tually executed in the twentieth century, such as
those by Childe Hassam, have been assigned to
this volume either because their creators executed
most of their work before 1goo or worked in a style
(or styles) most commonly identified with the
nineteenth century.

That the nineteenth-century American paint-
ings in the National Gallery warrant a two-vol-
ume publication is evidence not so much of their
numbers (almost two hundred and fifty at pres-
ent), but rather of the presence of many works
that deserve extended discussion because of their
exceptional artistic and historic importance. Vir-
tually every major figure of the period is included,
and certain key artists such as Thomas Cole,
Thomas Eakins, Winslow Homer, John Singer
Sargent, and James McNeill Whistler are repre-
sented by several examples. The collection is
strongest in landscapes, figure paintings, and por-
traits. It lacks, unfortunately, significant numbers
of still-life and genre paintings, relying instead on
a few, but generally first-rate, examples to repre-
sent those important aspects of nineteenth-century
American painting.

The various gifts made to the Gallery by An-
drew W. Mellon and his foundation include John
Quidor’s important Return of Rip Van Winkle, Al-
bert Pinkham Ryder’s Siegfried and the Rhine Maid-
ens, and numerous nineteenth-century American
portraits of interest, such as Frank Duveneck’s
fine William Gedney Bunce. Andrew W. Mellon’s
most significant influence on the American hold-
ings, however, is in the area of eighteenth-cen-

tury painting, published in 1995 in this series.
Other important gifts to the nineteenth-century
holdings include Chester Dale’s donation in 1943
of William Merritt Chase’s A Friendly Call; the
gift of James McNeill Whistler’s masterpiece 7he
White Girl from Harris Whittemore, also in 1943;
Mrs. Huttleston Rogers’ purchase for the Gallery
of George Inness’ The Lackawanna Valley in 1945;
Thomas Eakins’ The Biglin Brothers Racing from
Cornelius Vanderbilt Whitney in 1953; and Mrs.
Cooper R. Drewry’s 1959 gift of Jacob Eich-
holtz’s The Ragan Sisters. Paul Mellon’s donation
in the 1960s of the cartoons by George Catlin is
easily the largest gift to the nineteenth-century
collection, but other important works such as
John Singer Sargent’s Mrs. Adrian Iselin, given by
Ernest Iselin in 1964, and Edmund Tarbell’s
Mother and Mary, given by the Belcher Collection
in 1967, were also added at that time.

Many important nineteenth-century American
paintings have come into the collection as gifts
over the past twenty-five years. Especially notable
are the fine paintings by John Kensett, Asher B.
Durand, Francis Edmonds, and John Casilear
that came as a bequest from Frederick Sturges, Jr.,
having been purchased directly from the artists by
Sturges’ forebears in the mid-nineteenth century.
In 1982 two superb nineteenth-century works,
Eakins’ Baby at Play and Whistler’s Wapping on
Thames, came to the Gallery as part of the John
Hay Whitney Collection. Paul Mellon’s donations
to the Gallery continued to enrich it in countless
areas, not the least being American painting. In
1985 he presented Homer’s hauntingly beautiful
Autumn and two oil sketches by Eakins; more re-
cently he has given the Gallery Fitz Hugh Lane’s
Becalmed off Halfway Rock and yet another impor-
tant Homer oil, The Dinner Horn ( Blowing the Horn
at Seaside), as well as our first examples by the still-
life painter Joseph Decker and the landscape and
genre painter George Henry Durrie.

Purchases of American nineteenth-century
paintings (often with funds specifically donated)
have played an especially important role in shap-
ing the character of the Gallery’s collection. Such
acquisitions began early with Winslow Homer’s
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Breezing Up (A Fair Wind), purchased in 1943 with
funds provided by the W. L. and May T. Mellon
Foundation, and continued with the same artist’s
Right and Left, acquired in 1951 through the Aval-
on Foundation." Under the guidance of William
P. Campbell, the Gallery’s assistant chief curator
from 1951 until his untimely death in 1976, the col-
lection grew significantly, most especially in the
area of landscapes. Among the paintings Camp-
bell acquired were several of very high standing,
including Jasper Cropsey’s Autumn— On the Hudson
River, Frederic Church’s Morning in the Tropics, and
Thomas Cole’s A View of the Mountain Pass Called the
Notch of the White Mountains (Crawford Notch).
Campbell also spearheaded the 1971 acquisition of
the second version of Thomas Cole’s famous four-
part cycle, The Voyage of Life, which had been re-
discovered just a few years earlier. John Wilmerd-
ing, who became curator of American art in 1977,
acquired another long-lost masterpiece, Cropsey’s
Spirit of War, the following year. Wilmerding also
purchased Fitz Hugh Lane’s important Lumber
Schooners at Evening on Penobscot Bay in 1980 and
Martin Johnson Heade’s Cattleya Orchid and Three
Brazilian Hummingbirds in 1982.

Nicolai Cikovsky, Jr., succeeded John
Wilmerding as head of the department of Ameri-
can paintings in 1983 and, together with other
members of the department and the Gallery’s
staff, has helped bring a number of important pic-
tures into the collection. In 1985 Rembrandt
Peale’s charming portrait of his brother, Rubens
Peale with a Geranium, was the first acquisition of the
Patrons’ Permanent Fund. Ashad happened in the
past, the Gallery was able to position itself on
several occasions to acquire newly discovered
works, including William Stanley Haseltine’s
Natural Arch at Capri, purchased in 1989 with funds
provided by Guest Services, Inc.; Albert Bier-
stadt’s seminal masterpiece, Lake Lucerne, acquired
in 1990 with funds donated by Mr. and Mrs.
Richard Mellon Scaife; and Thomas Cole’s ele-
giac ltalian Coast Scene with Ruined Tower, a purchase
made possible in 1993 by the Circle of the National
Gallery of Art. Without question, the key pur-
chase of recent years is one of the outright master-
pieces of American nineteenth-century painting,
William Michael Harnett’s The Old Violin, which
was acquired with funds from Mr. and Mrs.
Richard Mellon Scaife in Honor of Paul Mellon.

INTRODUCTION

Like the National Gallery’s American painting
collection generally, the nineteenth-century hold-
ings, although still young in comparison to those
of other major institutions such as the Metropoli-
tan Museum of Art or the Museum of Fine Arts,
Boston, provide a rich representation of the
achievements of the era. Even though the entries
in this volume are primarily addressed to schol-
arly audiences that desire complete documenta-
tion regarding subject, provenance, technique,
condition, place in the artist’s oeuvre, and other
matters, they may collectively provide a broader
perspective on American nineteenth-century cul-
ture. Following an introductory biography for
each painter and a brief bibliography, each entry
begins with the title of the work, its medium, di-
mensions, and the location of signatures or in-
scriptions. Original titles have been used whenev-
er possible, except in the case of Homer’s Breezing
Up (A Fair Wind), which is simply too well-known
by its familiar title to do anything other than give
its original name in parentheses. The following
conventions are used in dating the paintings:

1850 Executed in 1850

c. 1850 Executed in about 1850
1850-1855 Begun in 1850, finished in 1855
1850/1855 Executed sometime between 1850

and 1855
Executed sometime around the
period 1850-1855

c.1850/1855

Dimensions are given in centimeters, with height
preceding width (dimensions in inches follow, in
parentheses).

Each painting published here was examined by
a paintings conservator and the findings were dis-
cussed with the authors. The conservators’ exam-
ination reports are summarized in the technical
notes, which were written by the authors and re-
viewed by Elizabeth Walmsley, conservator for
the systematic catalogue.

For each examination the painting was un-
framed. The front, back, and sides were examined
in visible light; the paintings were examined with
a stereomicroscope and under ultraviolet light.
Most paintings were x-rayed with a unit contain-
ing a Eureka Emerald 125 MT tube, a Continen-
tal o—110 kV control panel, and a Duocon M col-
limator. Kodak X-OMAT film was used. The



results are presented here when they pertain to the
interpretation of the work. Most paintings were
also examined with infrared reflectography to re-
veal underdrawing and compositional changes.
Prior to November 1992, a vidicon camera was
used for the examination; more recently, a camera
with a platinum silicide detector was used. The
vidicon camera system consists of a Hamamatsu
C/1000-03 camera fitted with either an N2606-
10 or N214 lead sulphide tube, a Nikon 55mm
macro lens with a Kodak Wratten 87A filter, a
C/1000-03 camera controller and a Tektronics
654 monitor. The newer camera system is a Kodak
g10—21 thermal imager configured to 1.5-2.0 mi-
crons and fitted with a Nikon 55mm macro lens.
The video signal was collected with a Perceptics
Pixelbuffer board and Signal Analytics IP Lab
Spectrum software on an Apple Macintosh com-
puter. Again, only findings essential to the inter-
pretation of the work are discussed here. The in-
frared reflectogram of Homer’s Breezing Up (A Fair
Wind) is a composite of frame-averaged sub-im-
ages assembled with Adobe Photoshop.

Most paintings published here exhibit a similar
construction. Nearly all were executed on medi-
um-weight fabrics with a plain weave. Twelve
paintings were executed on twill fabrics, and two
paintings were executed on wooden panels that
were textured to resemble twill fabrics. The fabric
supports are described with the conventional
terms of canvas and are assumed to be linen, al-
though the fibers were not analyzed. Eleven paint-
ings are on single-member wooden parnels. The
thickness of the panels is given, as is the type of
wood, which was determined through analysis
carried out by Michael Palmer of the scientific re-
search department. Three paintings are on paper
supports mounted onto fabric and secured to
stretchers. The fabric, wooden, and paper sup-
ports were primed with a single, smooth ground
layer. While the ground layer is typically white in
color, variations occur, ranging from light brown
(seven paintings), yellow (one), dark reddish
brown (four), pink (two), to gray (one). Three
paintings have double grounds (two have a gray
over a white layer and one has a gray over a pink
layer). Two paintings lack an overall ground lay-
er. In twenty-two paintings, the ground has been
toned with an imprimatura, either transparent or
opaque, applied overall or beneath selected com-

positional elements. Fifteen paintings have a red-
dish brown imprimatura over a white ground, and
nine paintings have imprimaturas of other colors,
including white. The availability of commercially-
prepared artist materials is reflected in the eigh-
teen supports distinguished with a colormen’s
stencil or label. The paint layer is assumed to be in
an oil medium, although medium analysis was not
carried out. While variations in technique and
paint application are described in the technical
notes, generally the paint was applied in thin
washes and glazes in the dark backgrounds and
shadows, and as a thicker, more pastelike paint in
the flesh tones.

The condition of the paintings varies. Records
of conservation treatment are frequently available
in the conservation files. The technical records cite
all treatments since acquisition; prior to acquisi-
tion, conservation records are incomplete. With
the exception of twenty-two unlined paintings, the
paintings on fabric have been lined, generally with
a secondary fabric. This process often involved re-
moval of original stretchers and tacking margins,
however twenty-seven paintings retain original
keyable wooden stretchers and nineteen retain
original tacking margins. Cusping of threads
along the cut edges of the fabric supportsis taken as
an indication that only the tacking margins were
removed and the image has not been reduced. At
times the files record that the painting was “re-
lined ” rather than lined. The technical notes in
this volume repeat the phrases as found in the
records, without determining whether this means
a first or a later lining, since this phrase may be
merely a casual use of the term, without intending
to indicate that an earlier lining was removed dur-
ing the treatment. These conservation treatments
also included removal of discolored varnish layers
and old inpainting. Damage to the support, such as
tears, holes, and patches, may be assumed to have
been repaired and inpainted. A record of later
overpaint and inpainting was made during the
technical examination and these records are in the
Gallery’s conservation files. Surface coatings are
estimated. None is original. Seven paintings are
unvarnished, as intended by the artist.

The section on Provenance gives the name of
each known owner, with the use of a semi-colon
between names indicating a direct transfer. The
use of a period after a name indicates a break in
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the chain of ownership, with the whereabouts of
the object unknown until its next documented
owner. Dealers’ names are provided in parenthe-
ses. Exhibition histories are as complete as avail-
able information has made possible. The reference
section concentrates on important and useful
sources, and repeats the listing of exhibition cata-
logues if they are considered essential scholarly
sources on the particular artist.

The catalogue essays address a variety of issues
raised by considerations of the subject of the paint-
ing, its date, and the artist’s style and technique.
As is inevitable in books with more than one au-
thor, variations in methodology and emphasis
abound, but the aim is always to provide as full
and complete a discussion as is possible. Although
factual information necessarily dominates the es-
says, interpretations of meaning, whether to the
artist personally or more broadly in the context of
the social, political, and artistic culture of the
time, have been ventured when reasonable and
appropriate. Thus, even though the authors have
in every instance endeavored to make the cata-
logue entries fulfill their primary roles as reference

INTRODUCTION

material, they also hope that the essays may serve
to alert interested readers to some of the myriad
ways that American nineteenth-century paintings
can be used to help shed light on a dynamic and
richly textured period in our national history.
The four principal authors who contributed to
this volume are: Nicolai Cikovsky, Jr. (NC);
Deborah Chotner (DC); John Davis (JD); and
myself (FK). Deborah Rindge wrote on Eich-
holtz’s profile portraits, and Nancy Anderson
contributed the entry on Bierstadt’s Lake Lucerne.

Franklin Kelly

1. The Avalon Foundation was established by Ailsa
Mellon Bruce and existed until 1969, when it merged
with the Andrew W. Mellon Foundation. In 1947 the
Avalon Foundation created a purchase fund for the
National Gallery known as the Avalon Fund and desig-
nated for the purchase of contemporary art. It was later
broadened, with the consent of the Avalon Foundation
trustees, to include American art of all periods. Until
1978, purchases made from the Avalon Fund were given
the credit line “Gift of the Avalon Foundation”; since
1978 purchases have been credited to the “Avalon Fund.”
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Francis Alexander

1800 — 1880

THE sON OF A FARMER of moderate means,
Francis Alexander was born in Killingly, Con-
necticut, on g February 1800. During the winters
when he was eighteen and nineteen, he earned a
small sum teaching in the local school, and when
he was twenty he used it to seek art instruction in
New York City. He studied for several weeks with
Alexander Robertson (1772-1841) but was forced
to return home for lack of funds. After executing a
number of commissions locally, he made a second
visit to New York, at which time he copied paint-
ings by John Trumbull (1756-1843) and became
familiar with Gilbert Stuart’s range and applica-
tion of color. Alexander painted many portraits on
his return to Connecticut, two of which were sent
to Providence and led to an introduction to Mrs.
James B. Mason, his future friend and patron.

Alexander lived in Providence in 1823-1824
and apparently had settled in Boston by 1825.
There he sought the advice of Gilbert Stuart
(1755-1828), who offered him encouragement.
Alexander was also associated with the Pendleton
lithographic firm, where he made “some of the ear-
liest portraitsin stone. ”* Between 1825 and 1831 his
portraits commanded increasingly higher prices.
By the time he left Boston for a European tour in
1830-1831, he had already painted the likenesses of
such famous individuals as Noah Webster and
President Andrew Jackson.

Most of Alexander’s time abroad was spent in
Italy and included several months in Rome, dur-
ing which time he lived with Thomas Cole. In Flo-
rence Alexander met Lucia Swett, whom he mar-
ried in 1836.

Upon his return to Boston in 1833, Alexander
exhibited thirty-nine of his works at the Harding
Gallery and was for a time quite successful. He
was made an honorary member of the National
Academy of Design in 1840 and two years later
painted a portrait of Charles Dickens during the
author’s American tour. In the late 1840s and
1850s his commissions began to decline. Perhaps
because of this, for health reasons, or to enhance
the musical education of his daughter Francesca,
Alexander and his family moved to Europe in
1853.% Except for a brief visit to America in 1868—

1869, they spent the rest of their lives in Italy,
where Alexander abandoned portraiture and be-
came a collector of early Italian paintings. He
died in Florence on 27 March 1880.

DC

Notes

1. Peters 1931, 74. Alexander is one of four artists
mentioned as “engaged in doing something in lithogra-
phy to exhibit to the public” in “Lithography,” The Boston
Monthly Magazine 1, December 1825, 384.

2. Francesca Alexander (1837-1917) later became an
artist/illustrator and a friend of John Ruskin, who ad-
mired her sensitive, detailed drawings.
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1945.11.1 (833)
Aaron Baldwin

c. 1835
Oil on wood panel, 64.5 X 54.2 (25%s x 21%16)
Gift of Constance Cushing Bessey

Technical Notes: The support is a vertically grained
white poplar panel, 1.2 cm thick. It was prepared by
drawing a sharp, comblike tool diagonally across the
board, creating crosshatched lines. The painting has not
been cradled. There is no evidence of a ground layer.
The paint was generally applied wet-over-dry. Traction
crackle in the head and in the waistcoat suggests artist’s
alterations, and x-radiography shows that the area of the
shirt and stock was initially broader and the head was
blocked in with off-white paint. A small gouge on the sur-
face of the panel, to the left of the sitter’s head, existed be-
fore the painting was completed. The varnish is very dull
with scattered saturated, discolored patches.

Provenance: By inheritance 1862 to the sitter’s daugh-
ter, Elizabeth Adelaide Baldwin Cushing [Mrs. Thomas
Cushing, 1811-1879], Boston; her husband, Thomas
Cushing[1814-1895], Boston; their son, Herbert Baldwin
Cushing [1843-1922], Boston; his daughter, Constance
Cushing Bessey, Minot, Massachusetts.

AARON BALDWIN was born on 18 January 1783 in
Cambridge, Massachusetts, one of four children of
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Sibbyl Knapp and Enoch Baldwin. After working
for a time in the accounting house of his grandfather
Josiah Knapp, Baldwin became a successful ship-
ping merchant trading with China and the West
Indies. He also served as president of Boylston In-
surance Company and Washington Bank, both in
Boston, but retired from business pursuits after 1851.
He died on 24 February 1862 at his home on Essex
Street, leaving a wife and three children.’
Baldwin’s portrait is a characteristic example of
Alexander’s competent yet undistinguished work,
painted with the soft, undefined brushwork typical
of his style. The painting’s date is based upon the
apparent age of the sitter.
DC

Notes

1. Letter dated 19 March 1948 from Richard W.
Cushing (in NGA curatorial files) provides biographical
information.

1947.17.18 (926)
Sarah Blake Sturgis

1835
Oil on canvas, 61.3 x 46.0 (24 /s x 18 /s)

Andrew W. Mellon Collection

Inscriptions
On reverse: Fr. Alexander Pinxet 1835

Technical Notes: The painting is unlined but has a new
stretcher, slightly larger than the original. The primary
support is a plain-weave, medium-weight fabric. Over a
thin, off-white ground layer, the paint was thinly applied
with fluid brushstrokes. There are a few areas of impasto
in the highlights and the veil. X-radiography suggests that
an oval format may have originally been intended. With-
out further analysis it cannot be determined whether the
change to a rectangular format was made by the artist or
at a later date. The background shows small, darkened
areas of inpainting as well as one large inpainted area at
the right ear. The varnish is discolored.

Provenance: Samuel Parkman Sturgis [1803-1877],
brother of the sitter, Canton, China; his brother, James
Sturgis [1822-1888], Boston; his son, Charles Wilkins
Sturgis [1849—1913], Boston. (Rose M. de Forest [Mrs.
Augustus F. de Forest], New York); purchased 10 October
1921 by Thomas B. Clarke [1848-1931], New York; his
estate; sold as part of the Clarke collection 29 January
1936, through (M. Knoedler & Co., New York), to The
A.W. Mellon Educational and Charitable Trust, Pitts-
burgh.

AMERICAN PAINTINGS

Exhibited: Exhibition of Paintings by Early American Por-
trait Painters, Union League Club, New York, November
1921, no. 13. 4 Loan Exhibition of Paintings by Early Ameri-
can Portrait Painters, Century Association, New York,
1926, no. 7. Philadelphia 1928, unnumbered.

SARAH BLAKE Sturgis was born in 1815, the
daughter of Susan Parkman and Nathaniel Russell
Sturgis of Boston.” Her portrait, which according to
dealer records was owned by her brother Samuel,
was probably painted sometime before June 1835,
when she married Francis George Shaw, a well-to-
do and Harvard-educated man.? After working
briefly in his father’s counting-room, he left business
in 1841 for intellectual and philanthropic pursuits.3
The couple lived in West Roxbury, Massachusetts,
near the Transcendentalist community of Brook
Farm, until 1847, when they traveled to Europe and
subsequently returned to settle on Staten Island.
Their son Robert Gould Shaw (b. 1837) became
renowned as the colonel of the 54th Massachusetts,
the first regiment of African American troops mus-
tered into service during the Civil War. He died
during the assault on Fort Wagner, South Carolina,
on 18 July 1865.4 Sarah Sturgis Shaw died in New
York in 1902.5
Sarah Sturgis’ portrait is executed in the fluid
manner that is typical of Francis Alexander. The
method of using loose strokes painted thinly is also
evident in works such as Alexander’s portrait of
Sally Arnold Green (c. 1830).% Although more ide-
alized than Sarah Blake Sturgis, it shares, in addition
to similar handling, an attention to the curls and
wisps of an elaborate coiffure and an emphasis on
the sitter’s elongated neck, full lips, and chin. The
two works are the same size, Mrs. Green having the
oval format that Sarah Blake Sturgis probably once
had as well.
DC

Notes

1. Nathaniel Russell Sturgis may have been the sub-
ject of a portrait by Alexander listed as “N.R. Sturgis,
Esq.” in the 1827 exhibition at the Boston Athenaeum
(see Perkins and Gavin 1980, g).

2. The identification of the sitter as Sarah Blake
Sturgis is made in Thomas Clarke’s records, and old la-
bels on the painting’s stretcher and frame give that name
for the sitter. It has been suggested that the subject might
instead have been either of Sarah Sturgis’ sisters, but no
clear evidence supports this suggestion. Photographs of
Sarah Sturgis (in NGA curatorial files), taken several
years after she married Shaw, show a woman whose fea-
tures, though aged, could certainly be those in the Na-



Francis Alexander, Sarah Blake Sturgis, 1947.17.18
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tional Gallery portrait. The dark, luxurious hair, full jaw,
and strong nose seem to confirm her as the sitter.

3. Francis Shaw’s father, Robert Gould Shaw (1776—
1853), and mother also appear to have been the subjects
of portraits by Alexander; see Pierce 1953, 45.

4.0On the Shaw family, see Appleton’s 1888, 5:486.

5. Sturgis 1943.

Ezra Ames
1768 — 1836

ALTHOUGH he was born in Framingham, Mas-
sachusetts, and grew up in present-day Wayland,
Massachusetts, Ezra Ames ultimately became
closely associated with the city of Albany, New
York, where he dominated portrait painting dur-
ing the early decades of the nineteenth century.
Ames began his career in his home state; by 1790
he was living in Worcester, evidently accepting
nearly any job that came his way. Besides the oc-
casional miniature portrait, his commissions in-
cluded the painting, lettering, or gilding of car-
riages, fire buckets, clock faces, fences, mirror
frames, drums, sun blinds, ear trumpets, and var-
ious articles of furniture. Little of this early work
has been identified, however.

By 1793 Ames had left Worcester for Albany,
where he joined family members who had moved
west several years earlier. There he took on the
same variety of odd painting jobs and sold artists’
materials on the side. With little artistic competi-
tion in the growing town (which became the state
capital in 1796), Ames gradually eliminated some
of this craftwork as portrait commissions became
more numerous. He also profited from producing
a steady flow of Masonic regalia and medals. An
active Freemason, Ames later served as the highly
visible Grand High Priest of the Grand Chapter of
New York State Masons.

Ames was not a consistent stylist as a painter,
but his work benefited most from the example of
Gilbert Stuart (1755-1828), whose portraits he oc-
casionally copied and acquired. Several composi-
tions, such as his early group portrait The Fondey
Family (1803, Albany Institute of History & Art),
stand out in his career as ambitious showpieces,
but undoubtedly his greatest bid for national

AMERICAN PAINTINGS

6. Inventory of American Painting, no. A4.12, listed
as with Victor Spark.

References
1914  Sturgis.
1953 Pierce:44.

recognition was his portrait (no longer extant) of
vice-president and former New York state gover-
nor George Clinton. Shortly after Clinton’s death
in 1812, Ames sent the portrait to Philadelphia for
the second exhibition of the Society of Artists of
the United States, where it surprised critics and re-
ceived unusual acclaim. It was honored by be-
coming the first work ever purchased by the Penn-
sylvania Academy of the Fine Arts. Ames
subsequently painted other versions of Clinton’s
portrait, notably the full-length likeness (1813) in
the New York State capital building. He is also
known to have executed a few landscape paintings
at this time.

For the most part, though, the artist’s activities
were restricted to painting portraits of sitters in the
upper Hudson River Valley, particularly mem-
bers of the state legislature and the still-powerful
descendants of the original Dutch patroons. While
he made occasional trips to New York City and
was elected an honorary member of the American
Academy of the Fine Arts in 1825, his financial
base remained in Albany. Ames took an active
role in local affairs there, serving as the chairman
of the fine arts committee of the Society for the
Promotion of Useful Arts when it was established
in 1815, and as director and finally president of the
Mechanics and Farmers’ Bank of Albany. At his
death, he left a considerable estate worth $66,000,
including more than fifty of his own works, which
were auctioned by his family in 1842.

JD
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1947.17.20 (928)

Maria Gansevoort Melvill
(Mrs. Allan Melvill)

c. 1815
Oil on wood panel, 76.2 x 59.7 (30 x 23 '/2)
Andrew W. Mellon Collection

Technical Notes: The panel, 0.9—1.1 cm thick and most
likely of poplar, has a vertical grain and was tangential-
ly cut. The reverse of the panel is stained with dark red
paint. The off-white ground was scored to resemble a fine
twill fabric, with subsequent paint applied in multiple
layers, both wet-over-dry and wet-into-wet. Paint appli-
cation is thin, with the exception of the raised areas of
jewelry and lace. The varnish has yellowed considerably.

Provenance: The sitter [1791-1872]; by descent to her
granddaughter, Charlotte Elizabeth Hoadley [1858-
1946], Chicago.” (C.W. Lyon, New York); sold 26 Janu-
ary 1917 to Thomas B. Clarke [1848-1931], New York;*
(sale, American Art Association, New York, 7 January
1919, no. 24); E. T. Heckscher.3 Again Thomas B. Clarke
by December 1g21;* his estate; sold as part of the Clarke
collection 29 January 1936, through (M. Knoedler &
Co., New York), to The A.W. Mellon Educational and
Charitable Trust, Pittsburgh.

Exhibited: Exhibition of Paintings by Early American Por-
trait Painters, Union League Club, New York, December
1921, 1n0. 12. A Loan Exhibition of Paintings by Early Ameri-
can Portrait Painters, Century Association, New York,
1928, no. 16. Philadelphia 1928, unnumbered. Berkshire
Athenaeum Public Library, Pittsfield, Massachusetts, on
long-term loan, 1971-1983.

Most OFTEN remembered as the mother of au-
thor Herman Melville, Maria Gansevoort Melvill
(1791-1872) was known in her own day largely
through family connections of a different sort: She
was the only daughter of the wealthy Peter Gan-
sevoort, scion of a powerful Albany family that
could trace its Dutch ancestry in New York State
back to the seventeenth century. Raised in privi-
leged surroundings, she married Allan Melvill, an
importer of French dry goods, on 4 October 1814.5
After living in Albany for several years with the
bride’s widowed mother, the couple moved to New
York City, where they expected to find a larger
market for fancy goods among the urban upper
classes. Following several business failures, howev-
er, Allan and Maria Melvill were forced to move
back to Albany in 1830. Two years later, he died
suddenly, leaving his widow with eight children,
aged two to sixteen, and a heavy debt of $26,000.

Unaccustomed to privation, Maria Melvill found
the subsequent years exceedingly difficult, manag-
ing only with the help of her brother. She spent the
rest of her life residing with various members of her
large family.

Ezra Ames’ portrait depicts Maria Melvill dur-
ing a happier period in her early twenties. Her gold
wedding band indicates a date for this portrait after
her marriage in 1814, and her coiffure and high-
waisted Empire dress are consistent with styles in
the 1810s, when she continued to reside in Albany
and could easily have sat to Ames, who lived near-
by.® Melvill’s formal evening wear is complement-
ed by such prominent accessories as a “Medici”
lace collar and a seed pearl brooch and earring set.
In addition, a crescent-shaped hair ornament is
fashionably attached to a wide black bandeau.
Known as a “Diana” headdress, after the moon at-
tribute of the mythical goddess, it had become fash-
ionable among English women during the first
decade of the nineteenth century.” The artist accen-
tuated her conspicuous personal display by building

Fig.1. Ezra Ames, Allan Melvill, oil on canvas, San
Marino, Henry E. Huntington Library and Art Gallery

EZRA AMES
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Ezra Ames, Maria Gansevoort Melvill (Mrs. Allan Melvill), 1947.17.20
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up the tiny pearls with individual mounds of impas-
to, each topped by a white highlight.

Melvill’s portrait was likely executed by Ames as
a pendant to that of her husband (fig. 1).® The Na-
tional Gallery’s painting exhibits many of Ames’
stylistic characteristics, including two highlights
near the inner, upper edges of the pupils of the eyes,
casually brushed red drapery that frames the head
from the corner above, a handkerchief clutched in
one hand, and a slightly awkward passage in the
bust area. The pose, however, is unusually animat-
ed for the artist, with both of the sitter’s hands visi-
ble, one thoughtfully—or perhaps self-conscious-
ly—raised to the side of her face. That Ames should
have lavished such extra attention on the portrait is
not surprising, given the aspirations of the young
sitter and the local prominence of her family.

JD

Notes

1. At the sitter’s death in 1872, the portrait presum-
ably passed to her daughter, Katherine G. Hoadley [d.
1905], Boston (possibly through Hoadley’s sister, Frances
Priscilla Melville [d. 1885], who had lived with her moth-
er and continued to occupy the family home in Gan-
sevoort, New York, until her own death). (Herman
Melville, in a letter of 1875 to his cousin Catherine Gan-
sevoort Lansing, refers to “mother’s portrait” hanging in
the family home at Gansevoort [Paltsits 1977, 33]). At the
time of Katherine Hoadley’s death, Charlotte Hoadley
was her oldest surviving child and only surviving daugh-
ter. According to a codicil to Katherine’s will, dated 23
April 1894 (no. 129493, Suffolk County Probate Court,
Massachusetts), Charlotte Hoadley inherited “all my
furniture, pictures, books, plate, crockery, linen and sim-
ilar articles.” See also the undated, handwritten label (in
NGA curatorial files) that attributes the portrait to

Joseph Alexander Ames
1816 — 1872

JosErH AMEs, a self-taught portrait painter, was
born into a prominent family in Roxbury, New
Hampshire. Achieving moderate success in his
home region, he relocated in 1841 to Boston, which
remained his primary residence for more than
twenty-five years. There Ames was influenced by
Washington Allston (1779-1843), and like a num-
ber of young artists, he attempted to emulate All-

Gilbert Stuart and calls it the “Property of Charlotte
Hoadley.” The Stuart attribution has never been accept-
ed.

2. The name of the dealer and the date of the pur-
chase by Clarke are recorded in an annotated copy of
Clarke 1928 in the NGA library.

3. Heckscher’s name is recorded in an annotated
copy of the 1919 sale catalogue in FARL.

4. Union League Club, exhibition catalogue, De-
cember 1921, Exhibition of Paintings by Early American Por-
trait Painters.

5. The family added the “e” to their surname after
Allan Melvill’s death. The most complete account of
Maria Melvill’s early life is found in Kenney 1969. Most
scholars of Herman Melville’s writings see an unflatter-
ing portrait of his mother in the character of Mary
Glendinning in his novel Pierre; or, The Ambiguities (1852).

6.1t has been alternatively proposed that the por-
trait dates from 1823, when Ames is known to have made
a trip to New York City, then the residence of the Melvill
family (letter from Henry A. Murray, 23 July 1971, in
NGA curatorial files).

7.See “Fashions for Ladies” and “Ninth Letter
From A Young Lady in the Gay World, to Her Sister in
the Country,” Repository of Arts, Literature, Commerce, Man-
ufactures, Fashions, and Politics (London) g, March 1810,
185, 187. Until recently Melvill’s crescent hair ornament
was preserved in the Berkshire Athenaeum Public Li-
brary. Its present whereabouts are unknown.

8. The pair of paintings was separated in the sale of
1919. A second portrait (on canvas) of Maria Melvill by
Ames, who was a favorite artist of the Gansevoort fami-
ly, is in the Berkshire Athenaeum Public Library. A da-
guerreotype of the NGA portrait is in the Gan-
sevoort—Lansing Collection, NYPL. It is reproduced in
Weaver 1921, opp. p. 64.
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ston’s “old master” technique of successive glazes

and rich, “Titianesque ” color. His opportunity to
see the Italian masters’ work firsthand came in
1848, when Ames traveled to Italy on a com-
mission from officials of the American Roman
Catholic church to execute a full-length portrait of
Pius IX. This large painting (8 by 12 feet, location
unknown) was exhibited in Boston the same year
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and at the National Academy of Design in 1850. It
served as Ames’ introduction to New York City,
and it received a great deal of attention from the
press.

Although Ames never seems to have lacked for
business (Tuckerman estimated his production at
seventy-five portraits a year), his later reputation
in Boston did not live up to early promise. During
the 1850s, he sought additional markets in Balti-
more and Washington and during the summers he
traveled to Newport, Rhode Island, in search of
commissions. He remained active in the art com-
munity of Boston, exhibiting regularly at the
Boston Athenaeum and participating in the for-
mation and governance of the Boston Artists’ As-
sociation, the Boston Art Club, and the Allston
Club. In addition to portraits, he occasionally
showed landscapes and genre paintings. Above
all, Ames became known for his many likenesses of
Daniel Webster, of which he painted at least nine.
His Last Days of Webster (c. 1856, Bostonian Soci-
ety), a deathbed scene with more than twenty

figures, was—Ilike his portrait of Pius IX—en-
graved and widely distributed.

Ames rented a studio in New York in the early
1860s. By 1869 he had left Boston permanently to
begin a new phase of his career in Manhattan,
where he was received by critics as a follower of
William Morris Hunt. The National Academy
immediately elected him an associate member,
and, in 1870, a full academician. His New York
residence was nevertheless short-lived, for three
years after his arrival, he died of “brain fever,”
leaving behind his wife, sculptor Sarah Fisher
Clampitt, and several children (one of whom,
Josephine Ames, eventually became a painter).

Jp
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Attributed to Joseph Alexander Ames

1947.17.21 (929)

George Southward (?)

c. 1841
Oil on wood panel, 76.2 x 61.7 (30 x 24 %16)
Andrew W. Mellon Collection

Inscriptions
On reverse: George Southward / Artist. pupil of Josep
[sic] Ames / Joseph Ames. Pinxt

Technical Notes: The painting is on a wooden panel,
1.3 cm thick, most likely yellow poplar, which has been
visibly scored with diagonal lines to simulate the texture
of twill fabric. The reverse of the panel has a grayish
green coating and a sketch of a head. A white ground of
medium thickness was applied, with an additional red-
dish brown toning layer under the head, collar, and
background. Paint layers are creamy and smooth and
have been applied with a wet-into-wet technique. The
surface has been abraded through the face and hair and
along the edges; inpainting is evident in these areas. The
upper left part of the background has been glazed during
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a past restoration. A slightly discolored varnish covers
the surface.

Provenance: (Ehrich Galleries, New York), by 1918."
(sale, Stan V. Henkels, Philadelphia, 5 February 1920,
no. g2); Thomas B. Clarke [1848-1931], New York;* his
estate; sold as part of the Clarke collection 29 January
1936, through (M. Knoedler & Co., New York), to The
A.W. Mellon Educational and Charitable Trust, Pitts-
burgh.

Exhibited: One Hundred Early American Paintings, Ehrich
Galleries, New York, 1918, p. 15. Exhibition of Paintings by
Early American Portrait Painters, Union League Club, New
York, December 1921, no. 15. Philadelphia 1928, unnum-
bered.

ALL BuT FORGOTTEN today, George Southward
(1803-1876) was a little-known artist even to his
contemporaries. He spent most of his life in Salem,
Massachusetts, the city of his birth and death.
There he led a quiet existence as a teacher, copyist,
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and painter of portraits, miniatures, landscapes,
still lifes, and genre scenes.

Descending from a long line of sailors and ship
captains (his father was lost at sea when George was
eleven), Southward manifested an early interest in
art but was discouraged from pursuing a career asa
painter. Instead, he entered the boot and shoe
trade, eventually becoming a partner in the Salem
firm of Kimball & Southward. Increasingly disen-
chanted with his profession, Southward took up
painting on the side and exhibited his first finished
picture, The Tight Shoe (location unknown), around
1838. At some point over the next few years, he
moved to Boston, where he studied with Joseph
Ames and possibly with Thomas Sully, who was
then visiting the city.? In late 1847 Southward ac-
companied Ames to Italy where both men executed
life portraits of Pius IX in Rome. Southward, how-
ever, seldom exhibited his work publicly, and his
likeness of the pope, which remained in his studio,
did not achieve the renown of Ames’ version. The
final decades of Southward’s life were spent in
Salem, where, according to his obituary, “he lived,
single and alone, outside of the world’s bustle and
gaze.”*

From the time that this portrait entered the Na-
tional Gallery’s collection, experts have offered
conflicting opinions as to its authorship and subject.
While Alan Burroughs accepted it as “one of Ames’
best portraits,” William Sawitzky, Harry Bland,
and William Davidson rejected the picture, citing
doubts surrounding the ages of the painter and sit-
ter. In 1952 Rutledge and Lane concluded that the
picture was “not authentic as to either subject or
artist.” They questioned the authenticity of the in-
scription on the reverse of the panel, which ap-
peared to them “floated on,” and noted that the
painting lacked a nineteenth-century provenance
and was unlike any other known works by Ames. Fi-
nally, William P. CGampbell returned the debate to
the original attribution by registering his belief that
the portrait could indeed depict a man as old as
thirty-eight (Southward’s age in 1841).

The available evidence is problematic enough to
cast a measure of doubt on the identification of both
artist and sitter, yet it does not suggest an acceptable
alternative to the traditional attribution of the por-
trait. Ames did not move to Boston until 1841,
which establishes that year as the earliest reason-
able date for the beginning of the two artists’ friend-
ship, and thus, for the execution of the painting.
Southward would have been thirty-eight then, an
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age some see as too old for this sitter, and Ames
would have been twenty-five. (The sitter’s dress and
hair are consistent with styles current in the late
1830s and early 1840s.) Few portraits by Ames,
however, can be firmly dated this early, and none
closely resembles the National Gallery’s painting.
In comparison to Ames’ known work, this likeness
lacks his customary vigor of characterization. Tac-
tile values are largely missing, brushwork is squar-
ish and amorphous, and the construction of the
body and clothing has little authority. Such ele-
ments of stiffness and flatness, however, could easily
be ascribed to the inexperience of a hitherto provin-
cial artist.

The remaining evidence is no less equivocal.
The panel support, for example, is all but unknown
in Ames’ oeuvre, and the inscription does not
match his handwriting or signature. Still, a physi-
cal description of Southward given in 1847 at the
time of his application for a passport does general-
ly match the likeness, although not closely (there
are no other known depictions of Southward).
Adding to the confusion are references to another
Massachusetts miniature painter with a similar
name, Nathan Southworth (1806-1858), who also
had several identical biographical ties to Ames.
Like Southward, he worked in Boston in the early
1840s, and he also traveled to Italy as a companion
of Ames in 1847.7

JD

Notes

1. The introduction to the Ehrich Galleries exhibi-
tion catalogue relates that the works shown “have at var-
ious times” been in the possession of the gallery.

2. The name of the auction house and the date of the
purchase are recorded in Clarke 1928 in the NGA library.
An annotated copy of the 1920 sale catalogue, FARL, in-
dicates that “Harris”—probably Charles X. Harris, a
painter and associate of Clarke—acted as the purchasing
agent.

3. Bolton 1921, 145, mentions that Southward “at
one time . .. was a pupil of Thomas Sully.” Apparently,
the artist did not immediately give up the shoe trade, for
Salem directories list him as a dealer in 1842 and 1846.

4. “George Southward, Artist,” Boston Daily Globe, 21
February 1876. This is the most important biographical
source on Southward. See also William Leavitt, “Notice
of the Southward Family in Salem,” Essex Institute Histor-
ical Collections 14, January 1877, 77-80.

5. All opinions recorded in NGA curatorial files.

6. Southward is described in the application as hav-
ing a “high forehead,” “grey eyes,” a “grecian nose,” a
“large mouth,” a “round chin,” “brown hair,” a “light
complexion,” and an “oval face” (Register of Passport
Applications, microfilm Migy1, fr. 185, National



Archives, Washington). The eye and hair colors match
the NGA portrait.

7. Southworth and Ames applied for the passports
on the same day in October 1847, a month after South-
ward. Southworth’s physical description also matches the
NGA portrait: “low forehead,” “grey eyes,” “aquiline
nose,” “large mouth,” “long chin,” “black hair,” “dark

John James Audubon
1785 — 1851

BorN onN 26 April 1785 in Les Cayes, Santo
Domingo (now Haiti), John James Audubon was
the illegitimate son of French sea captain Jean
Audubon and a servant, Jeanne Rabine. In 1789,
a few years after the death of his mother, he was
taken to France and raised by his father and step-
mother. During a happy childhood at Coueron,
near Nantes, he studied geography, fencing, and
mathematics, but he was most enthusiastic about
exploring the out-of-doors and collecting and
drawing birds’ nests, eggs, and other natural cu-
riosities.”

In 1809 he was sent to America to operate Mill
Grove, a farm near Philadelphia that his father
had purchased in 1789. Through mismanagement
and neglect Audubon lost the farm, thus begin-
ning a long series of early commercial failures for
the young man, who preferred to devote his time
to shooting and sketching specimens. At Mill
Grove, Audubon met Lucy Bakewell, whom he
married in 1808. They moved to Louisville and
then to Henderson, Kentucky, and in later years to
New Orleans. Because he was often absent on col-
lecting excursions, his wife worked as a governess
and schoolteacher to support the family. In 1819
Audubon was briefly jailed for debt. About this
time he began to earn a living making likenesses in
chalk, which he continued to do until 1826. He al-
so worked as a taxidermist in Cincinnati in 1820.

Although he had met Alexander Wilson (1766—
1813) in 1810 and had seen Wilson’s great work
American Ornithology, it was not until ten years later
that Audubon arrived at the idea of publishing his
own illustrations of birds and began collecting
and drawing specifically toward that end. With his

complexion,” and “thin face” (Register of Passport Ap-
plications, microfilm Migyi, fr. 185, National Archives,
Washington).

References
1921  Bolton: 145.
1952 Rutledge and Lane: 113.

assistant Joseph Mason, a young artist special-
izing in plants and insects, he journeyed from
Cincinnati to New Orleans and Natchez. In 1822
Audubon took lessons in oil painting from an
itinerant artist named John Stein (or Steen). This
is his only recorded training in this medium. He
had been working primarily in pastels, but about
this time he began increasingly to use watercol-
ors. Audubon visited Philadelphia in 1824 and
arranged to show his work at the Academy of
Natural Sciences. He won no sponsorship in that
city, however, because of his rough manner and
the threat his project posed to the work of the fa-
vored Alexander Wilson.

In 1826 Audubon turned to England to gain
support for his venture. He found a warm and
encouraging reception in Liverpool, where he
showed his drawings and paintings at the Royal
Institution. Gradually he gathered a group of
subscribers and engaged the accomplished Lon-
don engraving firm of Robert Havell and Son,
thus enabling him to begin his project of creating
large (double elephant folio, approximately 39 /2
by 26 inches) illustrations of American birds.
Audubon traveled back and forth between the
United States and England over the next several
years to secure specimens and financing for his
production. He was assisted by his sons John
Woodhouse Audubon, who accompanied him on
collecting trips, and Victor Gifford Audubon
(1809-1860), who supervised the printing and
marketing of the plates in London.

The Birds of America was issued in eighty-seven
parts of five plates each and, when completed in
June 1838, contained 435 hand-colored engrav-

JOHN JAMES AUDUBON
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ings of 1,065 birds of 489 species. Accustomed to
seeing specimens shown in a straightforward man-
ner against a blank background, some naturalists
objected to Audubon’s use of dramatic poses and
settings. Indeed, Audubon was sometimes guilty
of endowing the creatures he depicted with almost
human attitudes. Yet his attempt to position them
as he thought they moved in the wild, using wire
armatures to support the freshly killed subjects,
was truly revolutionary. Today The Buirds of Amer-
ica engravings and the brilliant watercolors upon
which they were based are admired not only for
their ornithological exactness but also for their vi-
tality and keen sense of design.

Even while Audubon was producing his visual
record of American birds, he was documenting
their characteristics and his own experiences in
the wilderness in his Ornithological Biography, pub-
lished in five volumes between 1831 and 1839. By
this time he had become a celebrated figure in the
United States who was interviewed by the press,
gave public lectures, and mingled with important
people such as President Andrew Jackson. He was
encouraged to undertake two new publications.
The first was a version of The Birds of America com-
prising lithographic illustrations (rather than en-
gravings) of reduced size, which were printed
from 1839 to 1843. The second was The Viviparous
Quadrupeds of North America (printed from 1845 to
1848), two volumes of hand-colored lithographs
based on watercolors by John James Audubon
and his son John Woodhouse Audubon, accompa-
nied by text written by their friend, the Reverend
John Bachman, an amateur naturalist. Both of
these efforts were very successful and allowed the
artist to retire in comfort.

Audubon’s last nine years were spent at Min-
nie’s Land, thirty-five acres of property that he
purchased on what is now upper Manhattan, fac-
ing the Hudson River. He died there on 27 Janu-
ary 1851.

DC

Notes

1. Although Audubon claimed to have studied with
the French neoclassical painter Jacques-Louis David, no
documentation supports this.
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1951.9.3 (1070)
Farmyard Fowls

c. 1827
Oil on canvas, 71.5 X 104.0 (28 /s x 40 '%16)
Gift of E. J. L. Hallstrom

Inscriptions
At lower right: Audubon [first five letters added during
1951 treatment]

Technical Notes: The support is a medium-weight,
plain-weave fabric that was lined, possibly during the
1951 treatment. Tack holes are visible on the right, left,
and bottom edges. Over a thin, white ground layer, the
paint was rapidly applied in several, often thick layers.
Details in the chickens were applied in broad brush-
strokes with some fairly high impasto to represent the
feathers and highlights in the heads and feet. The layer-
ing appears to be wet-into-wet as well as wet-over-dry,
and glazes were used in the areas of thicker feathers. The
painting is in poor condition, probably resulting from en-
vironmental conditions and from an unsound technique.
X-radiography reveals large areas of loss, particularly at
the bottom edge, top center, and right, and in the tail
feathers of the chicken on the left. The entire right side
suffers from numerous small losses. The dark back-
ground appears to have been entirely repainted. The
varnish has become severely discolored.

Provenance: The artist, until 1851; his son, John
Woodhouse Audubon [1812-1862], Salem, New York;
probably his wife, Caroline Hall Audubon, Salem, New
York, 1862-1899; probably their son, William Bakewell
Audubon, Australia, until 1932; his daughter and son,
Eleanor Caroline Audubon and Leonard Benjamin
Audubon, Sydney, Australia; sold 1g50 to E. J. L. Hall-
strom, Sydney, Australia.

Exhibited: John James Audubon exhibition, Kennedy
Galleries, New York, 1954, no cat.

AT SEVERAL POINTS in his memoirs John James
Audubon laments the limitation of his ability to
paint in oil. Although he felt his oil paintings lacked
the assurance and precision of his watercolors, he
nevertheless painted close to one hundred of them.’
He seems to have worked quickly, often producing
these works to earn money to support the printing
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of The Birds of America. One possible example of this
cursory style is Farmyard Fowls. A label on the re-
verse of the canvas, signed by Audubon’s grand-
daughter Maria Rebecca Audubon, purports to
explain the circumstances surrounding the creation
of the painting: “These chickens were painted by
J.J. Audubon in one morning before a one o’clock
lunch, as some-one visiting the house at Minnies-
land N.Y. in May 1841 told him he did not believe
such rapid work could be done. Audubon picked
up a canvas the guest sent with him, the subject
chosen and the painting left as it is now after four
hours work. It is one of the few paintings to which
Audubon signed his name.”

Although Maria Audubon indicates the work

was painted in 1841, she is probably mistaken, since
Minnie’s Land (Audubon’s last home) was not oc-
cupied until 1842. In addition, Audubon does not
seem to have been painting in oil as late as 1841. The
work most resembles other oil paintings made in the
late 1820s. While abroad in 1827, Audubon wrote in
his journal, “I do anything for money now a days,”
and went on to list the subjects he had submitted to
the exhibition of the Liverpool Royal Institution in
hope of sales. Among these was one called Cocks and
Hens or Common Fowls, quite likely similar to Farm-
yard Fowls and approximately the same size (28 by
42 inches). When Audubon discovered a subject
that was popular, he might produce several versions
of it. For example, he sold seven oil copies of his
watercolor Otter Caught ina Trap, a painting that was
also included in the 1827 Liverpool exhibition.?

Today the quality of Farmyard Fowls is difficult to
judge because the painting has experienced serious
deterioration. Even in 1895 a visitor to the home of

Studio of John James Audubon

1951.9.4 (1072)
Long- Tailed Weasel

c. 1845
Oil on canvas, 51.2 x 61.5 (20%16 X 24 %6)
Gift of E. J. L. Hallstrom

Inscriptions
On reverse at top: White Weasel Stoat by J.J. Audubon
On reverse at bottom: W.B. Audubon

AMERICAN PAINTINGS

John Woodhouse Audubon noted that the painting
was “cracked like old china.” Yet he went on to com-
ment on the “rather spirited attitude” of the birds
and described them further as “a common cock”
and two hens “apparently of the Polish breed, or
perhaps Houdans. ”3 The way the fowls are painted
emphasizes their prancing or combative attitudes.
In his choice of subject Audubon may have been
influenced by the lavish paintings of Melchior de
Hondecoeter (1638-1695), a widely imitated Dutch
artist who, in his artwork, endowed ducks, geese,
and other fowl with lively and varied tem-
peraments. Interestingly, while Audubon greatly
admired Hondecoeter’s technique, he found his
characterizations lacking. Upon seeing one of Hon-
decoeter’s paintings, Audubon wrote: “To me the
picture was destitute of /ife; the animals seemed to
me to be drawn from poorly stuffed specimens, but
the coloring, finish, the manner, the effect, was most
beautiful, and but for the lack of Nature in the ani-
mals was a picture which commanded admiration
and attention. Would that I could paint like Hon-
dekoeter [sic] 1”4

DC

Notes

1. This figure is courtesy of Mary Tyler Winters, an
Audubon descendant who has made an exhaustive study
of the oil paintings executed by Audubon and his sons;
discussion with author, October 1991.

2. Audubon 1869, 153.

3. Shufeldt 1g10, 4.

4. Audubon 1897, 1:204. Audubon made the visit on
11 January 1827.

References
1g10 Shufeldt: 4-5.

Technical Notes: The painting has been lined and
windows have been cut into the lining fabric to reveal
inscriptions in ink on the reverse. No cusping is visible
along the cut fabric edges. A warm, off-white ground
layer of moderate thickness was applied over the plain-
weave fabric support. Where original paint is visible, it
was applied in short refined brushstrokes, with fine ap-
plications of thin paint used to indicate the texture of the
animals’ fur. However, a great deal of the surface is cov-
ered with overpaint. Many of the grass stalks are inven-
tions of a restorer, and the sky and back of the weasel on
the left are almost completely overpainted. Beneath the
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overpaint are numerous unfilled losses in the original
paint. A large vertical tear, one-third of the way in from
the left edge, runs almost from top to bottom. The paint-
ing’s condition is extremely poor. The thick varnish has
become somewhat discolored.

Provenance: Probably the artist until 1851; probably his
son, John Woodhouse Audubon [1812-1862], Salem,
New York; probably his wife, Caroline Hall Audubon,
Salem, New York, 1862-18gg; probably their son,
William Bakewell Audubon, Australia, until 1932; his
daughter and son, Eleanor Caroline Audubon and
Leonard Benjamin Audubon, Sydney, Australia; sold
1950 to E. J. L. Hallstrom, Sydney, Australia.

THis PAINTING was handed down in the Audubon
family, which lends credence to the belief that it has
some connection with John James Audubon, whose
name was inscribed on the reverse of the canvas by
his grandson William Bakewell Audubon. So little
of the original painting is visible, however, that it is
difficult to determine its authorship. The thin,
sketchy quality of the painting may indicate that it
was undertaken to provide cursory directions to the
printer of The Viviparous Quadrupeds of North America
(1845-1848). Mary Winters suggests that the raw
appearance of the work might also reflect John
James Audubon’s failing abilities during this peri-
od, since he began to experience trouble with his
eyesight around 1845." Some aspects of the painting
are reminiscent of the artist’s earlier work. Winters
cites, in particular, the curve of the weasels’ tails
and their twisting poses, which are typical of
Audubon and his special affection for smaller ani-
mals. The curved oak leaf, one of the better-pre-
served elements of the painting, is also a character-
istic John James Audubon device.* Although John
Woodhouse Audubon, who painted half of the sub-

John Woodhouse Audubon
1812 — 1862

JoHN WoopHOUSE AUDUBON, second son of
the great artist/naturalist John James Audubon,
was born on go November 1812 in Henderson,
Kentucky. At an early age he showed artistic
promise and was encouraged to join his father in
his scientific interests. While his brother Victor
Gifford Audubon (1809-1860) assisted with the

AMERICAN PAINTINGS

jects in Quadrupeds, worked in oils, there is no good
reason to suspect that this painting is by his hand.
His identified works generally show a high level of
technical accomplishment and a firmer application
of paint.

The painting differs slightly in background from
the illustration in Quadrupeds (pl. 59). In the illus-
tration the weasels are located solidly on land,
rather than beside water, and no clump of leaves ap-
pears, asit does above the grass at the painting’s up-
per left.

Called “White Weasel. Stoat” in Quadrupeds and
later identified as a “New York weasel,” the animal
depicted in the National Gallery painting is now
recognized as Mustela frenata noveboracensis, a sub-
species of long-tailed weasel.3 According to the
Reverend John Bachman’s text in Quadrupeds, this
small carnivore is “graceful, rapid, of untiring in-
dustry, brave and fearless” as well as “fierce and
blood thirsty. A mission appears to have been as-
signed it by Providence to lessen the rapidly multi-
plying number of mice and small rodentia.

DC

Notes

1. Information derived from Mary Tyler Winters’
unpublished manuscript concerning Audubon oils and
from discussion between Winters and the author on 26
September 1991 (notes in NGA curatorial files).

2. Information from notes of visit with Winters on 26
September 1991 (in NGA curatorial files).

3. This classification is provided in a letter of 12 April
1983 (in NGA curatorial files) from John Miles, Jr., the
National Museum of Natural History, citing sources such
as Raymond Hall’s Mammals of North America.

4. Audubon and Bachman 1846, 2:57-59.

References
1951 Ford: 216.

business and record-keeping functions related to
the various Audubon publications, John Wood-
house was an active traveler and collector of spec-
imens, as well as a draftsman. In 1833 he accom-
panied his father on an expedition to Labrador.
Later that year John James was able to write,
“John has drawn a few Birds, as good as any I ever



made, and in a few months I hope to give this de-
partment of my duty up to him altogether.”*

While the Audubon family was in London in
1834, both sons studied painting, John apparently
making portraits and copies of works by Henry
Raeburn (1756-1823) and Bartolomé Esteban
Murillo (1617-1682).> By this time the senior
Audubon’s projects had become family enter-
prises. John Woodhouse traveled to Florida and
Texas in 1837 on collecting missions. He would
journey to the Southwest nine years later to gather
specimens of mammals in addition to birds. From
1839 to 1843 John Woodhouse was chiefly respon-
sible for the production of the second version of
The Birds of America, overseeing the reduction of
500 plates, and working with the lithographer.
Within a few years he also painted, in oil, half the
subjects used as illustrations in The Viviparous
Quadrupeds of North America (1845-1848) and su-
pervised the printing of all of the plates. In 1856 he
published a second reduced-size version of The
Birds of America and in 1860 began to produce a
second, folio-size edition of it, this time by litho-
graphy rather than engraving. Because many of
the subscribers to the second edition of Birds of
America were Southern, the venture was ruined by
the outbreak of the Civil War.

Both John and Victor Audubon built homes
on the land surrounding their parents’ house in
New York. John had nine children, two by his
first wife, Maria Rebecca Bachman, daughter of
the Reverend John Bachman (collaborator on
Quadrupeds), and seven by his second wife, Caro-
line Hall. He exhibited portraits as well as animal
paintings in New York throughout the 1840s and
1850s, at the Apollo Association, American Art-
Union, and National Academy of Design.

John Woodhouse Audubon is chiefly remem-
bered as an assistant to the monumental projects of
his dynamic father; consequently his own substan-
tial skills are often overlooked. He was, in fact, a
talented wildlife artist, and his illustrations for the
Quadrupeds seem quite equal to those of his father.

DC

Notes

1. Herrick 1917, 2:56.

2. Victor Gifford Audubon appears to have concen-
trated on landscape painting. He exhibited a number of
these subjects at the National Academy of Design during
the 1840s. On several occasions the brothers collaborat-

ed on paintings and may have worked together on the cir-
ca 1841 portrait of John James Audubon, posed with
shotgun, dog, and horse in a landscape, that is now in the
American Museum of Natural History, New York.
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1951.9.1 (1068)
Black-Footed Ferret

1840/1846
Oil on canvas, 55.5 x 68.5 (21 /s x 26 /1)
Gift of E. J. L. Hallstrom

Inscriptions
On reverse, written twice at right angles, now obscured
by lining fabric: W.B. Audubon’

Technical Notes: The original supportis a plain-weave
fabric. The painting has been lined. The paint was
generally applied thinly and transparently. In the fore-
ground the warm, off-white ground layer shows through
the brushstrokes, creating a luminosity in some of the
browns. The ferret was accomplished with fine brush-
strokes of thinly applied paint to suggest the texture of
fur. The painting is in a very poor condition, with nu-
merous smalllosses of paint and ground. The largest loss,
the size of a quarter, is in the center of the sky above the
ferret’s back. In 1989, the painting was relined and a new
varnish coating was applied over remnants of an old, dis-
colored varnish layer. Inpainting in the sky has whitened.

Provenance: The artist; probably his wife, Caroline
Hall Audubon, Salem, New York, 1862-18g9; probably
their son, William Bakewell Audubon, Australia, until
1932; his daughter and son, Eleanor Caroline Audubon
and Leonard Benjamin Audubon, Sydney, Australia;
sold 1950 to E. J. L. Hallstrom, Sydney, Australia.

JouNn WoopHOUSE AUDUBON?’s Black-Footed Fer-
ret 1s the study upon which plate ninety-two of The
Viviparous Quadrupeds of North America is based. The
illustration, which was printed by the lithographer
J. T. Bowen of Philadelphia in 1846, follows the
painting with no apparent variation. Beneath it ap-
pears the legend “Drawn from Nature by JWA.”
Without their inscriptions the Quadrupeds illustra-
tions of John James and John Woodhouse Audubon
are difficult to differentiate on the basis of style. One.
varying aspect does seem discernible. While each
artist depicted animals engaged in typical activities,
the elder Audubon tended toward a more dramatic

JOHN WOODHOUSE AUDUBON
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presentation, often contorting bodies or showing
teeth bared. The stable placement of the ferret in
this painting, inquisitively turning to the bird’s
nest, his tail gently curving behind him, follows the
characterization that was more typical of the
younger Audubon.?

When John James Audubon and his coauthor,
the Reverend John Bachman, introduced this
species (based on a single skin that was sent to
them from the West), some readers doubted its ex-
istence. An appeal to sportsmen in the Great Plains
area brought forth the skins of several more of
these animals, thus vindicating Audubon and
Bachman. The black-footed ferret, which was un-
common even in Audubon’s day, has more recent-
ly been called “North America’s rarest mam-
mal. 3 Because it occupies prairie dog burrows and
depends on that animal for both its food and shel-
ter, this ferret has been adversely affected through
the years by programs to eradicate prairie dogs;
however, this elusive creature has been sighted re-
cently in Wyoming and South Dakota.

DC

Notes

1. A photograph of the inscription is in the NGA cu-
ratorial files.

2. Mary Winters feels that the Black-Footed Ferret is
“totally John Woodhouse” but following the model of
John James Audubon. She adds that the ferret’s forelegs,
particularly the awkwardly placed left one, may have
been added slightly later than the rest of the creature. It
would have been like John James to insist that the ani-
mal’s paws be made clearly visible and it would have been
like John Woodhouse, in this period, to accede to his fa-
ther’s wishes. (Information based on a discussion with
Winters, 26 September 1991; notes in NGA curatorial
files.)

3. “Ferret” 1983 (reference is courtesy of Judith Block,
National Zoological Park; notes in NGA curatorial files).

References
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1951.9.9 (1077)
Long-Tailed Red Fox

1848/1854
Oil on canvas, 56.2 x 69.3 (22 /s X 27%16)
Gift of E. J. L. Hallstrom

Inscriptions
At lower right: Jw AUDUBON

On reverse of lining [fabric], in another hand: B.P.
Audubon

Technical Notes: The support is a plain-weave fabric
that has been lined. On the reverse of the lining can-
vas, a colormen’s stencil reads: “PREPARED/BY/EDW?
DECHAUX/NEW YORK” and “22 x 27.” There is a warm,
off-white ground layer of moderate thickness under the
thinly and transparently applied paint. The ground
layer shows through the foreground, creating a lumi-
nosity in some of the browns. Fine brushstrokes of thin-
ly applied paint are used to suggest the texture of the
fox’s fur. The sky is more thickly painted, wet-into-wet.
White highlights in impasted paint outline most of the
design areas. The condition of the painting is reason-
ably good, with the exception of the edges. There is a
tear in the back of the fox and a dime-size loss in the
center of the sky. Blistering and crizzled paint and
long, irregular losses along the bottom edge are the re-
sult of water damage. The varnish is unevenly glossy
and has become highly discolored.

Provenance: The artist; probably his wife, Caroline
Hall Audubon, Salem, New York, 1862-189g; probably
their son, Benjamin Phillips Audubon [d. 1886]; his
nephew, Leonard Benjamin Audubon, Sydney, Aus-
tralia; sold 1950 to E. J. L. Hallstrom, Sydney, Australia.

THE SENSITIVITY with which the subject is ren-
dered demonstrates John Woodhouse Audubon’s
substantial skills. He creates a believably stealthy
pose for the fox, with its head low to the ground and
its eyes and ears alert. The subtle gradations of gray,
red-brown, and white in the animal’s coat and the
softness of its fur are expertly captured with fine,
individual strokes.

This painting would seem to be the model upon
which plate 151, Fackall Fox (Vulpes macroura), of The
Viviparous Quadrupeds of North America was based." It
appeared as an addition to the octavo edition of
Quadrupeds, volume three, published in 1854, but
was not included in the earlier, larger “imperial
edition,” which was completed in 1848. Below the
illustration is printed, “Drawn from Nature by J.W.
Audubon. ”? Unlike his father, John Woodhouse felt
quite comfortable working in oil, and all of the stud-
ies that he contributed to Quadrupeds were painted in
this medium.

DC

Notes

1. The title Long-tailed Red Fox is based upon modern
terminology. This animal ranges through Colorado,
Utah, and Wyoming.

2. In the Quadrupeds illustration, the tall grasses at the
right in the painting are deleted.

References
1951  Ford: 214.
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Attributed to John Woodhouse Audubon

1951.9.2 (1069)
A Young Bull

c.1849
Oil on canvas, 5.3 X 50.5 (13 /s X 19 /s)
Gift of E. J. L. Hallstrom

Technical Notes: The support is a medium-weight,
plain-weave fabric. The ground is 2 warm, off-white lay-
er of moderate thickness which has a pebbly texture in
the sky. In the foreground, paint was applied thinly in a
series of transparent glazes, one over the other. Trees and
bushes are painted on top of this more thinly painted pas-
sage. The sky was painted more thickly, with low impas-
to blended wet-into-wet. The bull was added last in
heavier, wet-into-wet paint. Pentimenti are evident in
the tree on the left side and in the change of the position
of the foreground path. Inpainting covers a number of
relatively large losses, the biggest of which is found in the
sky to the right of the trees. There is a tear inside the left
stretcher bar. In 1989 the painting was relined and a new
varnish coating was applied over remnants of an old, dis-
colored varnish layer.

Provenance: Probably the artist; probably his wife,
Caroline Hall Audubon, Salem, New York, 1862-18g9;
their daughters, Maria Rebecca Audubon and Florence
Audubon; their nephew, Leonard Benjamin Audubon,
Sydney, Australia; sold 1950 to E. J. L. Hallstrom, Syd-
ney, Australia.

Exhibited: Audubon as an Amimal Painter, National
Audubon Society, New York, 1951, no. 19, as Bull, attrib-
uted to John James Audubon.

THis sToLID white-and-brown animal was proba-
bly painted by John Woodhouse Audubon, who ex-

ATTRIBUTED TO JOHN WOODHOUSE AUDUBON

hibited a work titled 4 Young Bull at the National
Academy of Design in 1849. The National Gallery
painting, although not necessarily the same work,
may well be related to it.’

Livestock painting, a strong tradition in Britain,
was carried over to a lesser extent in America.? The
background in A Young Bull, with its low hills and
distant church spire, suggests a British landscape,
but it may instead reflect the peaceful, rural exis-
tence of Minnie’s Land, the property on which the
Audubons—father, sons, and their families—set-
tled, in 1842.

DC

Notes

1. Mary Winters suggests the possibility that the land-
scape background was painted by Victor Gifford
Audubon. (Information based on Winters’ unpublished
manuscript concerning Audubon oils, and a discussion
with the author, 26 September 19g1; notes in NGA cura-
torial files.)

2. The NGA collection includes a painting called
Prize Bull, dated 1876 (1980.62.3), by a naive American
artist named H. Call. Edward Hicks (1780-1849), well
known for his scenes of the Peaceable Kingdom and oth-
er Quaker themes, also painted livestock on occasion (for
example, Fames Cornell’s Prize Bull, 1846, Abby Aldrich
Rockefeller Folk Art Center). Pennsylvania artist John
Archibald Woodside, Sr. (1781-1852), also created live-
stock portraits.

References
1951 Ford: g8, repro.
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Frank Weston Benson

1862 — 1951

FrRANK WEsTON BENsON was a well-known and
financially successful painter, printmaker, and
teacher. A founding member of The Ten, Benson
was associated with that group of painters who
withdrew from the Society of American Artists in
1897 in order to promote their own work through
smaller, more personal exhibitions, the first of
which took place in 1898. Though quite diverse in
their approaches, much of their work was charac-
terized by visible brushwork, a lightened palette,
and a concern with the natural and evocative
qualities of light.

Among these painters was Edmund C. Tarbell
(1862-1938), Benson’s lifelong friend and a col-
league for nearly three decades.” The two young
men studied together under Otto Grundmann
(1844-189o0) at the Boston Museum School begin-
ning in 1880 and later at the Académie Julian in
Paris, under Gustave Boulanger (1824-1890) and
Jules-Joseph Lefebvre (1836-1911). While in Eu-
rope, Benson spent the summer at the artists’ colony
of Concarneau in Brittany and traveled with Tar-
bell through Germany, Italy, and England.

Upon returning to the United States in 1886,
Benson worked briefly in Salem, Massachusetts,
where he would settle eventually. During 1886
and 1887 he taught drawing and painting at the
Portland (Maine) Society of Art, and in 1889 he
began to teach at the Boston Museum School,
where he remained until 1g12. While teaching,
Benson also received wide recognition for his own
work. He won numerous awards, including the
Hallgarten Prize at the National Academy of De-
sign in 1889 and a World’s Columbian Exposi-
tion Medal in Chicago in 18g3. Three years later
he provided decorations for seven ceiling and
wall panels in the Library of Congress. Benson
became an associate of the National Academy of
Design in 1897 and an academician in 1905. He
was a founding member of the Guild of Boston
Artists in 1914.

The first exhibition of Frank Benson’s etchings
and drypoints was held the following year, in 1915.
The prints, which primarily depicted waterfowl
and other sporting subjects, combined Benson’s
great love of the outdoors with his free and open

draftsmanship. So many variations of these sub-
jects were created over the next decade that some
accused the artist of being commercially repeti-
tive. Nonetheless, the turn to sporting subjects in
prints, watercolors, and paintings changed the di-
rection of his work, and Benson created fewer of
the serene paintings of women and children for
which he had become so well known. In the last
years of his career his watercolor landscapes met
with high demand.

Benson maintained his connection with the
Boston Museum School as a member of the Advi-
sory Council until his resignation in 1930. Retro-
spective exhibitions of his work were held at the
Corcoran Gallery of Art, Washington, in 1921 and
jointly with Tarbell at the Museum of Fine Arts,
Boston, in 1938.

Benson, who had a studio in Boston and, at var-
ious times, summer houses in Maine and Cape
Cod, eventually retired to his home in Salem (the
city in which he was born), where he died on 14
November 1g51.

DC

Notes

1. Although almost always linked to Tarbell by con-
temporary writers, particularly in the early years when
their choice of subject and style was most similar, Ben-
son’s work differed in many respects from that of his
friend. While Tarbell most often depicted women coolly
and carefully arranged in softly lit interiors, Benson’s
best-remembered works contain figures relaxing in
warm, full sunlight, often with breezes playing upon their
hair and clothing. In addition, the distinctive, loose
brushwork of Benson’s mature period was generally
more lively than that of Tarbell.
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1977.4.1 (2734)
Portrait in Whate

1889
Oil on canvas, 122.6 x 97.2 (48 /4 x 38 /4)
Gift of Sylvia Benson Lawson

Inscriptions
At upper left: Frank W. Benson / 89

Technical Notes: The support is a very fine twill fabric
that has been lined, but the original tacking margins are
present. A white ground was unevenly applied over the
finely woven support. After the figure was sketched in, the
background was covered with dark green paint of a
pastelike consistency. The sitter’s body and dress were
blocked in with white, and the flesh areas with a yellow-
tan. Following this, the flesh areas were painted over with
smooth applications of cool pink, leaving the darker tan
underlayer exposed to model the forms. The details of
the dress were built up thickly with ridges of impasto
defining the stripes along the sleeves. Overall, the paint-
ing was executed decisively, with bold brushwork and
very few changes in the composition. Examination by x-
radiography reveals that the only compositional change
made to the work involved the figure’s right eye. The
paint and ground layers are secure, although areas of
craquelure are found throughout the thickly painted
face, hands, and dress. One large hole, located in the
middle of the woman’s left side, and several old losses are
also present. The varnish has grayed slightly.

Provenance: The artist and his wife, Ellen Perry Peir-
son Benson, to 1g951; Ellen Perry Peirson Benson [1860—
1954], Salem, Massachusetts; her estate, 1954—1956; her
daughter, Elisabeth Benson Rogers [Mrs. C. M. A.
Rogers], Alabama, by 1956 or before; her sister, Sylvia
Benson Lawson [Mrs. Ralph Lawson], Salem, Massa-
chusetts, by 1976.

Exhibited: Exhibition of Pictures by Frank W. Benson and
Edmund C. Tarbell, Chase’s Gallery, Boston, 1891, no. 7.
World’s Columbian Exposition, Chicago, 1893, no. 561. Ex-
hibition of Paintings by Frank W. Benson, St. Botolph Club,
Boston, 1900, no. 20. An Exhibition of Portraits, Union
League Club, New York, 1904, no. 4. Paintings, Prints, and
Drawings by Frank W. Benson, CGA, 1921, no. 38, as Portrait
of My Wife. Frank W. Benson, Carnegie Institute, Pitts-
burgh, 1924, no. 26, as Portrait of My Wife. Paintings, Wa-
tercolors and Etchings by Frank W. Benson, Akron Art Insti-
tute, Ohio, 1924, no. 18. Frank W. Benson & Edmund C.
Tarbell: Exhibition of Paintings, Drawings, and Prints, MFA,
1938, no. 45. NAD Annual 1952, no. 3. Frank W. Benson
Retrospective Exhibition, Essex Institute, Salem, Massachu-
setts, 1956, no. 5. Frank W. Benson 1862—1951: Exhibition of
Paintings, Drawings, and Prints, Farnsworth Library and
Art Museum, Rockland, Maine, 1973, no cat.

THE suBJECT of this sensitive portrait is Ellen Per-
ry Peirson (1860-1954) to whom Benson was mar-

AMERICAN PAINTINGS

ried on 17 October 1888." The Peirsons and Ben-
sons were well acquainted; Ellen was the best
friend of Frank Benson’s sister Georgie. When the
Peirson family journeyed to France in the summer
of 1884, visiting the village of Concarneau and
spending the following fall and winter in Paris, the
young artist and Ellen were often in each other’s
company. That year Benson painted a half-length
portrait of her as a present for her mother.? Init, the
sitter is shown in profile against a plain back-
ground. While her attractive features are adequate-
ly described, the somewhat stiff student work does
not approach the level of skill and self-confidence
demonstrated in this portrait of 188g.

The couple became engaged in the fall of 1885
but waited to be married until Benson was profes-
sionally established. In 1887 the artist included his
fiancée in a work titled In Summer, which he exhib-
ited at the Boston Art Club, the Society of Ameri-
can Artists, and later at the Paris international ex-
position of 1889.3 Softer in focus and lighter in
palette than the 1884 portrait, it was described by a
critic as “clean and fresh in color. ”* A somewhat ex-
perimental work, based on observation of outdoor
light and less dependent on academic models, the
painting received a great deal of positive notice
when it was first shown.

Two years later Benson depicted Ellen in Portrait
in Whte, in which he used a more elegant and re-
strained manner that was calculated to show his
skills as a portraitist. Portrait in White demonstrates
Benson’s command of draftsmanship and figure
painting, as well as his exposure to the traditions of
European portraiture. The artist employs the pop-
ular nineteenth-century convention of illuminating
the sitter with controlled light against a dark back-
ground. In its simplicity and reserve it is typical of
Benson’s portrait style prior to around 1898. The
subject’s face, with its soft features and doe eyes, is,
paradoxically, constructed of well-worked, heavily
textured paint layers. The broad, energetic brush-
work found in Benson’s later, impressionistic paint-
ings is not yet visible here. Perhaps the most re-
markable aspect of the portrait’s execution is the
sensual treatment of the sitter’s shimmering white
gown, which calls to mind the work of Benson’s
friend, American expatriate John Singer Sargent.

The white dress would become emblematic of
Benson’s work. Although he painted numerous
landscapes and still lifes, his name most often con-
jures up images of young women, their white gar-
ments suffused with bright sunlight and ruffled by
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breezes. Benson seems to have been particularly
taken with the aesthetic properties of the color as,
indeed, were many artists at the turn of the century.
His daughter Eleanor recalled, “When we were in
North Haven, Papa would often have us put on our
best white dresses and then ask us to sit in the grass
or play in the woods. We thought it was so silly and
the maids made such a fuss when they saw the
clothes afterwards. s
Equally important to the pleasingly subtle tex-
tures and tones of Portrait in White is the artist’s spe-
cial affection for the sitter, so sensitively communi-
cated in this warm, poetic image. Three decades
after the painting was finished, one reviewer wrote
at length about its emotional content, commenting
that in it Benson showed “the old world spirit of in-
trospection, the desire to translate psychic emotion.
Perhaps, too, he was under that still older and more
poignant spell—love. Be that as it may, he has giv-
en us a spiritual interpretation of character in this
portrait of his wife, so simply painted, yet with such
rare and loving insight. . . . One almost regrets that
so few of his pictures share the very unusual psychic
qualities which Benson here expresses. ”®
DG

Notes

1.Ellen and Frank Benson had four children:
Eleanor, George, Elisabeth, and Sylvia. Mrs. Benson
died g October 1954.

2. Private collection; reproduced in Bedford 1994,
pl. 11.

3. Private collection; reproduced in Bedford 1994,
pl. 17.

4. “Society of American Artists,” New York Evening
Post, 28 April 1888, 5, as quoted in Gerdts, “Benson,”
1988, 34.

5. Bedford 1989, 60.

6. Seaton-Schmidt 1921, 366.
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1992.66.1

Margaret (“Gretchen”) Strong

c. 1909
Oil on canvas, 76.8 x 64.2 (30 /4 x 25 /4)
Gift of Elizabeth Clarke Hayes

Inscriptions
Atlower left: FW. Benson / [four blurred digits, possibly
1910]

Technical Notes: A thin, grayish ground is applied over
the medium-weight, plain-weave fabric support. The
painting remains unlined and is attached to the original
four-member, mortise-and-tenon stretcher. The fabric
was primed before stretching. Paint was applied fluidly
and in a relatively thick manner in a series of impasted
brushstrokes. A small repaired hole is found in the area
of the sitter’s hair. There appears to be writing in addi-
tion to the signature and date. Efforts to decipher this
with infrared reflectography and ultraviolet examination
have been unsuccessful. The painting underwent varnish
removal in 1993 and is currently displayed unvarnished.

Provenance: The Reverend and Mrs. George Alexan-
der Strong, Boston; their daughter, the sitter, Margaret
Strong Withers [1892-1973] and her husband, Captain
Clarke Withers [d. 1983], Massachusetts and St.
Michael’s, Maryland; by bequest to Captain Withers’
first cousin once removed, Elizabeth Clarke Hayes [Mrs.
Frank W. Hayes], St. Michael’s, Maryland.

Exhibited: Frank W. Benson: A Retrospective, Berry-Hill
Galleries, New York, 1989, no. 28.

By THE TIME Benson created this portrait, his
fruitful preoccupation “with the beauty of sunlight
in its relation to landscape and to figures disposed
in the freedom of the open-air environment” was
already widely known and commented upon.’
Throughout the previous decade he had produced
bright, evocative images of each summer’s idylls.
These won him numerous accolades as they were
exhibited every subsequent winter and spring.
Benson found inspiration for these works in the
pristine environment of Maine’s North Haven Is-
land, which he first visited in 19oo. The next year
the family rented an old house and property near
the ocean there. Wooster Farm, named after the
original owner, remained the artist’s summer re-
treat until his death. Benson’s usual subjects from
these times were his children and close friends en-
gaged in simple outdoor activities. Although always
carefully posed (Benson advised his daughter ex-
tensively on the importance of composition and de-
sign), these sitters give the appearance of having
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been candidly observed in the midst of their sewing,
reading, quiet conversation, or reverie.?

The portrait of Margaret Strong is derived from
one of the loveliest of these images. Dated 1909,
Summer (fig. 1) comprises four figures: the artist’s
daughter, Elisabeth, and her friend Anna Hath-
away, who are seated on the golden hillside at left;
his other daughter, Eleanor, shown standing
against the sky and raising one hand to shade her
eyes; and Margaret Strong, who is perched slightly
downbhill and gazes up at her friends. The device of
the figure silhouetted against the blue sea or sky, as
are Eleanor and Margaret in this work, recurs fre-
quently in Benson’s North Haven paintings.

Margaret Strong’s portrait is one of three small-
er works that were based on Summer. Neither it nor
Elisabeth and Anna (private collection), nor Sunlight
(Indianapolis Museum of Art), which shows the
single figure of Eleanor, can be called studies for the
larger work.? However, photographs of the young
women may have been used by Benson to aid his
memory when his subjects grew tired of posing.*
Summer was one of several compositions that in-
spired closely related images. Faith Andrews Bed-
ford describes the artist’s working method:

Benson’s strong emphasis on composition and design
usually led him to arrange his finished picture first. In-
deed for some of his larger works which were later divid-
ed, there exist smaller studies of the final arrangement of
figures in oil on canvas and oil on paper....

AMERICAN PAINTINGS

Fig. 1. Frank Weston Benson, Summer,
oil on canvas, 1909, Providence, Museum
of Art, Rhode Island School of Design,
Bequest of Isaac C. Bates

Once Benson had arranged his large group picture,
he would try other compositions as variations on the
theme. He used photographs as an aid to the completion
of these secondary works . . . his children recalled his skill
with a camera, remembering how he could frame with
his lens the exact scene he was painting with his
brush....Once he had arranged the large group and
captured the light and feeling he wanted, Benson would
apparently put the larger canvas on one easel in his barn
studio and copy parts onto other canvases.’

In the case of the portrait Margaret (“Gretchen™)
Strong, family history confirms that it was made af-
ter Summer: “When Margaret’s parents saw the pic-
ture, they were so delighted with Benson’s portray-
al of their daughter that they asked their friend,
Frank Benson, if he would paint a single figure por-
trait of Margaret as she was posed in Summer.”® An-
other version of the subject was once owned by Ben-
son’s friend, the sculptor Bela Pratt, who described
itin aletter: “I wish you could see the picture Frank
Benson painted and gave to me this summer. Itisa
red-headed girl against a background of blue water.
It is the best thing Frank ever painted and hangs
here over the table in the office.”7

Pratt’s enthusiastic account might apply to the
National Gallery’s portrait as well. In it Margaret
Strong’s red hair glistens with gold and rose high-
lights against an intensely blue sea. Her face is less
shadowed than in Summer, perhaps to clarify her
features and warm complexion in a way calculated
to please her family for whom the painting was



made. Benson also adjusted the compositional ele-
ments slightly so that the coastline seen in the dis-
tance is no longer level with the subject’s nose, but
instead appears above her brow and shows to best
effect the contour of her pretty features. At this
stage in his career, Benson was at the height of his
impressionist style, and his ease and self-assurance
are apparent. While he retained the three-dimen-
sional solidity of the figures, his brushwork is ener-
getic, open, and light. Margaret Strong is particular-
ly enlivened by the white flecks of wild flowers that
dot the hillside and the varied strokes of blue and
green that comprise the ocean. In the image as a
whole, the artist recreates the quality of glorious,
full sunlight, an ability for which he was renowned.

Margaret Wendell Strong, the only daughter of
the Reverend and Mrs. George Alexander Strong,
was born in Boston in 1892 and spent her early years
there. The Benson and Strong families summered
in North Haven, and the daughters were good
friends and sailing companions. Margaret’s portrait
was probably painted shortly before her marriage,
at the age of eighteen, to Clarke Withers (later Cap-
tain U.S.N.) of Port Hope, Ontario. The couple

Albert Bierstadt
1830 — 1902

ALBERT BIERSTADT was born in Solingen, Prus-
sia, on 7 January 1830, but he spent his early years
in New Bedford, Massachusetts, where his parents
settled two years after his birth. In the city that
had become the capital of America’s whaling in-
dustry Henry Bierstadt, the artist’s father, found
work as a cooper.

Primarily self-taught, Albert Bierstadt began
his professional career in 1850 when he advertised
his services as a drawing instructor. Three years
later he departed for Europe, hoping Johann Pe-
ter Hasenclever (1810-1853), a distant relative
and a prominent member of the Diisseldorf school
of artists, would help him obtain formal instruc-
tion. Unfortunately, Hasenclever died suddenly
shortly before Bierstadt’s arrival. When Emanuel
Leutze (1816-1868) and Worthington Whittredge

lived first in Massachusetts and later in St.
Michael’s, Maryland, and Beaufort, South Caroli-
na. Mrs. Withers died in 1973.2

DG

Notes

1. Caffin 1909, 109.

2. Benson observed to his daughter Eleanor: “De-
sign makes the picture. . .. A picture is good or bad only
as its composition is good or bad” (entry of 11 February
1946, “Advice to an Artist,” notes taken by Eleanor Ben-
son Lawson [typescript, Benson Papers, Essex Institute,
Salem]), as quoted in Bedford 1989, 67.

3. See Dugan 1988, figs. 6, 7.

4.See Dugan 1988, figs. 4, 5 and n. 19. See also Bed-
ford 1994, pl. 64, which is a photograph of the three seat-
ed figures in Summer.

5. Bedford 1989, 66-67.

6. Letter of 23 June 1992 from Elizabeth Clarke
Hayes (in NGA curatorial files).

7. Letter of 19gog from Bela Pratt (Charlotte West
Barton Papers, AAA), as quoted in Bedford 1989, 67.

8. Letter of 23 June 1992, from Elizabeth Clarke
Hayes (in NGA curatorial files).
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1989 Bedford: 66.
1994 Bedford: 106, repro. 107.

(1820-1910) came to his aid Bierstadt found, un-
expectedly, American rather than German men-
tors.

After nearly three years in Diisseldorf, Bier-
stadt joined Whittredge on an extended sketching
tour through Germany, Switzerland, and Italy.
Following a winter in Rome and a sketching tour
to Naples and Capri, Bierstadt returned to New
Bedford in the autumn of 1857. The “timid, awk-
ward, unpolished specimen of a Yankee ” who had
arrived in Diisseldorf in 1853, returned to New
Bedford a socially poised and technically mature
painter.’

In the spring of 1858 Bierstadt made his New
York debut when he contributed a large painting
of Lake Lucerne and the Swiss Alps [1990.50.1]
to the annual exhibition at the National Academy
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of Design. Critics were dazzled by his technical
expertise; within weeks he was elected an hon-
orary member of the Academy.

Bierstadt’s European apprenticeship served
him well the following spring when he journeyed
west for the first time, joining Frederick W. Lan-
der’s survey party bound for the Rocky Moun-
tains. Although not the first artist to see or even
paint the Rockies, Bierstadt was the first who
brought with him superior technical skills and con-
siderable experience painting European alpine
peaks. For Americans eager to finally see the
mountains a generation of travelers had described
as “America’s Alps,” Bierstadt’s credentials were
near perfect.

By late September 1858 Bierstadt had returned
to New Bedford laden with field sketches, stereo
photographs, and Indian artifacts. Within three
months he moved to New York, established him-
self in the Tenth Street Studio Building, and be-
gan to exhibit the western paintings that would
soon make his reputation. He completed the most
important of these, The Rocky Mountains, Lander’s
Peak (MMA), in the spring of 1863, just weeks be-
fore he set off on his second journey west.

Accompanied by Fitz Hugh Ludlow, a cele-
brated writer who later published a book about
their overland adventure, Bierstadt traveled to the
Pacific Coast. He spent several weeks in Yosemite
Valley completing the plein-air studies he would
later use to compose several of his most important
paintings. Following a trip north through Oregon
to the Columbia River, Bierstadt and Ludlow re-
turned east. Using studies gathered during all
stages of his journey, Bierstadt completed, by the
end of the decade, a remarkable series of large
scale paintings, including Looking Down Yosemite
Valley, Califormia (1865, Birmingham Museum of
Art, Alabama), Storm in the Rocky Mountains, Mt.
Rosalie (1866, The Brooklyn Museum), The Domes
of the Yosemite (1867, St. Johnsbury Athenaeum,
Vermont), and Among the Sierra Nevada Mountains,
Califormia (1868, NMAA), that not only secured
his position as the premier painter of the western
American landscape but also offered a war-torn
nation a golden image of their own Promised
Land.

In 1867 Bierstadt and his bride, Rosalie Os-
borne (1841-1893), set sail for London. It was a
triumphant return for the emigrant’s son who had
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arrived in Europe fourteen years earlier an eager
but impoverished student. Six months later he was
invited to exhibit two of his most important paint-
ings, The Rocky Mountains, Lander’s Peak and Storm
in the Rocky Mountains, Mt. Rosalie (both had been
purchased by English railroad entrepreneurs),
privately before Queen Victoria. During the more
than two years he remained abroad, Bierstadt
traveled, sketched, and cultivated the friendships
that would sustain a European market for his work
for many years.

In July 1871 Bierstadt and his wife journeyed to
San Francisco aboard the recently completed
transcontinental railroad. Apart from the artist’s
brief return to New York that autumn, they re-
mained in California until October 1873. As he
had since his days in Diisseldorf, Bierstadt spent
much of his time traveling in remote regions mak-
ing field studies he would later use to compose stu-
dio paintings.

In the autumn of 1876 Rosalie, who had been
diagnosed as consumptive and advised to spend
the winter months in a warm climate, made the
first of several increasingly lengthy trips to Nassau.
Although Bierstadt continued to maintain his
New York studio and travel widely in the West and
Canada, he found new subject matter in the trop-
ics during visits with his wife. In 1880 he exhibit-
ed one of the most successful of these pictures, The
Shore of the Turquoise Sea (1878, private collection),
at the National Academy of Design. Though
praised by some, the painting drew fire from crit-
ics who had found fault with Bierstadt’s “the-
atrics” as early as the 1860s.

Critical disfavor and a falling market plagued
Bierstadt during his later years. The most telling
blow came in 1889 when the American commit-
tee charged with selecting works for the Exposi-
tion Universelle in Paris rejected Bierstadt’s en-
try, The Last of the Buffalo (1888, CGA). Described
as too large but more likely judged old-fashioned,
the painting marked the end of Bierstadt’s re-
markable series of monumental western land-
scapes. On canvases that matched in scale the
landscapes they depicted, Bierstadt’s Rocky
Mountain and Sierra views mirrored the ambi-
tions of a nation that celebrated with equal fervor
the beauty of the land and the commercial poten-
tial of its resources.

Bierstadt died suddenly in New York on 18 Feb-



ruary 1902, largely forgotten. Ironically, renewed
interest in his work was sparked by a series of ex-
hibitions in the 1g60s highlighting not the great
western paintings but rather the small oil sketches
he had used as color notes for the panoramic land-
scapes that had brought him such success in the
1860s.

NANCY ANDERSON

Notes

1. Letter of 1 November 1858 from Henry Lewis to his
brother, George Lewis. Henry Lewis Papers, William L.
Clements Library, University of Michigan, Ann Arbor.
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1990.50.1
Lake Lucerne

1858

Oil on canvas, 182.9 X 304.8 (72 x 120)

Gift of Richard M. Scaife and Margaret R. Battle, in
Honor of the 5oth Anniversary of the National
Gallery of Art

Inscriptions
At lower right: ABierstadt. / 1858.

Technical Notes: The support is a medium-weight,
plain-weave fabric coated with a white ground of moder-
ate thickness. Infrared reflectography and x-radiography
reveal traces of underdrawing, probably in pencil, as well
as significant compositional changes in the paint layer.
Of particular note are passages at the far left, where a
rocky cliff was transformed into a grove of trees, and at
the far right, where the church atop the promontory was
repositioned at least twice. Pentimenti in the sky indicate
that the profiles of several mountain peaks were also al-
tered. Except in dark areas where the paint is thin and
transparent, the surface is opaque. Numerous brush-
strokes are visible in the paint, which was applied as a rel-
atively fluid paste. Impasto highlights are common in the
foreground. A strong tented craquelure, perhaps signify-
ing the use of driers, is visible in the sky. In 19go—1991 the
picture was relined, discolored varnish was removed, and
the painting was restored. The painting is in excellent
condition.

Provenance: Purchased from the artist by Alvin Adams
[1804-1877], Watertown, Massachusetts, by 14 Decem-
ber 1858;" his estate; (his estate sale, Leonard & Co.,
Boston, 17 March 1882, no. 109); Hezekiah Conant
[1827-1902], Pawtucket, Rhode Island;* William Leroy

Sunderland [d. 1938], Exeter, Rhode Island, circa 1890;3
his wife, Pearl Joslin Tarbox Sunderland Rose [d. 1989],
Exeter, Rhode Island; (her estate auction, Northern Ap-
praisers, Warwick, Rhode Island, 13 October 1990, no.
43)-*

Exhibited: NAD Annual, 13 April-go0 June 1858, no. 6.
New-Bedford Art Exhibition, Massachusetts, 20 July-7
August 1858, no. 136.5 Boston Athenaeum, c. Septem-
ber-December 1858, no. g27. Boston Athenaeum, 1860,
no. 207. Boston Athenaeum, 1860, no 239. Boston
Athenaeum, 1861, no. 246. Boston Athenaeum, 1862,
no. 260.® NGA 1991, 148-149. Albert Bierstadt: Art & En-
terprise, NGA, 1991-1992, 130131, no. 6.

Lake Lucerne was the pivotal painting of Albert Bier-
stadt’s early career. On a canvas larger than any he
had attempted before (six by ten feet), the twenty-
eight-year-old artist created an image of Swiss
alpine grandeur that simultaneously marked the
end of his European apprenticeship and foretold the
great western landscapes of the following decade.
Begun in the autumn of 1857 and completed the fol-
lowing spring, the picture was exhibited for the first
time in April 1858 at the annual exhibition of the
National Academy of Design in New York. The
largest painting in the exhibition and the first by
Bierstadt to be shown in America’s art capital, Lake
Lucerne served as a stunning announcement that a
major new talent had appeared on the American
art stage.”

The first of Bierstadt’s panoramic landscapes,
Lake Lucerne was composed from sketches complet-
ed during the summer and early autumn of 1856,
when the young artist joined Worthington Whit-
tredge (1820-1910) and several other aspiring
painters on a sketching tour that began as a journey
up the Rhine and continued as an overland expedi-
tion to Switzerland.® By late July 1856, as Sanford
Robinson Gifford (1829-1880), another young
artist traveling abroad, recorded, Bierstadt and his
companions were near Lake Lucerne and intended
“to spend several weeks on the lake.”® William
Stanley Haseltine, a member of the party, reported
that he and his companions had sketched for a time
in the vicinity of Brunnen on the eastern shore of
Lake Lucerne before continuing on, early in Sep-
tember, to Meiringen near Reichenbach Falls.™

In late September or early October, Whittredge,
Bierstadt, Haseltine, and perhaps other members of
the group departed for Italy.'* Following a winter
in Rome, and a summer sketching tour along the
coast of Italy, Bierstadt returned to New Bedford in
late August or early September of 1857. Almost im-
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mediately he began exhibiting paintings with sub-
jects drawn from his European travels.”* A view of
the Wetterhorn, for example, was reported to have
“made some sensation among picture-lovers” when
exhibited in Boston.’3 The picture to which he de-
voted his greatest attention, however, was Lake
Lucerne, the painting with which he would make his
New York debut the following spring.

While a student in Diisseldorf, Bierstadt had
undertaken several extended sketching tours in the
German countryside, returning—according to
Whittredge, whose studio he shared—“loaded
down with innumerable studies of all sorts.”*+ He
then used the plein-air sketches as the raw material
from which to compose studio paintings. It was a
working method he would employ with great suc-
cess throughout his career.

Lake Lucerne was the first of Bierstadt’s large-
scale landscapes composed in this manner. Shortly
before the painting went on view in New York it
was reported that “fifty studies in the open air”
were made for the picture.’> Numerous pentimenti
and other compositional changes (visible through
infrared reflectography and x-radiography) suggest
that even when painting on a very large scale Bier-
stadt did not work from a detailed preliminary
drawing. Instead, he used his field sketches as
memory aids and composed the picture directly on
the canvas. Following a pattern that would be re-

Fig.1. Lake Lucerne taken from Brunnen, Switzerland,
Washington, Library of Congress

peated numerous times during the coming decade,
Bierstadt retained the distinctive topographic fea-
tures of the alpine scene but allowed himself con-
siderable license (particularly in the foreground) to
manipulate compositional elements for aesthetic
purposes.

On g April 1858, ten days before Lake Lucerne
went on view at the National Academy, The Home
Journal published a lengthy description of the paint-
ing, which began by introducing its young artist as
a “gentleman of indubitable genius. . .about to
present his claims to the attention of the New-York
public. ”*® Noting that alpine scenery had become a
subject of special interest to Bierstadt during his Eu-
ropean sojourn, the reviewer went on to describe
Lake Lucerne in some detail. The geographic infor-
mation undoubtedly came from Bierstadt himself:

The spectator stands on a winding road, skirted with
rocks, flowers, oaks, and a nooning party of gipsies [sic];
to the right is a hamlet, and beneath it flows the river
Muotta through a broad and sunny valley, bounded by
the village of Brunnen and the turquoise waters of Lake
Lucerne; and, beyond the lake, rise the mountains in all
their vastness and variety of forest, pasture, precipice,
glacier, and peak—heavy-headed Ematten near at
hand, then Oberbauen and snowy Uri Rothstok [sic],
and finally St. Gotthard, thirty miles off—the fleecy
clouds stooping and lifting, trailing and breaking them-
selves over among the summits."”

Brunnen, a village situated at a particularly scenic
spot on Lake Lucerne, was a destination much fa-
vored by artists during the nineteenth century. It is
not surprising, therefore, that Bierstadt and his
companions spent considerable time sketching near
the village. A stereoscopic photograph labeled
“Lake Lucerne from Brunnen, Switzerland ” (fig. 1)
confirms the geographic identification reported by
The Home Journal. Across the lake, at the far right of
both the photograph and the painting, is Ematten
with its distinctive “heavy head.” Moving from
right to left the alpine peaks are indeed Oberbauen,
Uri-Rotstock, and in the far distance St. Gotthard.

Lake Lucerne was seen by the public for the first
time on 13 April 1858, when the annual exhibition
opened at the National Academy of Design. One re-
viewer described the painting as “exceedingly rich
in the quality of light, and very inspiring in its
effect.”*® Another commentator advised viewers to
“step as far back as the breadth of the room per-
mits” in order to “compass [the painting’s] exceed-
ing merit.”"9 The Crayon praised Bierstadt for his
“great command of landscape elements” but went
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on to suggest that “the same ability on a smaller
scale, would be more readily appreciated.”*°

The size of Bierstadt’s canvas was indeed extra-
ordinary and represented a bold and confident bid
by the young artist from New Bedford to join the
ranks of America’s professional artists. Less than
one month after Lake Lucerne was placed on view,
Bierstadt was elected an honorary member of the
Academy.?” With surprising speed, the academic
art community had welcomed him among their
number.

Following the close of the exhibition at the Acad-
emy Bierstadt placed Lake Lucerne on view in New
Bedford. On 20 July a local newspaper reported
that the large Swiss landscape had been added to
the group of works already on view at John Hop-
kins’ music store.?* New Bedford’s first art exhibi-
tion (organized by Bierstadt) had opened with
much fanfare on 1 July. Local response, however,
had been disappointing. Unfortunately, even the
addition of Lake Lucerne, the picture that had caused
such a stir in New York, could not turn the tide, for
when the exhibition closed on 7 August it was re-
ported that “the balance of profit and loss” was “in-
conveniently upon the wrong side of the ledger. 23

Early in September Bierstadt placed several
paintings, including Lake Lucerne, on exhibition at
the Athenaeum in Boston. One Boston critic de-

Fig. 2. Alvin Adams picture gallery, c. 1870-1877,
private collection

scribed Bierstadt’s Swiss landscape as “magnifi-
cent,” noting it was by a young artist “who hasrisen
up amongst us,—astonishing even our foremost
artists with his bold strides.”** By mid-December
Lake Lucerne, which had been listed as for sale since
it went on display at the Academy in April, had at-
tracted a buyer—Alvin Adams, a businessman
from Watertown, Massachusetts—who, it was re-
ported, paid $g25 for the painting.?s

Although Adams allowed the picture to be
shown at the Athenaeum on several occasions and
later opened the art gallery in his home to visitors
one day a week, Lake Lucerne remained somewhat
inaccessible. No engraving or chromolithograph
was ever produced after the painting. Thus the most
important picture from Bierstadt’s early career was,
as Henry Tuckerman noted in 1867, “lost to public
view” in a private collection.2¢

In 1869, a decade after he had acquired Lake
Lucerne, Adams purchased a second painting of
equal size by Bierstadt; however, the artist’s repu-
tation had grown so significantly during the inter-
im, that Adams reportedly paid $15,000 for the
large western landscape Among the Sierra Nevada
Mountains, California (1868, NMAA).*7 Until his
death in 1877 the two paintings hung in the same
gallery in Adams’ home (fig. 2).?® It was a telling
juxtaposition.

Although completed early in Bierstadt’s career,
Lake Lucerne was, in several important ways, a sum-
mary painting. Begun immediately following four
years of study abroad, the painting clearly demon-
strated Bierstadt’s mastery of the craft of painting.
In a surprisingly short period of time, and despite a
reported lack of natural gifts, Bierstadt had ac-
quired astonishing technical skills—from the pre-
cisely rendered foliage and lichen-covered rocks of
the foreground, to the deft use oflight and shade as
a recession device, Bierstadt had learned how to
construct a picture. In Lake Lucerne he applied his
newly won technical expertise to a traditional sub-
ject that had long been popular with both Ameri-
can and European audiences.

The alpine view, in both its wild and pastoral
states, had become a staple of landscape painting
long before Bierstadt visited the Alps for the first
time in 1856. The paintings of J. M. W. Turner
(1775-1851) were well known as were the works of
Alexandre Calame (1810-1864), the Swiss master
whom Bierstadt and his companions had observed
sketching near Brunnen.?9 Landscape views with
European towns and villages (whether English,



Fig. 3. Albert Bierstadt, Looking Down Yosemite Valley, California, oil on canvas, 1865, Collection of the
Birmingham Museum of Art, Gift of the Birmingham Public Library, Alabama, 1991.879

French, Swiss, German, or Italian) had also served
as stock-in-trade for young American artists who
had completed study tours abroad. Clearly aware
of both European and American precedents, Bier-
stadt chose, for the most ambitious painting of his
early career, a subject widely explored by others.
He produced a picture that demonstrated both his
technical maturity and the extent to which he had
assimilated European models. He also produced a
picture that was, in some ways, without precedent—
one that in scale and structure forecast the great
western landscapes of the 1860s.

The skill with which Bierstadt recast what he had
learned abroad when confronted with a new land-
scape became apparent in 1863 when he placed Te
Rocky Mountains, Lander’s Peak (1863, MMA) the
most important picture to result from his first trip
west, on view at the Tenth Street Studio Building.

The first of his panoramic western landscapes,
The Rocky Mountains, Lander’s Peak equaled in scale
and echoed in composition the earlier Lake Lucerne.

As he had done in his Swiss landscape, Bierstadt
filled the foreground with domestic activity (Indi-
ans replaced gypsies), included a body of water in
the middle distance (purportedly the Colorado
River), and crowned the composition with a range
of snowcapped peaks. The transformation was so
complete that a critic writing for Harper’s Weekly
described the picture as “purely an American
scene. ”3°

Perhaps the most successful recasting of Lake
Lucerne came two years later, following Bierstadt’s
second trip west. In 1863, after a rigorous overland
journey to the Pacific coast, the artist spent several
weeks sketching in Yosemite Valley. Once back in
his New York studio he began to compose (again
from field sketches) Looking Down Yosemite Valley,
California (fig. g). The painting would later occupy
“the place of honor” in the inaugural exhibition cel-
ebrating the opening of the new National Academy
of Design building in April 1865.3"

Structurally Lake Lucerne and Looking Down
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Yosemate Valley, California are closely related. In place
of Ematten, Oberbauen, and Uri-Rotstock are the
distinctive granite cliffs of Yosemite: Cathedral
Rockson the left and El Capitan on the right. In the
middle distance the Merced River has replaced
Lake Lucerne. In both pictures the foreground is
similarly elevated at the left and cast in deep shad-
ow at the right. In each painting Bierstadt manipu-
lated light and shade charting the viewer’s path
from foreground to distant mountain peaks. The
Yosemite painting, however, contains no reference
to human activity. No road offers access to the
scene, no Indians camp in place of gypsies, and no
farmers cultivate the land. Instead, a shimmering
golden light serves as the natural protagonist. In a
remarkable display of creative adaptability, Bier-
stadt drew upon his European training and experi-
ence and transformed the grand but pastoral land-
scape of Lake Lucerne into the wilderness sanctuary of
Looking Down Yosemate Valley, California.

Testimony to the success of the transformation
came when a reviewer for The Golden Era wrote:
“Why should our artists make their pilgrimages to
the Alps for mountains, to Italy for skies, or to
Chamouni Valley, when we have the mountains
and skies of California, and the Valley of the Yo-
Semite. 3

During a career that continued into the next cen-
tury, Bierstadt produced a series of landscapes, re-
peatedly described as distinctly American, whose
roots were unquestionably European and whose
compositions often echoed the first of his heroic
landscapes, Lake Lucerne.

NANCY ANDERSON

Notes

1. On 14 December 1858 the New Bedford Daily Mer-
cury reported “Mr. Bierstadt has disposed of his oil paint-
ing of ‘Lake Lucerne’ to a gentleman in Boston [Alvin
Adams], for the sum of $925.” Orphaned as a young boy,
Adams later rose to prominence and acquired a substan-
tial fortune as founder and president of the Adams Ex-
press Company. In 1860 he built Fairhaven, a lavish home
in Watertown, Massachusetts, where he displayed his art
collection in a gallery open to the public one day a week.

2. Alvin Adams died in 1877, but his art collection
was not sold until 1882. On 18 March 1882 The Boston
Globe reported that Lake Lucerne had been purchased at
the Adams sale by Mr. H[ezekiah] Conant of Pawtuck-
et, Rhode Island, for §3375. Conant, an inventor and
manufacturer, had established the Conant Thread
Company in Pawtucket in 1868. For many years the
largest employer in the state, he succeeded in forging
profitable alliances with European thread manufacturers
including J. & P. Coats Company, Ltd., of Paisley, Scot-
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land, which began operating the Conant Thread Com-
pany as one of its branches in 18g3.

3. On 11 June 1990 The New York Times reported that
John D. Lynch, executor of the Rose estate, said he was
told by Mrs. Rose that William L. Sunderland, her first
husband, had acquired the painting in the 18qgos.

4. Lake Lucerne was purchased at auction by Richard
York of Richard York Gallery, New York, acting on be-
half of the National Gallery of Art with funds provided
by Richard M. Scaife and Margaret R. Battle.

5. The catalogue for Bierstadt’s New Bedford art ex-
hibition is reproduced in Anderson and Ferber 1990, ap-
pendix A, 304305,

6. Perkins and Gavin 1980, 20.

7. Lake Lucerne was described as the largest painting
in the National Academy exhibition by the New York
Evening Post, 1 May 1858.

8. Bierstadt’s journey through Switzerland is sum-
marized in Anderson and Ferber 1990, 119-120.

9. Sanford Robinson Gifford Letters, vol. 2, 10 Au-
gust 1856, AAA.

10. See Plowden 1947, 46—49.

11. See Anderson and Ferber 1990, 120-122.

12. On 7 October 1857 the New Bedford Daily Mercury
reported that four paintings by Bierstadt were on view at
John Hopkins’ music store: “...a morning in Switzer-
land...ascene onthe Roman campagna. . . the ‘Upper
Glazier of Rosenloni [sic], on the Wetterhorm
[sic]’ ... ‘Spearing Fish by torchlight, Lake Lucerne.””

13. “A Grand Picture,” Home Journal, 3 April 1858, 7.

14. Whittredge 1942, 27.

15. “A Grand Picture,” Home Journal, 3 April 1858, 7.
Although Bierstadt was reported to have completed
many preliminary sketches for Lake Lucerne, few have
come to light. A small (6 x 8 inch) oil on board study
signed “A.B.” and inscribed “Urirothstock” (one of the
alpine peaks identified by The Home Journal as present
Bierstadt’s painting) was with William Vareika Fine Arts,
Newport, in 1993.

16. “A Grand Picture,” Home Fournal, 3 April 1858, 7.

17. “A Grand Picture,” Home Journal, 3 April 1858, 7.

18. Boston Evening Transcript, 13 April 1858.

19. “National Academy of Design,” The Albion 35, 24
April 1858, 201.

20. “Sketchings,” The Crayon 5, May 1858, 147.

21. “Sketchings,” The Crayon 5, June 1858, 180.

22. New Bedford Evening Standard, 20 July 1858.

23. New Bedford Daily Mercury, 6 August 1858.

24. “Athenaeum Gallery,” Boston Post, 20 September
1858, 4.

25. New Bedford Daily Mercury, 14 December 1858.

26. Tuckerman, Book, 1867, 388.

27. Boston Morning Journal, 18 March 1882.

28. In the photograph of the art gallery at Fairhaven,
Bierstadt’s California landscape hangs on the end wall;
Lake Lucerne is partially visible on the wall at the right.

29. Calame was, in fact, the European artist with
whom Bierstadt was most often compared. Théophile
Gautier may have been the best known European critic
to make the comparison: “This picture [Storm in the Rocky
Mountains, Mt. Rosalie], which initiates us into a new na-
ture, besides the merit of representing scenery whose
character is unknown to us, possesses that of being paint-



ed with great skill, and in a manner which recalls the
handling of Calame. ... Bierstadt may be proud of the
resemblance.” Gautier as quoted in Anderson and Fer-
ber 1990, 205.

30. “The New Pictures,” Harper’s Weekly, 26 March
1864, 194-195.

31. New York Evening Post, 7 June 1865,

32. The Golden Era, 23 July 1865.
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Ralph Albert Blakelock
1847 - 1919

RarLpu Braxkerock’s difficult life began in
New York City, where his father was a homeo-
pathic physician. His parents wished him to follow
a career in medicine, but after three semesters at
the Free Academy of the City of New York (later
the City College of New York), Blakelock ended
his formal education in 1866 and began to study
art, particularly landscape painting. During the
late 1860s he made several sketching trips in up-
state New York and New Hampshire. His debut at
the National Academy of Design occurred in
1868, when he exhibited a view of the White
Mountains.

The following year he began the first of two ex-
tended visits (financed by his father) to the west-
ern territories of the United States. He crossed ar-
eas of Kansas, Colorado, Wyoming, Utah, and
Nevada, spent time in California, and ventured
south into Mexico, probably returning by ship in
1871 via the Isthmus of Panama. A second western
trip took place in 1872. Blakelock drew constantly
during his time in the West, and it was there that
he became interested in one of his most enduring
subjects, Native Americans.

Back in New York, Blakelock continued to ex-
hibit sporadically at the National Academy as well
as at the Society of American Artists and the
Brooklyn Art Association. His work, however,
found little critical favor, and after his marriage to
Cora R. Bailey in 1877, he began to experience
difficulty providing for his growing family, which
eventually included nine children. Blakelock’s ini-
tial landscapes had been careful, unassuming
views that owed a great deal to the previous gen-
eration of Hudson River School painters. Around
1880, however, his style evolved along more per-
sonal lines, with his paintings becoming more inti-
mate, less naturalistic, and darker in tonality.
Gradually he developed an idiosyncratic manner
characterized by thick, uneven brushwork, atten-
tion to surface pattern, and a somber, melancholic
mood. A frequent motif was the lacy silhouette of
dark tree branches against a moonlit sky.

Such works, when they sold at all, did not bring
much money. Unable to pay rent regularly, Blake-
lock was repeatedly forced to move his large fam-
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ily from home to home in northern New Jersey,
Brooklyn, and Harlem. Although friends tried to
help by buying and selling his works, the artist,
who was known for his impractical nature, had
trouble managing his finances. A disappointing
encounter with a patron led to a mental break-
down in 1891 and a short hospitalization. Over the
next few years, Blakelock’s behavior became in-
creasingly eccentric, and after another difficult in-
teraction with a collector in 1899, he again broke
down. Diagnosed with “dementia praecox,” or
paranoid schizophrenia, he spent much of his re-
maining life in the Middletown State Hospital for
the Insane in New York State.

Although Blakelock lived another two decades,
the course of his growing reputation was beyond
his control, as were the profits realized from the
booming market for his work. Almost as soon as he
was institutionalized, his paintings began to
mount in value. Speculators quickly bought up the
available stock, and the first group of what was to
be an unusually large number of Blakelock forg-
eries appeared. Twice, in 1913 and 1916, his pic-
tures sold for record American prices. News of
these sales prompted a great deal of popular inter-
est and belated professional recognition. His elec-
tion as an associate, and then full member of the
National Academy, for example, closely followed
these two record-breaking sales. While his family
languished in poverty, Blakelock became perhaps
the best-known artist in the United States and the
subject of several important one-man exhibitions.

In 1916 a woman who went by the alias of Mrs.
Van Rensselaer Adams and who is now known to
have been acting in her own financial interests, es-
tablished a benevolent fund for the artist and ob-
tained legal guardianship of him. Denying him ac-
cess to his family, she temporarily removed him
from the mental institution on several occasions,
apparently hoping he would produce valuable
paintings. Aged and infirm, Blakelock died in her
custody near Elizabethtown, New York.
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The Artist’s Garden

c.1879/1889
Oil on canvas, 40.6 x 61 (16 x 24)
Chester Dale Collection

Inscriptions
At lower right: R.A. Blakelock [incomplete, within bro-
ken arrowhead shape]

Technical Notes: The original medium-weight, plain-
weave fabric support has been lined. The application of
paintis varied and complex. A thin, light ground was ap-
plied overall, with a dark green wash laid over the ground
in the lower half of the composition. Areas of impasto,
usually corresponding to tufts of foliage, were built up
into considerable relief. A resinlike layer blankets this
lower half—thinner and translucent over the areas of
green wash and thicker in the troughs between impasto.
The islands of impasto rise up through this layer, often to
the surface. Wrinkling and traction crackle are visible in
the brown paint below the resinous layer. The sky is
composed of variegated layers of pale and deeper blue
paint, with additional resinlike coats and a blue glaze.
Crackle has also developed throughout the thickly paint-
ed sky, which has been painted over the darker fore-
ground area. Considerable and discolored overpainting
and inpainting is apparent: throughout the sky; at the
tree line; and along the bottom and lateral edges. Dam-
age in the center of the sky was repaired prior to acquisi-
tion, resulting in a dull clouding of darker paint. The var-
nish is moderately discolored.

Provenance: Lewis Bloomington Slocum [a.k.a. Lew
Bloom]; his niece, The Oranges, New Jersey.' (sale,
American Art Association—Anderson Galleries, New
York, 29 October 1931, no. 62, as The Artist’s Garden: East
Orange, N.7.); Abner S. Werblin, Larchmont, New
York;? (sale, American Art Association-Anderson Gal-
leries, New York, 6 May 1937, no. g1, as The Artist’s Gar-
den: East Orange, N.7.); Chester Dale [1883-1962], New
York.

Exhibited: Paintings from the Chester Dale Collection, PMA,
1943-1951.

The Artist’s Garden is a singular, unusual work with-
in Blakelock’s sometimes unvarying and often con-
fusing oeuvre. Stylistically and thematically outside
the mainstream of his landscape production, it can

nevertheless be considered biographically “closer”
to the artist than the majority of his early mature
works. Transitional in technique, it also refers to a
certain shift in the lives of Blakelock and his family
and, simultaneously, documents a defining moment
in the social history of their surrounding communi-
ty, East Orange, New Jersey.

Blakelock was apparently introduced to the town
of East Orange through his aunt Emily Johnson,
whose husband is thought to have been her
nephew’s early teacher.? The Johnson home was to-
ward the south end of the small town, on a road
then named Pulaski Street. Blakelock is known to
have begun paying summer visits to his aunt and
uncle by the late 1870s. In 1942 a former neighbor
on Pulaski Street remembered that the young artist
was given a studio in the backyard of the Johnson
property, although “he rarely painted there.”+ This
information would seem to suggest an identification
of the National Gallery’s painting with the Johnson
yard, however it is more likely that the scene depicts
another neighborhood in the town.

According to the East Orange directory, by 1879
Blakelock had moved with his wife Cora to a rented
house further to the north, on Evergreen Place.
Their first child was born in 1880, and for most of
the next eight or nine years, they remained on Ever-
green Place, moving away briefly in the mid-188os
and returning at an unknown date to a second rent-
ed home next door to the first. Some idea of Blake-
lock’s life on Evergreen Place can be pieced togeth-
er from family correspondence and interviews with
former neighbors.

It appears that from the beginning of his life in
New Jersey, the artist struggled with the difficult
task of supporting his wife and numerous offspring.
The family of Albert Schoch, a friend who lived
across the street, was frequently called upon to pro-
vide the Blakelock children with food and milk. The
younger Blakelocks were described by Schoch’s
daughter Marion as “dirty” and “ragged.” They
suffered from what the Schochs perceived as an
overly lax household management.’ Blakelock’s
wife remembered: “Three times we were dis-
posessed [sic] because we were unable to pay our
rent and often we [did not know] where our next
meal was coming from.” Of this period, his eldest
daughter later wrote, “We were always moving
about (never bettering ourselves), always going
down, always having to contrive to get along with a
little less each time, and my father living on hope
that was always being deferred.”® In fact, after the
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relatively lengthy calm of Evergreen Place, the
Blakelock family lived at no fewer than three differ-
ent addresses in East and West Orange during the
period of 1889 to 18g1.7

It seems fairly certain that the National
Gallery’s painting depicts a scene on Evergreen
Place, the site of Blakelock’s most protracted resi-
dence in New Jersey. Less secure is its identification
as a view of his own garden, as the title implies.
When shown a photograph of the painting in 1947,
Marion Schoch recognized it as her next-door
neighbor’s yard, not the artist’s. Blakelock, who al-
ways lived across the street, had no garden, she
said. This information was corroborated by Ruth
Blakelock Austin, one of the artist’s daughters, who
remembered no family garden and “couldn’t imag-
ine” that her distracted father would keep one.®
Another sister, Mary Blakelock Vedder, spoke in
contrast of a thriving vegetable garden which was
tended by the Blakelock daughters.?

Whatever the truth as to Blakelock’s own garden,
he chose as his subject a carefully tended suburban
plot, fenced and squared off, with nearby houses
and outbuildings visible through the engulfing fo-
liage. Depictions of this type of “middle” land-
scape—neither urban nor fully rural, subdivided to
gratify feelings of privacy and ownership, yet spa-
tially contiguous and communal—are rare in
American painting. Blakelock’s view of backyards,
rooftops, and humble vegetables is a far cry from
the sublime mountain peaks of the Hudson River
School or even the bucolic, “settled ” landscapes of
George Inness, his neighbor in Montclair, New Jer-
sey. Inits concern with the quotidian specifics of his
immediate surroundings, it occupies an unusual,
but not solitary, place within Blakelock’s oeuvre.

While addressing the subject of her husband’s
mental instability, Cora Blakelock offered one ex-
planation for this focus on the East Orange topog-
raphy:

While living in Orange he conceived the idea that some
one was trying to arrest him; he was afraid to venture out
of the house but thought it his duty to provide for his fam-
ily and would go away and return in the most roundabout
ways so as to elude those who he thought were trying to
catch him. He constantly imagined some one was trying
to separate him from us and one time on returning home
after dark and finding no light in the window, did not
even try to enter the house because he thought some one
had taken us all away.™

Her account leaves the impression of a man prone to
wandering the alleys and side streets of his neigh-
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borhood at all hours, when he might easily happen
upon such nondescript scenes as the deserted vista
depicted here.

Blakelock, in fact, witnessed a great transition in
the city of East Orange during the decade he
resided on Evergreen Place. The year 1880 began a
period of intense real estate development, particu-
larly in the neighborhood surrounding the artist’s
rented home. In the years prior to his move to East
Orange, a 100—acre farm had been subdivided into
small streets and individual building lots. One of
these new lanes was Evergreen Place, and when
Blakelock and his wife arrived around 1879, their
house and that of the Schochs were the only two
structures on the street.”” The following year,
Matthias Halstead, the original landowner, con-
structed a train depot at the end of Evergreen Place
that provided a direct commuter link to New York
City via the Delaware, Lackawanna, and Western
Railroad. This would have been the means by
which Blakelock made his frequent trips to Man-
hattan.

The commuter train sparked a campaign of
development that transformed East Orange and
other outlying towns from isolated summer com-
munities to thriving, year-round “borderland”
suburbs.”* As middle-income families were priced
out of older urban areas throughout the eastern
seaboard, speculators began selling them new
homes built on narrow, rectilinear lots, cut from a
grid imposed on the formerly rural landscape. Pro-
motional materials stressed “open-air” living and a
healthful, wholesome environment for children.
Commuting husbands and village-bound wives dis-
covered new connections to their agrarian roots by
caring for yards and tending kitchen gardens. Pro-
prietary feelings were reinforced by the construc-
tion of boundary fences and hedges.

Ralph Blakelock, known for his vague, dreamy,
woodland compositions that are usually untrace-
able to particular sites, would seem a strange choice
to document this shift in American living patterns.
Yet a concern with marginal “in-between” land-
scapes is not unprecedented in his oeuvre. More
than a decade earlier, he had executed his so-called
shanty series, which took as its subject the jerry-
built cottages of the then-undeveloped areas of
upper Manhattan.’® In fact, Norman Geske has
observed that throughout his career, Blakelock
evinced an interest in the placement of small do-
mestic structures within wooded landscapes, “al-
ways with a specific interest in the interrelation of
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roofs and walls, chimneys, openings and fences. ”**

Despite such similarities of subject, The Artist’s
Garden exhibits a more restricted palette, an in-
creased reliance on thick glazes, and a pronounced
concern with shape and pattern, characteristics
identified by Warren Adelson as constituting a
“transitional phase” in the artist’s style.’S In con-
trast to the earlier images, Blakelock also elected not
to include any visible human figures in this clearly
inhabited landscape, leaving an eerie impression of
charged emptiness and sudden abandonment. The
scene thus becomes less immediate than the shanty
works, with a greater psychological distance be-
tween the viewer and the partially obscured ele-
ments of the houses beyond. Nevertheless, the
plunging perspective remains disconcertingly pre-
cipitous, thanks to the outwardly radiating garden
rows and the sense of motion imparted by the wave
in the fence at left.

This bottom third of the canvas, which, asis typ-
ical of Blakelock’s works, has darkened over time,
seems to resist penetration of light and vision.
Forms are not easily made out, and light is absorbed
by the resinous layers without ever appearing to
reach deep into the paint. Although almost univer-
sally brown and silvery in tone, the tufts of foliage,
like tiny blanketed knobs, push outward in a convex
bulging from the surface, leaving a curious sense of
lush, ongoing growth. Possibly the most striking el-
ement of the painting in its present state is the con-
tradiction between this darkly shrouded, twilit
scene below and the blazing daylight of the sky
above.™® It is a strangely surrealistic effect that in-
jects a hint of modern disjunction and anxiety en-
tirely in keeping with Blakelock’s exploration of the
nascent compartmentalization of the American
suburban landscape.

JD

Notes

1. Letters from Susielies M. Blakelock, 15 Septem-
ber and 6 December 1991 (in NGA curatorial files), pro-
vide this provenance information. Lew Bloom (Lewis
Bloomington Slocum), a popular vaudeville actor, has
long been identified as one of several friends who bought
paintings from the artist in times of particular financial
need. Blakelock reputedly provided Bloom with occa-
sional piano accompaniment for his act. (Goodrich
1947, 26, was the first to note Bloom’s relationship with
Blakelock.) Lewis Bloomington Slocum was identified in
1931 as the first known owner of the National Gallery’s
painting in the American Art Association—Anderson
auction catalogue. Susielies Blakelock, the wife of the
artist’s grandson, cites extensive interviews with the
artist’s children as the source for the information that the
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two names actually refer to the same owner. She also
provides the undocumented information that the paint-
ing was executed around 1882, that Bloom/Slocum pur-
chased it for $100 in 1887 or 1888, and that his niece (who
used the name Slocum) inherited several of her uncle’s
paintings by Blakelock and later kept in touch with the
artist’s family. Early twentieth-century newspaper clip-
pings that relate to Bloom (Billy Rose Theatre Collec-
tion, New York Public Library) make no mention, how-
ever, of a Slocum alias and refer to several of the actor’s
family members as having the surname Bloom.

2. Mary Vandergrift, Parke-Bernet Galleries, in a
letter of 14 November 1964 (in NGA curatorial files), in-
dicates that the consignor of the painting was Albert
Goldberg, New York. It is unclear whether he was the
owner or an agent for the owner.

3. Gerdts 1964, 123—124, identifies landscape painter
James Johnson as Blakelock’s possible teacher.

4. Letter from H.C. Greening to E.A. Jewell, 13 Jan-
uary 1942, copy in Lloyd Goodrich Blakelock files,
WMAA Papers (AAA microfilm, N63o).

5. Marion Schoch, 11 April 1947, interviewed by
Lloyd Goodrich and paraphrased in note form, Lloyd
Goodrich Blakelock files, WMAA Papers (AAA mi-
crofilm N630). Albert Schoch’s friendship with the artist
is mentioned in Goodrich 1947, 20, and Blakelock 1973, 1,
which includes a list of Blakelock works originally ac-
quired by Schoch from the artist.

6. Letters from Cora Blakelock and Marian Blake-
lock, 10 January 1906 and 2g February 1908, Vose Gal-
leries Archives, Boston.

7. By this time, the artist’s father and brother had al-
so moved to East Orange, but there is no evidence that he
sought refuge for his large family in their homes.

8. Marion Schoch, 11 April 1947, and Ruth Blake-
lock Austin, 22 January 1947, interviewed by Lloyd
Goodrich and paraphrased in note form, Lloyd
Goodrich Blakelock files, WMAA Papers (AAA mi-
crofilm N632 and N630).

9. Letter from Susielies M. Blakelock, 15 September
1991 (in NGA curatorial files).

10. Letter from Cora Blakelock, 10 January 1906,
Vose Galleries Archives, Boston.

11. Marion Schoch, 11 April 1947, interviewed by
Lloyd Goodrich and paraphrased in note form, Lloyd
Goodrich Blakelock files, WMAA Papers (AAA mi-
crofilm, AAA N630). Two smaller, vertical landscapes,
both entitled Street in East Orange, N. J. (one formerly be-
longing to Albert Schoch), show scenes that are more
“natural” and less settled than The Artist’s Garden (see
Blakelock 1973, figs. 7 and 8). An account of the changes
occurring in East Orange at this time is given in Pierson
1922, vol. 2.

12. This phenomenon receives extensive treatment,
with particular reference to East Orange, in Stilgoe 1988.

13. See, for example, his Shanties in Harlem (private
collection) and Fifth Avenue at 8gth St. (Museum of the
City of New York), both illustrated in Geske 1975, 65, 66.

14. Geske 1975, 10.

15. Warren Adelson, “A Chronology of His Works,”
in Blakelock 1973, 10.

16. Williams 1981, 183, refers to the painting’s “im-
possible light effects.” This extreme contrast is likely a re-



sult of age and conservation treatment, rather than a
part of the artist’s original conception. NGA conserva-
tion records indicate that during treatment in 1964, dis-
colored varnish was removed from the sky, but not from
the foreground, thus increasing the contrast in values be-
tween top and bottom. (See Jane E. Tillinghast’s excel-
lent technical examination summary, dated 17 October
1990, in NGA curatorial files.) An old photograph of The
Artist’s Garden, FARL, confirms that much detail and
depth in the foreground have been lost over the years.

Emil Carlsen
1853 — 1932

EMmiL CARLSEN, whowasbornin Copenhagen on
19 October 1853, studied architecture at the Dan-
ish Royal Academy during the late 1860s.” He im-
migrated to America in 1872, settled in Chicago,
and found employment as an assistant to a local ar-
chitect. Fora time he also worked for a fellow Dane,
painter Lauritis Bernhard Holst (1848-1934).
When Holst went back to Denmark in 1874, he
turned his studio over to Carlsen, who by then had
decided to become a full-time painter. Upon the
recommendation of Chicago sculptor Leonard
Wells Volk (1828-1895), Carlsen was appointed
the first instructor at the newly formed school of the
Art Institute.

In 1875 Carlsen returned briefly to Denmark
and then traveled to Paris, where he stayed for six
months. While there, he carefully studied the
works of the eighteenth-century painter Jean-Bap-
tiste Siméon Chardin (1699-1779). Upon his re-
turn to the United States, the artist set up his own
studio in New York, but he had to supplement his
meager income from painting by working as an
engraver and designer. In 1879 financial difficul-
ties forced him to auction off thirty of his works,
but the proceeds did not even cover the sale’s ex-
penses.

In the early 1880s Carlsen began to develop a
reputation as a still-life painter. Commissioned by
adealer to paint saleable flower pieces, he returned
to Parisin 1884, where for two years he painted nu-
merous brightly colored pictures. Eventually he
grew tired of this repetitious work and broke his
contract with the dealer. Carlsen went back to

References
1964 Gerdts: 126.
1965  Dale: 37, repro.
1975 Walker: 559, no. 849, color repro.
1980 Wilmerding: 102, no. 32, color repro. 103.
1981  Williams: 183, repro. 184.
1988  Wilmerding: 116, no. 35, color repro. 117.

New York and opened a studio on West 57th
Street, where he worked until 1887. A two-year
tenure as director of the San Francisco Art Associ-
ation’s school ended with his resignation in 188g,
but he remained in San Francisco for two more
years.

Carlsen again settled in New York City in 1891
and began teaching at the National Academy of
Design, where he would continue as an instructor
until 1918. He was married in 1896 and numbered
among his New York friends William Merritt
Chase, J. Alden Weir (1852-1919), and Childe
Hassam. During the first three decades of the
twentieth century his works were included in nu-
merous exhibitions and he was awarded many
prizes. In 1911 he began an association with New
York dealer William Macbeth, and his work was
the focus of one-man exhibitions at Macbeth’s
gallery in 1912, 1919, 1921 and 1923. Carlsen died
in New York on 2 January 1932.

FK

Notes

1.One source (Weilsbachs 1947, 1:188) states that
Carlsen was born in 1848 and studied at the academy be-
tween 1866 and 1869, but this does not agree with all oth-
er sources, which give his birth date as 1853 and the dates
of study as 1868-1872.
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1963.10.93 (1757)
Still Life with Fish

1882
Oil on canvas, 75.2 X 101 (29 %/s X 39 ¥4)
Chester Dale Collection

Inscriptions
At lower left: Emil. Carlsen. 1882—

Technical Notes: The support is a medium-weight,
plain-weave fabric. The painting has been lined and the
original tacking margins removed, but cusping exists
only along the top edge. Paint was applied in many lay-
ers over a moderately thick white ground. The paints
range from opaque to translucent and were applied in
varying thicknesses, giving the surface a rich texture with
areas of considerable impasto. Brushstrokes are evident
in many passages and certain relatively broad and flat
areas of paint (especially in the large fish) indicate the use
of a palette knife. X-radiography reveals two composi-
tional changes: a third fish was once present in the lower
right corner and an additional oyster was at the upper
left. The painting is generally in very good condition,
with only minor losses. In 1954 the painting was relined,
discolored varnish was removed, and the painting was
restored. The varnish has become slightly hazy.

Provenance: Purchased circa 1895 from the artist by
Charles A. Walker [d. 1920], Boston; his son, M. Leon
Walker, Lexington, Massachusetts, from 1920;" (sale,
Parke-Bernet Galleries, New York, 24 May 1940, no.
120); Chester Dale [1883-1962], New York.?

Exhibited: Second Exhibition of Contemporary American Oil
Painting, CGA, 1908-190g, no. 109, as Still Life and Sym-
phony of Copper and Brass. Seventy-Ninth Exhibition, Boston
Art Club, 1909, no. 42, as Still Life and Symphony in Copper
and Brass. Paintings from the Chester Dale Collection, PMA,
1943-1944 (shown only one year).

ArtHOUGH Emil Carlsen painted numerous land-
scape and marine paintings, his specialty was still
life, particularly flower pictures, dead game pieces,
and kitchen scenes.? Still Life with Fish, painted in
1882 just as the artist began to develop a reputation
as a still-life painter, is an early and robust example
of a kitchen scene. Carlsen believed that through
the study of such inanimate objects, the painter
could master all the technical difficulties of painting
and also find subjects for meaningful art. As he ob-
served, “After all, a two penny bunch of violets in
an earthen jug may make a great work of art, if seen
through a temperament. ”* To his contemporaries,
it was Carlsen’s ability to see beyond mere surface
reality that elevated him to a master. As one ex-
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plained: “Objects have a more mystical meaning to
Carlsen; they delight his outward eye as they do any
painter, but Carlsen has an inward eye, a faculty for
discerning all that anyone ever saw, but more—a
rhythm and music and poetry, a serenity and sub-
limity which makes his still-life groupings classic. 5

Carlsen’s early still lifes, distinguished by their
vigorous brushwork, might seem to suggest the
influence of his famous contemporary, William
Merritt Chase, who painted numerous similar
works of fish and kitchen objects. Chase’s fish pic-
tures date from late in his career, however, and
Carlsen was, in fact, more attracted to the French
still-life tradition established by the eighteenth-
century master Jean-Baptiste Siméon Chardin.®
Carlsen studied the French artist’s work thorough-
ly during his visits to Paris and once wrote,
“Chardin tells the whole story.”7 A general revival
of interest in Chardin occurred in the second half
of the nineteenth century and was manifested first
in France, particularly in the works of Frangois
Bonvin (1817-1887%), Philippe Rousseau (1816-
1887), Antoine Vollon (1833-1900), and Théodule
Ribot (1823-1891).% By the late 1870s the Chardin
revival had gained momentum in America and its
influence can be seen not only in Carlsen’s work
but also in that of his contemporaries John F. Peto
(1854-1907) and Henry Golden Dearth (1864~
1918).9 In Still Life with Fish Carlsen’s debt to the
French artist is evident in the general subject,
which recalls so many of Chardin’s paintings of
kitchen objects and food, the carefully balanced
arrangement of forms, the vague space, and the
subtle modulations of tone. The thick impasto and
monochromatic range of colors are closer, howev-
er, to the style of Vollon, whose works Carlsen al-
most certainly saw in France.'

In 1908 this painting was exhibited in Washing-
ton with the title Still Life and Symphony of Copper and
Brass.™* If this title reflects the intentions of Carlsen
himself, it would suggest that he, like other artists of
his era, such as James McNeill Whistler (18g34—
1903) and Thomas W. Dewing, was interested in
evoking parallels between painting and music. Fur-
thermore, the division implied by the title—into
“still life” on the one hand (the dead fish) and
“symphony” on the other (the brass and copper
pots with their flickering, lively highlights)—could
serve to underscore the traditional memento mor:
theme inherent in still life by emphasizing the tran-
sience of life in comparison to the more enduring
qualities of inanimate objects. If Carlsen did indeed
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find a “more mystical meaning” in the objects he
depicted, such a reading would be quite plausible.
FK

Notes

1. Letter of 6 June 1940 from Leon Walker to Mary
Bullard, Chester Dale’s secretary (in NGA curatorial
files), states that the picture was purchased by his father
around 1895 and that he received it following his father’s
death in 1g920.

2. Letter of 28 May 1940 from Mary Bullard to Leon
Walker (in NGA curatorial files).

3. Gerdts, Humble Truth, 1981, 229, suggests this way
of subdividing the oeuvre, but he notes that it may be an
oversimplification because Carlsen’s art has received rel-
atively little scholarly attention.

4. Carlsen 1908, 6-8, as quoted in Gerdts, Humble
Truth, 1981, 31.

5. Bye 1921, 213, 215. Bye considered Carlsen “un-
questionably the most accomplished master of still-life
painting in America today,” and dedicated his book to
the artist. His evaluation of Carlsen’s art not only reflects
his own beliefs about the possibilities for still life to con-
vey profound meaning, but also suggests that he was at-

Francis Bicknell Carpenter

1830 — 1900

BorN onN 6 August 1830 in Homer, New York,
Francis Bicknell Carpenter received his first train-
ing as an artist in 1844, when he studied with
Sanford Thayer of Syracuse. In 1851 he moved to
New York City, where he was given his first
important commission—a full-length portrait of
banker David Leavitt. Shortly thereafter Carpen-
ter traveled to Washington, D.C., to paint a por-
trait of President Millard Fillmore, which marked
the beginning of great success for the artist in that
city. He completed a portrait of President
Franklin Pierce shortly after his 1853 inauguration
and later produced portraits of several senators.

Carpenter’s most famous effort, The First Read-
ing of the Emancipation Proclamation, 1864, was ex-
hibited in several American cities before being
hung, in 1878, in the wing of the Capitol occupied
by the House of Representatives.' Carpenter had
created this large historical piece in the White
House, under the watchful eye of President Abra-
ham Lincoln, and in 1866 published his reminis-
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tempting to link the artist with the imaginative tradition
of late nineteenth-century American painting.

6. As Gerdts (Humble Truth, 1981, 213) has noted,
these are generally from the 18gos and the early years of
the twentieth century.

7. Letter of g July 1930 from Carlsen to Helen Keep,
reprinted in Carlsen 1975, g0. Carlsen was referring
specifically to Chardin’s masterful handling of white in
his paintings.

8. See McCoubrey 1965, 39—53, and Weisberg 1979,
3447

9. Wilmerding 1983, 82-86. For Gerdts (Humble
Truth, 1981, 230) Carlsen’s kitchen still lifes represent,
“the greatest testament of the Chardin revival in Ameri-
Ca"}

10. For a discussion of Chardin’s kitchen still lifes and
a selection of representative examples, see Rosenberg
1979, 157-186. On Vollon, see Weisberg 1979, 58, no. 28
(8till Life with Fish), and Weisberg 1978, 222—229.

11. The painting was shown in Boston the following
year with the same general title, but “in” rather than
“of ” was used.
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cences in a book entitled Six Months in the White
House. The account of life with the president was
sufficiently popular to be reprinted sixteen times
in seventeen years. The artist also painted several
other images of Lincoln (some posthumous) alone
and with his family and colleagues during the
1860s.”

Elected an associate member of the National
Academy of Design in 1853, Carpenter continued
to exhibit there until 1896. A reviewer of the
Academy’s exhibition in 1856 astutely summa-
rized the appeal of Carpenter’s style to mid-nine-
teenth-century sensibilities: “The painter of these
pictures is, perhaps, the most variously self-adapt-
able, the most symmetrically constituted, safe,
and sure of any of our portrait painters. With nei-
ther the exceeding prominence of one or two mer-
its, nor of one or two defects, which mark all our
masters, he is proportionate and satisfying. If he
can be characterized by anything, it is the most
unexampled number of his variations of color and



style to suit the complexion and character of his
sitters.”3
DC

Notes

1. The painting now hangs in the west stairwell of
the Senate wing.

2.For a detailed account of these paintings, see
Holzer, Boritt, and Neely 1984.

3. Home Fournal (n.d.), as cited in “Frank Bicknell
Carpenter: Phrenological Character and Biography,”
American Phrenological Journal 28, September 1858, 1—4.
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1961.10.1 (1652)

Lucy Tappan Bowen
(Mrs. Henry C. Bowen)

1859
Oil on canvas, 142.7 x 111.4 (56 %16 X 43 7/s)

Gift of Lady Vereker

Inscriptions
At center left: F.B. Carpenter/1859

Technical Notes: The support consists of a fine, tightly
woven twill fabric that has been lined. The four-member
oval stretcher with four vertical mortise-and-tenon joins
appears to be original. There is a white ground of medi-
um thickness. Paint was applied in a straightforward
manner; highlights were done with impasto and slight
glazing used for shadows. Brushwork is visible in the
modeling of some of the draperies, but other areas, such
as the sitter’s bare shoulders and the bodice of her dress,
were painted in an extremely thin manner. Although no
major losses are present, damage to the paint layer has
occurred along much of the edge and under the rabbet,
and excessive wear is apparent in the area of the sitter’s
upper torso. The varnish has discolored considerably,
and there are extensive residues of heavily discolored
varnish.

Provenance: The sitter’s husband, Henry C. Bowen
[1813-1896], New York, and Woodstock, Connecticut;
his son, Clarence Winthrop Bowen [1852-1935], New
York, and Woodstock, Connecticut; his daughter, Rox-
ana Wentworth Bowen, Lady Gordon Vereker
[1895-1968], Valbonne, France.

Exhibited: NAD Annual, 1860, no. 197, as 4 Lady.
Brooklyn Art Association Annual, March 1862, no. 113,
as Portrait.

ArTtHouGH little has been written about Lucy
Tappan Bowen (1825-1863), the sitter of this por-
trait, sufficient details are known about her father
and husband to provide some idea of her probable
interests and character. Her father Lewis Tappan
(1788-1873), once a New York silk merchant, es-
tablished the first credit-rating agency in the coun-
try. By 1849 he had retired from business to devote
himself to social concerns. Tappan was one of the
founders of the New York Anti-Slavery Society and
of the American Missionary Association.” Lucy
Tappan’s husband Henry Chandler Bowen (1813—
1896) was, like her father, dedicated to the aboli-
tionist cause. He became the publisher of the Inde-
pendent, a Congregationalist journal with abolition-
ist principles. In 1850 the firm of Bowen and
McNamee was attacked by the Fournal of Commerce
for its refusal to join a group of merchants who en-
dorsed the fugitive slave law. The card they printed
in response stated that, as silk merchants in New
York, they wished “it distinctly understood that our
goods, and not our principles, are on the market.
One might speculate that their involvement in the
abolitionist cause provided Bowen and his wife the
opportunity to know Francis Carpenter, who ap-
pears to have shared the same sympathies.

Lucy Maria Tappan, who was born in Boston on
17 February 1825, was the granddaughter of Mr. and
Mrs. Benjamin Tappan of Northampton, Massa-
chusetts, whose portraits by Gilbert Stuart are also
in the collection of the National Gallery.3 Her moth-
er, Susanna Aspinwall Tappan, gave birth to six
children, Lucy being the youngest of five daughters.
Lucy married Henry Bowen on 6 June 1844, and
they had seven sons and three daughters.* She died
on 25 March 1863 in Brooklyn at the age of thirty-
eight.

Her gown is depicted in all its sumptuousness.
While paying strict attention to details and textures
was common practice for skilled portraitists such as
Francis Bicknell Carpenter, the lavish quality of the
costume also may serve to recall Henry Chandler
Bowen’s profession as an importer of fine fabrics.

DC
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3. See Benjamin Tappan[1970.34.2) and Mrs. Benjamin
Tappan[1970.34.3], both painted in 1814 and both the gift
of Lady Vereker.

4. Their children were Henry Eliot, Edward Augus-
tus, Mary Louisa, Grace Aspinwall, Clarence Winthrop,

John William Casilear

1811 - 1893

Jonn WiLriam CASILEAR was born in New
York City on 25 June 1811. Like Asher B. Durand
and John F. Kensett, his fellow Hudson River
School landscapists, Casilear worked as an en-
graver before turning to painting. In 1826
Casilear was apprenticed to the engraver Peter
Maverick (1780-1831), and at first he primarily
executed bank notes. Durand encouraged him to
attempt other subjects, and during the 18g0s he
made engravings after some of the most prominent
paintings of the day, including Daniel Hunting-
ton’s Sybil (1839, NYHS). In 1832 he began sub-
mitting engravings to the exhibitions held at the
National Academy of Design, and he first showed
paintings there in 1836. Casilear was elected an as-
sociate of the academy in 1833; he was elevated to
the status of full academician in 1851.

In 1840 Casilear accompanied Durand,
Kensett, and another painter, Thomas P. Rossiter
(1818-1871), on a trip to Europe, where they stud-
ied and copied paintings by the Old Masters, es-
pecially Claude Lorrain (1600-1682), and made
sketches from nature. When he returned to New
York three years later, Casilear resumed his career
as an engraver. By 1854 he was able to open his
own studio in New York and to paint landscapes
full time.

Casilear’s paintings were purchased by some of
the leading collectors of the period, including
Marshall O. Roberts, Robert L. Stuart, and
Robert M. Olyphant. At their best his works are
meticulously painted with precise brushstrokes
and convey subtle atmospheric effects. As Henry
Tuckerman wrote in Book of the Artists in 1867:
“His pictures . . . are finished with great care, and
the subjects are chosen with fastidious taste; . . .
there is nothing dashing, daring, or off-hand; all is
correct, delicate, and indicative of a sincere feeling

Alice Linden, Herbert Wolcott, John Eliot, Franklin
Davis, and Winthrop Earl. This and the other biograph-
ical information concerning Lucy Tappan Bowen is from

Tappan 1915, 40.

for truth.” Nevertheless, Casilear’s works only
rarely reach the level of the best efforts attained by
his distinguished contemporaries, such as Durand
and Kensett.

In June of 1857 Casilear again went abroad,
where he spent that summer and the next sketch-
ing, mainly in Switzerland. Throughout the 1860s
and 1870s he continued to travel, regularly revisit-
ing favorite sites in the Northeast and making a
trip to the West in 1873. He painted into the early
1890s, by which time his style had shifted to a
somewhat looser and more tonal handling influ-
enced by Barbizon art. He died on 17 August 1893.
Today Casilear’s earlier works, such as those that
Tuckerman praised in 1867, are the most ad-
mired.
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1978.6.1 (2715)

View on Lake George

1857
Oil on canvas, 50.5 x 76 (197/s X 29 '%6)
Gift of Frederick Sturges, Jr.

Inscriptions
At lower center: JWC [in ligature] .57"

Technical Notes: The support is a medium-weight,
plain-weave fabric that has been lined. The original
tacking margins have been removed, but cusping is visi-
ble along all four edges. The ground is thin and white.
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Underdrawing is visible in the trees at the left, and
infrared reflectography reveals further underdrawing
along the contour of the mountains. Using a fairly elab-
orate layering system, the paint was applied thinly in the
sky and lake and thicker in the mountains and fore-
ground. A pentimento in the lake has been heavily in-
painted. There are scattered small losses throughout,
and the surface of the lake appears abraded and worn.
The widespread traction crackle and wrinkling of the
paint film are due to the artist’s technique. In 1978 the
painting was relined, discolored varnish was thinned,
and the painting was restored. The varnish has become
yellowed and milky.

Provenance: Possibly Jonathan Sturges [1802-1874],
New York, and Fairfield, Connecticut;? his son, Freder-
ick Sturges [d. 1917], New York, and Fairfield, Connecti-
cut; his son, Frederick Sturges, Jr. [1876-1977], New
York, and Fairfield, Connecticut.3

Exhibited: The Hudson River School and the Early American
Landscape Tradition, AIC; WMAA, 1945, no. 21, as Heart
of the Catskills. One Hundred Years, 1846-1946, M. Knoedler
& Co., New York, 1946, no. 18, as Heart of the Catskill
Mountains.*

JouN CASILEAR, like other members of the Hud-
son River School, often painted views of Lake
George, one of the most scenic spots and popular at-
tractions for artists and travelers in the mid-nine-
teenth century.5 He began sketching scenes of the
lake by 1855, and during the later 1850s through the
1860s and 1870s he regularly exhibited works enti-
tled Lake George in New York, Brooklyn, Boston,
Philadelphia, and elsewhere.® Most of his paintings
of the lake rely on the same basic composition, with
large trees framing a scene of the lake running diag-
onally into the distance, and with mountains be-
yond.” Henry Tuckerman wrote of one of these:
“The immediate foreground is a rocky promontory,
looking down upon the lake, studded with huge
boulders, and a group of white birch trees leaning
over the water. The glassy surface of the lake, its
smoothness disturbed only by the ripples caused by
leaping trout, spreads beyond and across to the op-
posite hills. A small boat, propelled by one person,
leaves a slender wake behind it. A few light clouds
hover above the hill-tops and summer’s peace
seems to pervade the scene.”® Although this de-
scription neatly fits View on Lake George, owing to the
repetitiveness of Casilear’s compositions it could ap-
ply equally to many of his other paintings of the
lake.9

Casilear was essentially a modest talent, and
while a competent practitioner of the Hudson Riv-
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er School style, he was neither especially inspired
nor innovative. Works such as View on Lake George
reflect the influence of more prominent artists, no-
tably Asher B. Durand.™ With the death of Thomas
Cole in 1848, Durand assumed a leading role in
American landscape painting, and his ideas be-
came widely influential. Advocating a more direct
and less romantic approach than that practiced by
Cole, Durand recommended that artists make
sketches and drawings outdoors for use in preparing
paintings once back in the studio. In particular, he
suggested a careful study of atmospheric effects.
The soft haze that partially obscures the distant
mountains in View on Lake George is similar to that
found in many of Durand’s paintings and also re-
calls the works of Sanford Robinson Gifford (1823—
1880). Casilear followed Durand’s advice about
sketching outdoors as well, creating meticulous pen-
cil drawings of the sites he visited.”* The artist
shown sketching in the left foreground of View on
Lake George may be Casilear himself, one of his fel-
low artists, or simply a generic figure who represents
a standard practice of the Hudson River School.

FK

Notes

1. When it was given to the National Gallery in
1978, the donor said this painting was a view in the
Catskills by Thomas Cole. The presence of Casilear’s
initials and general stylistic evidence clearly indicate the
current attribution is correct. The National Gallery as-
signed the title View on Lake George to this painting based
on its similarity to other known depictions of the lake by
Casilear.

2. According to letters of 27 August and 7 December
1981 from Frederick Sturges III (in NGA curatorial files),
family tradition held that paintings in the Sturges collec-
tion were all originally purchased by Jonathan Sturges.
In this instance, however, as with several other paintings
(see Durand’s Forest in the Morning Light and Pastoral Scene
[1978.6.2 and 1978.6.3] and Kensett’s Beacon Rock, New-
port Harbor and Beach at Beverly [1953.1.1 and 1978.6.]) no
certain evidence establishes ownership by Jonathan
Sturges (see Edmonds’ Bashful Cousin [1978.6.4] for more
on Jonathan Sturges as a collector). No works by Casilear
are mentioned in the discussion of the Jonathan Sturges
collection in Cummings 1865, 141, or Tuckerman, Book,
1867, 627. In 1860 Frederick Sturges lent a work by
Casilear, entitled A Reminiscence of Switzerland, to the
Artists’ Fund Society in New York (Yarnall and Gerdts
1986, 1: 604, no. 14703). Although it is conceivable A Rem-
iniscence was this painting (which would mean the present
title is inaccurate), it seems unlikely. Most of Casilear’s
early Swiss works (such as Swiss Scene, 1859, NAD ; Novak
and Blaugrund 1980, 54) show identifiably Alpine ter-
rain, with distinctive snow-capped mountains.

3. Frederick Sturges, Jr., died on 14 October 1977,
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according to Frederick Sturges III (letter of 27 January
1982 in NGA curatorial files). View on Lake George came
to the National Gallery as a bequest with four other
paintings.

4.1In aletter dated g September 1946 Mrs. Charles
P. Burr, granddaughter of Casilear (AAA microfilm D-
177, fr. 815), states, “In April Knoedler had a Centenial
[sic] Exhibition in which they showed 4 Catskill scene by
my grandfather painted in 1857. This was the same paint-
ing (owned by Frederick Sturges of Fairfield Conn) which was
shown at the Whitney Museum in the exhibition I had
written to you about previously.”

5. According to Tuckerman, Book, 1867, 521, “One
of his most congenial and successful American subjects is
Lake George.” On the general interest in Lake George,
see Artists of Lake George 1976.

6. American Paradise 1987, 142. Lake George subjects
by Casilear began appearing at the National Academy
in 1857.

William Merritt Chase
1849 — 1916

WiLLiaM MEeRRITT CHASE was born in
Williamsburg (later Ninevah), Indiana, on 1 No-
vember 1849, the oldest of the six children of
Sarah Swaim Chase and her husband, David Hes-
ter Chase. The family moved to Indianapolis
when William was twelve years old. His father
hoped that the young man would follow him into
the women’s shoe business, but Chase, who said
“the desire to draw was born in me, ” resisted his
father’s commercial ambitions for his own artistic
ones. His artistic training began in 1867, when he
received instruction from Indianapolis artist Bar-
ton S. Hays, and was followed two years later with
study at the National Academy of Design in New
York with Lemuel P. Wilmarth (18g5-1918). In
1871 Chase moved to St. Louis, where he painted
still lifes professionally. He attracted the attention
of local patrons, who, in the autumn of 1872,
offered to send him abroad to further his educa-
tion. In his response, Chase expressed an essential
aspiration of his artistic generation when he said,
“My God, I’d rather go to Europe than go to
heaven.” He chose to study at the Royal Academy
in Munich, and his time there formed the most de-
cisive part of his artistic training. The bold and
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7.For a similar work, see Casilear’s Lake George
(1857, MMA); Gardner and Feld 1965, 1:256.

8. Tuckerman, Book, 1867, 521-522.

9. In American Paradise 1987, 143, Tuckerman’s pas-
sage is associated with the Lake George of 1860
(Wadsworth Atheneum, Hartford). Tuckerman, Book,
1867, 522, also commented on the “remarkable evenness
in the landscapes of Casilear,” by which he apparently
meant their tendency to look alike.

10. As one critic observed in 1857: “[Durand’s] land-
scape theory must be fundamentally about identical to
Casilear’s” (“Fine Arts, The Academy Exhibition,” The
Albion, 6 June 1857, 273).

11. See Keyes 1985 for a discussion of Casilear’s draw-
ings and working methods.

References
1981  Williams: 116-117, repro.
1988  Wilmerding: 11.

brilliant painterly style he learned in Munich was
permanently influential, as were the Old Master
paintings he experienced for the first time in Eu-
rope, which he compared to “being converted to a
religion.” Chase was one of a sizable group of
Americans then studying in Munich, including
Frank Duveneck and later John Twachtman
(1853-1902). After an extended visit to Venice
with Duveneck and Twachtman in 1878, Chase
returned to New York, where he began teaching at
the newly founded Art Students League. He de-
voted much of his time and energy to teaching—
at, in addition to the league, the Brooklyn Art As-
sociation, the Pennsylvania Academy of the Fine
Arts, and the Shinnecock Summer School of Art
and the New York School of Art, both of which he
founded—and was the most celebrated teacher of
his time. As a leader of the insurgent younger
painters who challenged the authority of the Na-
tional Academy of Design, he was a founding
member of the Society of American Artists and, in
1880, was elected its president. His large, sumptu-
ously decorated studio in the Tenth Street Studio
Building, which he took soon after his return to
New York, was the most famous artist’s studio in



America and a virtual manifesto of his and his
generation’s artistic practices and beliefs, and of
the dignity of the artistic calling. In 1886 he mar-
ried Alice Gerson, who frequently served as his
subject (in A4 Friendly Call [1943.1.2], for instance),
as did their many children. Working with equal
brilliance in oil and pastel, Chase painted a wide
range of subjects, figures, landscapes and city-
scapes, studio interiors, still lifes, and, increasing-
ly later in life, portraits.
Chase died in New York City in 1916.
NC
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1943.1.2 (703)
A Friendly Call

1895
Oil on canvas, 76.5 x 122.5 (30 /s x 48 '/4)

Chester Dale Collection

Inscriptions
Atlower left: Wm. M. Chase / copyright 1895

Technical Notes: A translucent off-white ground cov-
ers the medium-weight, plain-weave fabric. The tacking
margins were removed, but cusping is found along all
four edges. The paint is applied in layers of both wet-in-
to-wet and wet-over-dry, with some scratching through
the layers caused by the use of a stiff-bristled brush. In
general, infrared reflectography shows no evidence of
underdrawing, although pencil and incised lines are used
in the vertical window thatis reflected in the mirror at the
right. There are some small scattered losses, but the paint
is in good condition. The artist used abrasion as a con-
scious technical device, particularly in the upper part of
the painting. Discolored varnish was removed when the
painting was lined in 1g70.

Provenance: Samuel T. Shaw, 1895;" (his sale, Ameri-
can Art Association, New York, 21-22 January 1926, no.
193); Chester Dale [1883-1962], New York.

Exhibited: Society of American Artists Annual, 1895,
no. 270. Pan-American Exposition, Buffalo, New York, 1go1,
no. 522. Catalogue of the Eighth Annual Exhibition of Oil
Paintings, Sculpture, and Ceramics by American Artists, Ne-

braska Art Association, Lincoln, 19oi-1go2, no. 17.
Official Catalogue of Exhibitors, Universal Exposition, St.
Louis, Missouri, 1904, no. 131. William Merritt Chase Ret-
rospective Exhibition, National Arts Club, New York, 1910,
no. 1.> Loan Exhibition of Paintings by William M. Chase,
MMA, 1917, no. 21. American Genre: The Social Scene in
Painting & Prints, WMAA, 1935, no. 20. An Exhibition of
American Genre Paintings, Carnegie Institute, Pittsburgh,
1936, no. 21. An Exhibition of American Paintings from the
Chester Dale Collection, Union League Club, New York,
1937, no. 33. Life in America: A Special Loan Exhibition of
Paintings Held during the Period of the New York World’s Fair,
MMA, 1939, no. 284. Masterpieces of Art: Catalogue of Eu-
ropean & American Paintings, 1500—1900, New York World’s
Fair, 1940, no. g11. An Exhibition of Great Paintings in Aid of
the Canadian Red Cross and of Small Paintings by Members of
the Ontario Society of Artists, Art Gallery of Toronto, Cana-
da, 1940, no. 115. American Painting from the Eighteenth Cen-
tury to the Present Day, Tate Gallery, London, 1946, no.
41a. American Impressionist Painting, NGA; WMAA;
Cincinnati Art Museum; North Carolina Museum of
Art, Raleigh, 1973, no. 20 (exhibited only at NGA).
William Merritt Chase: Summers at Shinnecock, 18911902,
NGA; Terra Museum of American Art, Evanston, 1987,
no. 21 (exhibited only at NGA).

Two pays A WEEK each summer, from 1891 to
1902, William Merritt Chase taught a class at the
Summer Art School at Shinnecock, on eastern
Long Island near the village of Southampton. 4
Friendly Call was painted in the studio of the house
designed by Stanford White that Chase and his
family occupied during their summers at Shin-
necock. It depicts his wife Alice Gerson Chase at the
right and an unidentified caller, who is seated
against the accurately depicted west wall of the
richly decorated studio (fig. 1). The studio was lo-
cated in the west end of the building and reached by
the door and a short flight of stairs on the opposite
wall, both of which are reflected in the large mirror
at the right (fig. 2). The cane chair at the right was
part of the studio furnishings (fig. 3). The work
reflected in the mirror behind Mrs. Chase’s head is
unmistakably a print, probably Gustave Mercier’s
engraving after Henri Regnault’s Automedon and the
Horses of Achulles.?

A Friendly Call was first exhibited by that title in
1895 at the annual exhibition of the Society of
American Artists, of which Chase was president,
and from which it was acquired by its first owner,
Samuel T. Shaw. Its critical reception by the press,
although in certain cases brief and in others dismis-
sive, was generally favorable. “‘A Friendly Call’ is
a large painting of a studio interior, with two ladies
engaged in the perfunctory forms of social inter-
change,” said the New York Sun. “In composition
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Fig.1. Chase’s studio, Shinnecock Hills,
gelatin printing-out paper, c. 1893,
Southampton, The William Merritt
Chase Archives, The Parrish Art
Museum, Gift of Jackson Chase Storm,
neg. no. 42

Fig. 2. Chase in his studio, Shinnecock
Hills, gelatin printing-out paper, c. 1896,
Southampton, The William Merritt
Chase Archives, The Parrish Art
Museum, Gift of Jackson Chase Storm,
neg. no. 11

Fig. 3. photograph of chair,
Chase’s studio, Shinnecock Hills,
The Collection of

Mr. Wayne Morrell




William Merritt Chase, 4 Friendly Call, 1943.1.2
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the picture is admirable, and in color quality it is
beautiful. The drawing is unexceptionable, of
course.”* Art Amateur noted, “‘A Friendly Call’ [is]
an extremely clever painting of a studio interior
with two figures. The figures are well done, but are
of no great importance in the composition, in which
they count for almost less than the embroidered
cushions and the tall mirror which reflects with just
the proper lowering of tone the opposite side of the
room. ”5 The longest and most important discussion
of the painting was by Royal Cortissoz in Harper’s
Monthly:

It is vivacious in color and in style, the scene is handled
briskly, with an authoritative elegance and its dainty light
charm is made the most of with an evident enjoyment of
the technical facility needed for the exploitation of such
a thin motive. The theme is certainly not a lofty one, yet
undoubted ability has gone into this celebration of it, and
while its painter may not seem a man of high imagina-
tion, he is just as plainly a technician of good taste, one
with a feeling for the suave picturesqueness of some social
life. No one could grudge Mr. Chase his triumph, how-
ever slight this performance and all his other spirited
works in this exhibition might seem. . .. Few of his com-
petitors, if so they may be called, have the same airiness
of touch.5

Two themes recur in these comments: the painting
as social document, and its subject as a pretext for
the display of Chase’s exceptional technical facility.
Although Cortissoz found one “thin” and the oth-
er “slight,” both were very much part of Chase’s
understanding of modern painting, of which 4
Friendly Call was one of the most ambitious enact-

ments. To Chase, modern painting was both a de-
piction of modern life—a record of contemporary
manners, mores, and dress—and an art, freed from
literature and imaginative invention, that stressed,
as the strategy for its liberation, the purely visual as
well as the means and methods of painting itself.
The chief contemporary model for Chase’s depic-
tion and interpretation of modern life was Belgian
painter Alfred Stevens (1823-1906), whom he met
in Paris in 1881. Chase purposely visited the
Antwerp Salon in 1885 to see a number of Stevens’
paintings, and he himself owned at least nine can-
vases by Stevens.” The Salon of the Painter (fig. 4),
which was purchased directly from Stevens in 1880
by William K. Vanderbilt of New York, is in sever-
al respects so closely related to 4 Friendly Call, that it
indeed may be considered its principal artistic
source.

Stevens’ advice also modernized Chase’s artistic
perspective. Prompted by Chase’s The Smoker—a
portrait (now lost) of the artist’s friend Frank Du-
veneck cast in the style of seventeenth-century
Dutch art and shown in the Paris Salon of 1881—
Stevens commented, “Chase, it is good work, ” but,
he advised, “don’t try to make your pictures look as
if they had been done by the old masters.” “I saw
the truth of his remark,” Chase confessed. “Mod-
ern conditions and trends of thought demand mod-
ern art for their expression.”®

Ironically, an Old Master, seventeenth-century
Spanish painter, Diego Veldzquez, was for Chase
the most potent example of modernism. “Of all the

Fig. 4. Alfred Stevens, The Salon of the
Painter, oil on canvas, 1880, private
collection, Belgium



Fig. 5. Diego Velazquez, Las Meniias, oil on canvas,
1656, Madrid, Museo Nacional del Prado

old masters he is the most modern,” Chase ob-
served.? For, as he explained, Velazquez “felt the
need of choosing new forms and arrangements, new
schemes of color and methods of painting, to fit the
time and place he was called upon to depict.”*°
Velazquez also justified Chase’s emphasis on tech-
nique: “People talk about poetical subjects in art,”
Chase said, “but there are no such things. The only
poetry in art is the way an artist applied his pig-
ments to the canvas. A yellow dog with a tin can
tied to his tail would have been enough inspiration
for a masterpiece by a consummate genius like
Velazquez.”"" Stevens’ accomplishments were also
worthy of praise. “Alfred Stevens’ women in ridicu-
lous hoopskirts are still among the ineffably lovely
creations of art—all because of the treatment, the
technique. It is never the subject of a picture which
makes it great; it is the brush treatment, the color,
the line. There is no great art without a great tech-
nique behind it.”*?

If A Friendly Call owes a debt of inspiration to Al-
fred Stevens’ Salon of the Painter, it owes one also to
Velazquez’ greatest painting, Las Memiias (fig. 5).'3
The light-filled open doorway reflected in the mir-
ror at the right, and the device of using a mirror to

reflect things not present in the picture space, are
both derived from two of the most intriguing parts
of Las Memfas. More significantly, following the
modernity of Velazquez’s example as he understood
it, Chase fitted his painting to “the time and place
he was called upon to depict.”**

NC

Notes

1. The painting was awarded the annual Shaw Fund
prize of §1,500 at the 17th exhibition of the Society of
American Artists, 25 March-27 April 18g5. Shaw re-
ceived all paintings awarded the Shaw Fund prize.

2. Reynolds Beal Papers, AAA microfilm 286, fr. go.
Chase 1910; information courtesy of Wendy Kail, The
Phillips Collection, Washington.

3. See Atkinson and Cikovsky 1987, fig 15. It is also
depicted in Chase’s pastel In the Studio (Interior: Young
Woman at a Table), 1892 or 1893 (Hirshhorn Museum and
Sculpture Garden, SI).

4.“Society of American Artists, Opening of the
Seventeenth Annual Exhibition,” New York Sun, 24
March 1895.

5. “Society of American Artists,” Art Amateur 32,
May 1895, 157.

6. Royal Cortissoz, “Spring Art Exhibitions, The
Society of American Artists,” Harper’s Weekly 39, 6 April
1895, 318.

7. Seven paintings by Stevens were included in a
1912 sale of Chase’s paintings, and two others were in the
sale of paintings and artistic effects that followed his
death in 1916; see Chase 1912, and Chase 1917.

8. “Import” 1910, 442.

9. William Merritt Chase, “Veladzquez,” Quartier
Latin 1, July 1896, 4.

10. “Import” 1910, 442.

11. Perriton Maxwell, “William Merritt Chase—
Artist, Wit and Philosopher,” Saturday Evening Post 172, 4
November 1899, 347.

12. Perriton Maxwell, “William Merritt Chase—
Artist, Wit and Philosopher,” Saturday Evening Post 172, 4
November 1899, 347.

13. Another of Chase’s Shinnecock interiors, the
large pastel Hall at Shinnecock (Terra Museum of Ameri-
can Art, Chicago) owes the same debt to Velazquez.

14. “Import” 1910, 442.
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1995.47.1

Nude

C. 1901
Oil on canvas, 50.6 x 41 (20 x 16 '/s)
Collection of Mr. and Mrs. Paul Mellon

Inscriptions
At lower right: Chase.

Technical Notes: The supportis a medium-weight twill
fabric that has been lined. A cool beige ground was ap-
plied overall and covers the tacking margin remnants on
the bottom, left, and top edges of the painting. The ini-
tial sketch outlining the sitter’s contours is probably
graphite. Paint was fluidly applied in the hair and back-
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ground, and more thickly, with brushmarkings left visi-
ble, in the flesh tones. The thin varnish layer has not dis-
colored and the painting is in very good condition, with
only a tiny retouch at the lower center edge.

Provenance: Content Johnson [d. 1949], New York,
about 1go1; Mrs. J. A. Bennet, New York, by 1948; by in-
heritance to her granddaughter [name currently un-
known], until 1980; (Hirschl & Adler Galleries, New
York); private collection, 1983-1984.

Exhibitions: William Merritt Chase Memorial Exhibition,
MMA, no. 11." Exhibition of the Works of William Merritt
Chase, American Academy of Arts and Letters, New
York, 1928, no. 6, as Nude. William M. Chase 1849-1916,
American British Art Center, New York, 1948, no. 23, as
The Red Shawl. The Art of Collecting, Hirschl & Adler Gal-
leries, New York, 1984, no. 33, as Seated Nude from the Rear.

IN H1s TIME William Merritt Chase was perhaps
as well-known for his talented teaching as he was for
his work asan artist. This oil sketch is one of Chase’s
instructional examples, painted as a demonstration
in one of his classes at the New York School of Art.?
It was subsequently presented to Miss Content
Johnson, a student and friend.3
The lively, slashing brushwork so typical of
Chase’s renowned bravura handling is particularly
evident in the roughed-in area surrounding the
figure. The soft flesh of the model’s torso is, howev-
er, expertly sculpted from delicate hatched strokes
in an effect that is similar to that seen in Chase’s
lovely pastel, Back of a Nude (c. 1888, Mr. and Mrs.
Raymond Horowitz).
DC

Notes

1.In the accompanying catalogue the painting was
listed as “11 NUDE / Study of a young girl’s back, with a
white and red drapery below the waist. Pastel [sic] and oil
on canvas. .. Lent by Miss Content Johnson.”

2. According to Ronald Pisano, who is preparing the
catalogue raisonné of Chase’s work, “The artist, an ex-
cellent and highly revered teacher, would occasionally
give these works to his students.” Donor’s notes (in NGA
curatorial files).

3. Content Johnson became an artist herself, ex-
hibiting eight times at the National Academy of Design
between 1907 and 1932, and working as a successful por-
trait painter in California. She died g November 1949.
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1949 Peat: as The Red Shawl (Nude).



William Merritt Chase, Nude, 1995.47.1




62

Frederic Edwin Church

1826 — 1900

FreEDpERIC EDWIN CHURCH was born in Hart-
ford, Connecticut, on 4 May 1826, the only son of
a wealthy businessman. Although his father hoped
he would become a physician or enter the world of
business, Church persisted in his early desire to be
a painter. In 1842-1843 he studied in Hartford
with Alexander H. Emmons (1816-1879), a local
landscape and portrait painter, and Benjamin H.
Coe (1799—after 1883), a well-known drawing in-
structor. In 1844 Church’s father, at last resigned
to his son’s choice of a career, arranged through his
friend, art patron Daniel Wadsworth, two years of
study with Thomas Cole. Church was thus the first
pupil accepted by America’s leading landscape
painter, a distinction that immediately gave him
an advantage over other aspiring painters of his
generation. Early on, Church showed a remark-
able talent for drawing and a strong inclination to
paint in a crisp, tightly focused style. In 1845 he
made his debut at the annual exhibition of the Na-
tional Academy of Design in New York, where he
would continue to show throughout his career.
Two years later four of his paintings were shown at
the American Art-Union, which established him
as one of the most promising younger painters in
New York. In 1849, at the age of twenty-three, he
was elected to full membership in the academy,
the youngest person ever so honored.

During the late 1840s and early 1850s Church
experimented with a variety of subjects, ranging
from recognizable views of American scenery
(West Rock, New Haven, 1849, New Britain Muse-
um of American Art, Connecticut) to highly
charged scenes of natural drama (Above the Clouds
at Sunrise, 1849, Warner collection of Gulf States
Paper Corporation, Tuscaloosa), to imaginary
creations based on biblical and literary sources
and much indebted to Cole ( The Deluge, 1851, lo-
cation unknown). Gradually, however, he began
to specialize in ambitious works that combined
carefully studied details from nature in idealized
compositions that had a grandeur and seriousness
beyond the usual efforts of his contemporaries.
Church traveled widely in search of subjects, first
throughout the northern United States and then,
in 1853, to South America. Inspired by the writ-
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ings of the great German naturalist Alexander von
Humboldt, he spent five months in Colombia and
Ecuador. His first full-scale masterpiece, The An-
des of Ecuador (1855, Reynolda House Museum of
American Art, Winston-Salem), a 48— by 72—inch
canvas depicting a vast tropical mountain panora-
ma, astounded viewers with its combination of
precise foreground detail and sweeping space.
Two years later the exhibition of MNagara (1857,
CGA) in New York, London, and other cities se-
cured Church’s reputation as America’s most
prominent landscape painter. A second trip to
South America took place in 1857 and resulted
two years later in Church’s most famous painting
of the tropics, Heart of the Andes (1859, MMA).

During the 1860s Church was at the height of
his powers and created a remarkable series of large
landscapes, including Twilight in the Wilderness
(1860, Cleveland Museum of Art), The Icebergs
(1861, Dallas Museum of Art), Cotopaxi (1862, De-
troit Institute of Arts), The Aurora Borealis (1865,
NMAA) and Rainy Season in the Tropics (1866, The
Fine Arts Museums of San Francisco). He contin-
ued to travel, with important works resulting from
trips to Jamaica in 1865 (The Vale of St. Thomas,
Jamaica, 1867, Wadsworth Atheneum, Hartford)
and to Europe and the Near East in 1867-1868
(Ferusalem from the Mount of Olives, 1870, Nelson-
Atkins Museum, Kansas City).

By the early 1870s Church’s reputation was in
decline: American critics and patrons increasing-
ly faulted his detailed and grand style as being out
of touch with the times. Church more and more
devoted his time and energy to his family and to
the construction and furnishing of Olana, his
palatial home set high on a hill overlooking the
Hudson. He painted relatively few important
works after 1880, although he continued to pro-
duce wonderfully fresh oil sketches of the view
from Olana in changing conditions of light and
weather into the 18gos. When he died on 7 April
1900 he was largely forgotten, and interest in his
work only revived in the 1g6os. He is now once
again generally considered one of the most impor-
tant proponents of landscape painting in mid-
nineteenth-century America. FK
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1965.14.1 (1949)
Morning in the Tropics

1877
Oil on canvas, 138.1 x 213.7 (54 %s x 84 '/s)

Gift of the Avalon Foundation

Inscriptions
At lower right: F. E. Church / 1877

Technical Notes: The support is a relatively thin and
fine plain-weave fabric mounted on the original stretch-
er. The panel-back stretcher has eleven members with
mortise-and-tenon joins. A white ground layer was ap-
plied, over which a thin brown layer may have been laid.
The paint was applied very thinly in most areas, with the
darks particularly built up with many glazes. The high-
lights were more thickly painted, with some areas of im-
pasto. The paint layer is generally in very good condi-
tion, with only scattered small losses and minor areas of
abrasion. In 1988 discolored varnish was removed and
the painting was restored. This conservation effort re-
moved significant passages of inpaint from the trees in
the middle distance at the center of the painting. The in-
painting hid pentimenti formed by brushed underpaint
that the artist used in laying out the major characteristics
of the composition; the pentimenti were then subse-
quently inpainted to minimize visual disruption.

Provenance: William Earl Dodge, Jr. [d. 1903], New
York;" his wife, Mrs. William Earl Dodge, Jr. [d. 1g0og],
New York; her grandson, William Earl Dodge IV [d.
1927], New York;? his wife, Ella Lynch Dodge [d. 1964],
New York; her stepdaughter, Diana Dodge Ryan, New-
port;3 given in 1965 to the Preservation Society of New-
port County, Rhode Island.

Exhibited: Century Association, New York, 1877, no. 5,
as A Tropical Morning.* Exposition Universelle Internationale,
Palais du Champ de Mars, Paris, 1878, no. 20, as Le
matin sous les tropiques. Possibly Union League Club, New
York, 1878, no cat.’ Loan Collection of Paintings, MMA,
1880, no. 111, as The River of Light. Paintings by Frederic E.
Church, N. A., MMA, 1900, no. 13. Frederic Edwin Church,
National Collection of Fine Arts, Washington; Albany
Institute of History & Art; M. Knoedler & Co., New
York, 1966, no. g7 (exhibited only in Washington). The
Hudson River School, Fine Arts Center, State University
College, Geneseo, New York, 1968, no. 60. In Memoria,
Ailsa Mellon Bruce, NGA, 1969, no cat. The Beckoning
Land, High Museum of Art, Atlanta, 1971, no. 51. Freder-
ic Edwin Church, NGA, 1989—-1990, no. 49.

Morming in the Tropics was Church’s last full-scale
painting of the South American landscape.® He
had not visited South America for some twenty
years, so in composing the picture he had to rely on
his acute visual memory and on the hundreds of
drawings and oil sketches he accumulated during
his 1853 and 1857 journeys.” This had been his
practice when painting other large South Ameri-
can works, such as the famous Heart of the Andes of
1859 (MMA), in which he strove not for precise ge-
ographical and topographical accuracy but to rep-
resent the essential character of a whole region of
the earth. Although creating idealized composi-
tions based on sketches from nature was espoused
by Church’s teacher Thomas Cole (who was, in
turn, much influenced by seventeenth-century Eu-
ropean precedents), it was Alexander von Hum-
boldt’s advice in Cosmos that was of particular im-
portance. After calling on artists to “seize, with the
first freshness of a pure youthful mind, the living
image of manifold beauty and grandeur in the hu-
mid mountain valleys of the tropical world,” Hum-
boldt prescribed a specific creative process.®

It is only by coloured sketches taken on the spot, that the
artist, inspired by the contemplation of these distant
scenes, can hope to reproduce their character in paint-
ings executed after his return. He will be able to do so the
more perfectly, if he also accumulated a large number of
separate studies of the tops of trees, of branches clothed
with leaves, adorned with blossoms, or laden with fruit,
of fallen trunks of trees overgrown with pothos and or-
chidea, or portions of rocks and river banks, as well as
the surface of the ground in the forest, all drawn or paint-
ed directly from nature.?

Humboldt tempered the scientific specificity of this
advice with a more romantic view of the landscape
painter’s ultimate goal, for he believed the artist
had to process these direct impressions in his mind
and then create “a free work of art.” As he con-
cluded: “Heroic landscape painting must be a re-
sult of the visible spectacle of external nature, and
of this inward process of the mind. ”*°

In the optimistic years before the Civil War,
Church’s heroic landscapes gave voice to many of
the aspirations and beliefs of the young nation. His
landscapes of the early 1850s, such as New England
Scenery (1851, George Walter Vincent Smith Art
Museum, Springfield, Massachusetts) and Mount
Ktaadn (1853, Y UAG) were visions of an ideal world
where American nature and American civilization
coexisted in peaceful harmony. His first South
American pictures, shown to critical and popular
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acclaim at New York’s National Academy of Design
in the spring of 1855, revealed a world of exotic
beauty and intriguing potential."* Magara (1857,
CGA), the picture that catapulted Church to inter-
national fame, was a stunning tour-de-force of real-
ism that captured the power and majesty of Ameri-
ca’s best-known natural wonder. It was also the first
of Church’s so-called Great Pictures, large-scale,
complex paintings intended to be shown by them-
selves and promoted with carefully managed pub-
licity." In Heart of the Andes Church created the most
ambitious and most complex work of his career, ad-
dressing in one large painting myriad issues of sci-
ence, religion, and national identity.

Although Church continued to paint and exhib-
it major landscapes through the 1860s, the certain-
ty of vision and faith in American destiny that un-
derlay his earlier works gradually gave way to less
clear-cut, but perhaps more profound meanings.
Thus in Twilight in the Wilderness (1860, Cleveland
Museum of Art) the exuberant celebration of a pris-
tine wilderness with a blazing sunset sky above was
tempered by an undertone of melancholy and fore-
boding."3 In works such as The Icebergs (1861, Dallas
Museum of Art) and Cotopax: (1862, Detroit Insti-
tute of Arts) the world is a place of great natural
beauty rent by powerful and unrelenting tensions
and forces.

Many reasons for the change in Church’s art
have been postulated, ranging from disillusionment
brought on by the Civil War to the impact of Dar-
win’s theories to personal change and maturation in
the artist himself. In the decade following the Civil
War, Church struggled to adapt his art to a changed
world and sought out new subject matter (the Old
World), but taste in America gradually, yet deci-
sively, turned against him. Although criticism of his
meticulous detail had been visited on Church occa-
sionally since early in his career, it now became in-
creasingly common. His art came to be viewed as
melodramatic and extravagant, motivated by out-
moded ideas and beliefs and out of touch with the
realities of postwar America. In 1875 Henry James,
faced with evaluating one of Church’s most recent
tropical landscapes, could only say, “As we looked
at Mr. Church’s velvety vistas and gem-like vegeta-
tion . . . we felt honestly sorry that there was any ne-
cessity in this weary world for taking one’s self to be
a critic. . . . Why not accept this lovely tropic scene
as a very pretty picture and have done with it?”*
For influential art critic William C. Brownell, writ-
ing in 1880, Morning in the Tropics was nothing more
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than “a magnificent drop-curtain. A drop-curtain
may be the work of incontestable genius; it may
have a thousand merits; . . . it is simply not paint-
ing.”?s

Recent scholarship, although generally more fa-
vorable, has often echoed Brownell’s sentiments;
however, David Huntington, in his seminal mono-
graph of 1966, discussed the painting in a more pos-
itive light, calling it “Church’s last and perhaps
greatest psychic landscape. ”'¢ Indeed Morning in the
Tropics is inherently different from Church’s earlier
South American epics. At once a summation of
Church’s fascination with the tropical landscape, it
also shows new stylistic directions in his art and a
fundamental reassessment of the ways in which
landscape painting could convey meaning.

In Morning in the Tropics Church continued the
tightly focused realism and detailed handling
found in his earlier South American pictures, yet its
overall effect is quite different. Church’s large pic-
tures had sometimes been faulted by critics for sac-
rificing “unity and repose” to detail, but Morning in
the Tropics, with its limited range of hues, is a re-
markably cohesive and coherent composition.’7 As
one critic observed: “The subject is simple and
broad, notwithstanding its richness of detail, and
the key of color is considerably lower than in most
of Mr. Church’s later works. But just these qualities
were necessary to emphasize the strength and har-
mony of the composition and the happy union of
truth and sentiment.”® Whereas earlier works
might be seen as several pictures in one, Morning in
the Tropics, with its overall tonal unity, restrained
coloring, and light-filled atmosphere, is too pressing
and immediate to afford such a division.*? But per-
haps the most significant change that distinguishes
Morning in the Tropics from earlier pictures involves
Church’s selection of the viewpoint. Rather than
situating the viewer on an invisible precipice over-
looking a vast distance, Church made the scene
more limited geographically and more accessible by
lowering the vantage point.*® Morning in the Tropics
is a landscape that invites the viewer mentally to
step into its space rather than one that encourages a
detached, awed response. In the foreground a fallen
tree running diagonally from the lower center edge
of the composition serves as a bridge into the picture
space, and the delicate leaves of the tropical plants
reach out invitingly. This is a corner of the world
that may be measured in feet rather than miles, a
space that demands direct experience. Inexorably
the viewer is drawn into the distant focus of the pic-
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ture—the opening in the forest-jungle where the
river disappears into steaming, light-filled mists.
Confronted not with a wide-open and seemingly
limitless vista but with a mysterious environment
that vision alone cannot penetrate, we are left to
ponder what lies beyond. Thus, Morning in the Trop-
ics was perhaps better attuned to the mood and taste
of the late 1870s than critics such as Brownell may
have realized. The programmatic and didactic
character of Church’s earlier works was now re-
placed by a more introspective and contemplative
mood that looked more to the future of American
landscape painting and to such artists as George In-
ness than it did to the past.*

Central to the psychological impact of the pic-
ture is the role of the riveritself. Although the paint-
ing was at one time known as The Amazon, it is un-
certain whether Church intended such specificity.??
More likely he was portraying an archetypal tropi-
cal river and was transcending the association to
any individual body of water. Intriguingly, in 1877
and 1880 Morning in the Tropics was exhibited as The
River of Light.?3 Although the title is descriptively
accurate, it also carries allegorical and metaphysi-
cal connotations. The “river of light” becomes a fu-
sion of air, water, and light literally spanning the
composition from top to bottom and symbolically
bridging the earthly and heavenly spheres. We are
reminded of Old Age (p. 106) from Church’s teacher
Thomas Cole’s four-part series The Voyage of Life, in
which the traveler has reached the end of his earth-
ly journey and is met by a band of angels descend-
ing to the water from heaven along a radiant path-
way of light leading through vaporous clouds. That
Church might have looked back to the older man’s
art once more is by no means unlikely, for as he said
in 1885, “Thomas Cole was an artist for whom I
had and have the profoundest admiration.”*# In-
deed, the pupil never abandoned the grand aspira-
tions of his master; he simply tied them more se-
curely to the depiction of natural facts. Thus,
Morning in the Tropics could be both a wonderfully
detailed and evocative depiction of the tropics and
a meditation on the course of life itself. The voy-
agers on “the river of light”—the white birds, the
distant canoeist, the spectator, and ultimately the
artist himself—embark on both a real and an alle-
gorical journey. For Cole’s traveler the promise of
salvation was clearly manifested, but Church offers
no easy answers to what lies at the journey’s end, be-
yond the cloaking mists. Such certainty was no
longer current in the late 1870s. Morning in the Trop-
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is, then, as Church’s “last and perhaps his greatest
psychic landscape,” was both a summation of his
lifelong interest in the tropics and a moving and elo-
quent statement on the profound complexities of ex-
istence.?3

FK

Notes

1. William Earl Dodge, Jr., was the son of a promi-
nent New York merchant. His brother, David Stuart
Dodge, was a missionary and a founder of Syrian Protes-
tant College in Beirut (present-day American University
of Beirut), where he was the first professor of modern lan-
guages. D. S. Dodge accompanied Church on his travels
in Syria and the Holy Land in 1868; see Huntington
1966, g3, and Davis 1987, 81. Although it is reasonable to
assume that D. S. Dodge was instrumental in arranging
the commission of Morning in the Tropics, there is no evi-
dence documenting his role.

2. William Earl Dodge IV was the son of William
Earl Dodge III, who died in 1884.

3. William Earl Dodge IV bequeathed the painting
to his daughter, Diana Dodge (later Ryan), but gave his
second wife, Ella Lynch Dodge, a life interest. Ryan (let-
ter of 3 March 1966 in NGA curatorial files) saw the
painting twice: in 1921, when it was hanging in the dining
room of her father’s yacht; and then next “in carly 1965,”
a few months after her stepmother’s death in October
1964.

4. Letter of 8 August 1980 from Andrew Zaremba,
librarian, Century Association, along with photocopy of
typescript page from the Association’s Exhibition
Records (in NGA curatorial files).

5. “Art at the Union League Club,” New York Post, 28
February 1878, 2, notes that the works on view were bor-
rowed “from private galleries in this city for exhibition”
and that “Mr. F. E. Church [was represented] by a morn-
ing in the tropics.” There are no records at the Union
League Club concerning this exhibition, making it im-
possible to verify if this was the National Gallery paint-
ing.

6. A small painting of the same title (c. 1858, Walters
Art Gallery, Baltimore) also shows a river bordered by a
dense jungle. Although Church painted several
significant tropical landscapes after 1877, including
Evening in the Tropics (1881, Wadsworth Atheneum, Hart-
ford) and Sierra Nevada de Santa Marta (1883, Washington
University Gallery of Art, St. Louis), none is as success-
ful as the National Gallery Morning in the Tropics.

7. On Church’s tropical drawings (including those
done during a visit to Jamaica in 1865), sce Dee 1984,
26—47; for the oil sketches see Stebbins 1978, 22—25,
35—38, 64-67, 76-86. Montgomery 1889, 2:774,
specifically described Morning in the Tropics as “an elabo-
ration and arrangement of all sorts of South American
studies.”

8. Humboldt 1848, 2:84. Several editions of Cosmos
(the earliest dated 184g) are in Church’s library at
Olana; quotations given here are from the translation by
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9. Humboldt 1848, 2:85, g1. Humboldt recommend-
ed: “Enchanting effects might be obtained by means of
characteristic studies sketched...and still more so if
these sketches were aided by photographs, which cannot
indeed render the leafy canopy, but would give the most
perfect representation possible of the form of the giant
trunks, and of the mode of ramification characteristic of
the different kinds of trees.” The role of photographs in
Church’s South American paintings remains uncertain.
According to Lindquist-Cock 1973, 72, Church used
photographs of tropical scenery in composing Morning in
the Tropics; however, as Stebbins 1978, 48, points out, the
specific photograph published by Lindquist-Cock dates
from 1896, almost twenty years after the painting’s com-
pletion. To be sure, there are instances in which Church
based finished pictures on photographs—most notably
his Parthenon (1871, MMA)—but there is no evidence of
their use in Morning in the Tropics.

10. Humboldt 1848, 2:9o.

11. The four South American landscapes shown at
the academy were Tamaca Palms (Scenery of the Magdalena
River) (1854, CGA); The Cordilleras: Sunrise (1854, Hirschl
& Adler Galleries, New York); La Magdalena (1854,
NAD); and Tequendama Falls, Near Bogotd, New Granada
(1854, Cincinnati Art Museum). In 1855 Church painted
an even larger and more expansive South American pic-
ture, The Andes of Ecuador (Reynolda House Museum of
American Art, Winston-Salem).

12. Carr 1980, 21—30, discusses the Great Picture tra-
dition and Church’s place in it.

13. Kelly, Church, 1988, 113-122.

14. “On Some Pictures Lately Exhibited,” Galaxy 20,
July 1875, 96.

15. William C. Brownell, “The Younger Painters of
America,” Scribner’s Monthly 20, May 1880, 324.

16. “In the 1870s he continued to paint his favorite
subjects, though his skills had declined noticeably; thus
his Morning in the Tropics . . . has none of the excitement of
observation and discovery of his tropical views of the
1850s” (Stebbins 1973, 116). The Vale of St. Thomas, Ja-
maica (1867, Wadsworth Atheneum, Hartford) “is per-
haps the last of Church’s convincing world-views; it was
followed by Morning in the Tropics . . . where the same is-
sues are pushed to an almost overstated extreme” (Nan-
cy Troy in Stebbins 1976, 51). “In one magnificent
effort—Morning in the Tropics—Church tried to recapture
his earlier cosmic vision but managed instead a kind of
Wagnerian bombast, recalling the transcendentalism of
Cole” (Brown 1977, 339). “Later works, such as Morning
in the Tropics. ..seem benign, even conventional, after
the stirring impact of Rainy Season in the Tropics” [1866,
The Fine Arts Museums of San Francisco] (Stebbins,
Troyen, and Fairbrother 1983, 249, no. 46). Huntington
1966, 106.

17. See, for example, “Review of Heart of the Andes,”
The Crayon 6, June 1859, 193: “What the picture lacks is
repose and unity . . . or, in other words, concentration of
interest.”

18. New-York Daily Tribune, 1877, 5.

19. As Theodore Winthrop (1859, 12) observed of
Heart of the Andes: “It is not an actual scene, but the
subtle essence of many scenes.” See also Huntington

1966, 52.

20. Stevens 1966, 46. Church used the compositional
device in several major works and perhaps most effec-
tively in Heart of the Andes, in which he heightened the il-
lusion by an elaborate frame that simulated the effect of
looking out a window; see Kelly, Gould, and Ryan 1989,
55—58, and Avery 1986, 52—72. The Icebergs (1861) is an ex-
ception, for there the viewer seems to stand on the edge
of an ice flow; however, the very instability of such a lo-
cation and the looming height of the icebergs create a
sense of awe in the presence of nature that is similar to
that conveyed by works with an elevated vantage point.
Three smaller paintings from earlier in the 1870s, South
American View (1872, location unknown [photograph,
NGA photographic archives)), Tropical Scenery (1873, The
Brooklyn Museum) and The Valley of the Santa Ysabel
(1875, Berkshire Museum, Pittsfield, Massachusetts), are
similar to Morning in the Tropics in the depiction of va-
porous atmosphere; however, in composition—each has
large framing trees, bodies of water in the middle dis-
tance, and mountainous backgrounds—and elevated
vantage point, they relate more to Church’s earlier works
than to Morning in the Tropics. Tropical Moonlight, a vertical
composition from 1874 (private collection, on loan to
The Fine Arts Museums of San Francisco; engraving in
Montgomery 1889, 2: 771), with its low vantage point and
a view through dense foliage toward a bright source of il-
lumination (the moon), is perhaps the only relevant pro-
totype in Church’s work for Morning in the Tropics.

21. Thisis not to say that Church might not have been
influenced by earlier works when painting Morning in the
Tropics. First, there was his own small picture of 1858, also
entitled Morning in the Tropics, which has a closely related
composition, and then his Tropical Moonlight of 1874. It is
also possible that works by other artists played a role in
the creation of the 1877 Morning in the Tropics. An 1868
painting by Church’s close friend Martin Johnson
Heade, South American River(MFA), may have been a pro-
totype (memorandum of November 1966 from Theodore
E. Stebbins, in NGA curatorial files). Although much
smaller (26 x 222 inches), Heade’s painting also shows a
tropical river bordered by dense undergrowth and in-
cludes a line of white birds and a canoeist. Heade had
traveled in South America on Church’s advice, but he
was not drawn to the type of vast and dramatic scenes
that had captivated the younger painter, preferring more
intimate and close-focused views. His favorite subject be-
came the tiny hummingbirds of Brazil, which he depict-
ed in their jungle habitats (see Cattleya Orchid and Three
Brazilian Hummingbirds [p. 293]). If the two small birds
perched on a branch near the center of Morning in the
Tropics are hummingbirds ( Calliphox amethystina, accord-
ing to Stebbins), Church may have drawn inspiration
from Heade’s more personal vision of South America as
he reformulated his own approach.

22. Huntington 1966, 105: “According to the descen-
dants of the original owner . .. the painting was at first
called The Amazon.” As Church never actually visited the
Amazon, Huntington proposes that he may have been
inspired by the illustrations of the river in Margoy 1875, a
copy of which he owned and is still in the library at
Olana.

23. See New York Herald, 8 May 1877, 5, where the
painting is called “El Rio de Luz”; I am grateful to Ger-
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ald L. Carr for this reference. In William C. Brownell,
“The Younger Painters of America,” Scribner’s Monthly
20, May 1880, 323, it is titled “The River of Light.”

24. Letter of 11 September 1885, from Church to John
D. Champlin, AAA microfilm DDUx.

25. Recent interpretations have stressed the intro-
spective and ambiguous nature of the painting: “[It] is
less heroic and more suggestive, less about the world at
large than it is about Church’s own psyche” (Kelly 1987,
32); “The artist, who had once portrayed in monumen-
tal scale the paradisiac heights of the Andes, by 1877 con-
ceived the deepest recesses of the Amazon as mysterious
and threatening” (Manthorne 1989, 60). Miller 1989,
115-116, following Huntington, cites Margoy 1875 and
draws attention to a particularly suggestive passage:
“Nothing more attractive can be imagined than this spot,
so still, so freshly cool, so mysterious. ... This charming
little haven, which the reader might admire upon the
faith of our description, and whose waters, always calm,
seem to invite the stranger to taste the pleasures of the
bath, is a dreadful haunt of alligators. There the vora-
cious monsters lurk behind the pendant branches. . . on-
ly waiting for a favourable moment to spring upon their
prey. O dreamer, O poet! whom your instinct might draw
into this pleasant haven, to dream at your ease and string
your rhymes at your pleasure, avoid its deceitful shades!”
For Miller, in Morning in the Tropics, “this last of Church’s
great tropical works, the sinister undertones of the
swamp emerge in the heart of the tropics. The appari-
tion, arising from the remains of the broken synthesis of
knowledge and faith, evokes the desperate struggle for
survival at the core of nature.”
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1983  Stebbins, Troyen, and Fairbrother: 249.

1984 Walker: 546-547, no. 822, color repro. 546.

1987 Kelly: 32, 33, fig. 16.

1988  Kelly, Church: 126.

1988  Wilmerding: 114, color repro. 115.

1989 Kelly, Gould, and Ryan: 12, 14, 67-68, 163—
164, 170, 203, no. 49, color repro. 125.

1989 Manthorne: 1, 60, repro. 61.

1989 Miller: 113~116, fig. 4.2; pl. 5, misdated 1876.

1996 Davis: 197.

worked in the Connecticut River Valley as an
itinerant painter of watercolor and ink portraits,
but by late 1825 he had become an engraver of
cylinders used to print calico patterns. For the
next ten years he labored within the booming
textile industry, initially in Lowell, and later in
Providence, New York City, and Fall River.
During these years, Clark also studied painting,
exhibiting miniatures for the first time at the
National Academy of Design in 1829, and at the
Boston Athenaeum in 18g30. By 1836 he had
moved to the Boston area, where he relied on



miniature commissions for his livelihood. For
more than two decades he continued to paint
portraits, increasingly in oil, maintaining a studio
in Boston and a home in nearby Cambridgeport.

Concurrent with Clark’s artistic development
was his growing interest in science and mechanics.
In 1840 he patented a “false loading muzzle” for
rifles, which greatly increased accuracy and di-
minished the time needed between shots. The
turning point in his life, however, came several
years later, when an increased popular interest in
astronomy followed the appearance of the Great
Comet of 1843. In an effort to help his older son
construct a small telescope, Clark taught himself
to grind and polish a glass refracting lens. Work-
ing outside of established scientific communities,
he and his two sons, George Bassett and Alvan
Graham Clark, gradually improved their under-
standing of optics and refined their techniques un-
til they became the preeminent manufacturers of
telescope lenses in the world. The firm of Alvan
Clark & Sons eventually became suppliers to all
the major observatories in North America and
Europe.

The growing success in optics led in 1860 to a
commission worth thousands of dollars for an un-
precedented 18 '/2—inch lens. This windfall prompt-
ed Clark to close his portrait studio and to purchase
a large compound on the Charles River, where he
built a factory and three houses for himself and his
sons. Although he woninternational renown for his
work with lenses and his discoveries of new stars,
Clark preferred to dwell on his career as an artist,
insisting that visitors to his factory also view his
work in portraiture. Several years before his death
in Cambridgeport, Clark resumed hisearlier voca-
tion, taking up his brushes again to execute several
family portraits.
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1947.17.30 (938)
The Artist’s Brother

c.1840
Oil on canvas, 69.5x 56.5 (27%s x 22 /1)
Andrew W. Mellon Collection

Technical Notes: The medium-weight, plain-weave
fabric support remains unlined and on its probably
original four-member, mortise-and-tenon stretcher.
Stenciled on the reverse of the fabric is: “PREPARED
BY/P. CAFFE/NEW YORK.” Two thin ground layers were
applied after the fabric was stretched: the lower is
white; the upper is warm red. The latter is visible
through the subsequent thin paint in areas of the coat
and green background. There is slight impasto in the
area of the face. X-radiography indicates that the nose
and eyes have been reworked several times. The paint-
ing has only minor wear and losses, but the inpainting
in the background has discolored. The yellowed varnish
has become somewhat streaky.

Provenance: Caroline Amelia Eastman, granddaugh-
ter of the artist, Cambridge, Massachusetts; her sister,
Elizabeth Willard Grogan, Cambridge;' sold 1919 to
Francis Hill Bigelow, Cambridge;* (his sale, Anderson
Galleries, New York, 17 January 1924, no. 29);3 Thomas
B. Clarke [1848~1g31], New York; his estate; sold as part
of the Clarke collection 29 January 1936, through (M.
Knoedler & Co., New York), to The A.W. Mellon Edu-
cational and Charitable Trust, Pittsburgh.

Exhibited: Exhibition of the Earliest Known Portraits of
Americans by Painters of the Seventeenth, Eighteenth and Nine-
teenth Centuries, Union League Club, New York, March
1924, no. 13. Philadelphia 1928, unnumbered.

THROUGHOUT HIS CAREER as a portrait painter,
Clark often turned to members of his family as sub-
jects; in addition to his four children, he had eight
siblings who lived to adulthood.* By the time the
National Gallery’s portrait descended to the artist’s
grandchildren, tradition had established the sitter
as his older brother, Barnabas Clark (1799-1890).

The costume, with its loose black cravat swathed
around an upturned collar and a double-breasted
coat showing very little of the shirt front, corre-
sponds to styles prevalent during the early 1840s. In
addition, the stencil mark on the back of the canvas
denotes the firm of Philibert Caffe, listed as a seller
of “artist canvas” in New York City directories be-
tween 1837 and 1840.5 By 1840, however, Barnabas
Clark was forty-one, older than the sitter appears to
be. Indeed, a miniature tentatively dated 1835, and
said to be a likeness of Barnabas when he was thirty-
six, shows a man who, while resembling the Na-
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Fig.1. Alvan Clark, Barnabas Clark, watercolor on ivory,
Worcester Art Museum, Massachusetts

tional Gallery’s sitter in the chin, mouth, and large
nose curving at the tip, is obviously older (fig. 1).°
William P. Campbell noted this discrepancy in
1966 and suggested the artist’s youngest brother
William (1814-1854)—who was twenty-six in
1840—as an alternate identification for the Na-
tional Gallery’s portrait.”

The theory that the portrait depicts a Clark
brother is buttressed by the obvious family resem-
blance of the National Gallery and Worcester sitters
and the fact that the two works were owned by the
artist’s grandchildren. After their marriages, both
Barnabas and William moved west (the former to
Iowa, the latter to Indiana); their absence from
Massachusetts may have made it easier for later gen-
erations of Clark relatives to confuse the sitter’s
identity.®

With the exception of the streak of white fabric
at his neck, the young man’s face stands out as the
only bright area of the portrait. A nineteenth-cen-
tury account of Clark’s working methods described
his use of a “prism” (camera lucida) as well as a net-
work of canvas pins to establish the focal points of a
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portrait.? The precise red lines of the facial con-
tours, still visible in certain areas of the luminous
head, are probably evidence of this scientific at-
tempt at systematically fixing his likeness.

JD

Notes

1. Letter from Alvan Clark Eastman (son of Caro-
line Amelia Eastman), 24 September 1952 (in NGA cu-
ratorial files), identifies the sitter as Barnabas Clark,
states that the portrait hung for a number of years in his
mother’s home, and remarks that it was sold by Grogan
during his mother’s lifetime.

2. A statement signed by Elizabeth W. Grogan and
addressed to “Mr. Bigelow” (in NGA curatorial files)
identifies the sitter as Barnabas Clark. The statement is
inscribed in another hand, “Cambridge Mar 10, 1919.”

3. Although the 1924 Anderson Galleries catalogue
(Colonial Furniture, The superb Collection of Mr. Francis Hill
Bigelow of Cambridge, Mass.) gives the date as 17 January,
an annotated copy of Clarke 1928 in the NGA library lists
the auction date as 18 January.

4. The genealogy is drawn largely from Radasch
and Radasch 1972, 158-162.

5. Katlan 1987, 61. There are later listings for Caffe
as “merchant” and “importer” in the 1840s and 1850s,
but none earlier than 1837.

6. The miniature is reproduced and discussed in
Strickler 1989, 45—46. Like the NGA portrait, it de-
scended within the Clark family. Alvan Clark’s self-por-
trait (MFA) shows the same distinctive nose; see MFA
1969, 2: fig. 236.

7. Letter of 2 May 1966 from Campbell to Louisa
Dresser (copy in NGA curatorial files). Other possible
choices are brothers Samuel Clark (1805-1865) and
Daniel Clark (1807-7).

8. Genealogical records indicate that William left
Massachusetts sometime after his first marriage in 1836.
By 1845, he was in Fayetteville, Indiana, having lived pre-
viously in Ohio and New Albany, Indiana. Barnabas was
probably in Iowa by the early 1850s. See Radasch and
Radasch 1972, 158-159, 161.

9. Samuel L. Gerry, “The Old Masters of Boston,”
New England Magazine, February 1891, 687. See also
Warner 1968, 8.
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1950.8.1 (1054)
Thomas Whittemore

1844
Oil on canvas, 75.9 x 63.8 (29 7/s x 25 '/s)
Gift of Thomas Whittemore

Inscriptions
On reverse: &t. 44./ 1844

Technical Notes: The unlined, plain-weave fabric sup-
port is tacked to the original butt-jointed stretcher. The
white ground is thick and smooth. Subsequent paint lay-
ers generally are thick and opaque and seem to have been
rapidly applied. The paint is thinner in the shadowed ar-
eas, where it was applied wet-into-wet. The uneven var-
nish 1s hazy and has become moderately discolored.

Provenance: The sitter [1800-1861]; by descent to his
grandson, Thomas Whittemore."

Exhibited: Possibly Second Exhibition of the Boston Artists’
Association, 1843, no. 61, as “Portrait” owned by “Rev. T.
Whittemore.”?

1950.8.2 (1055)

Lovice Corbett Whittemore
(Mys. Thomas Whittemore)

1845
Oil on canvas, 76.2 x 63.5 (30 x 25)

Gift of Thomas Whittemore

Inscriptions
On reverse of the original canvas: £t 43/ 18453

Technical Notes: The finely woven, plain-weave sup-
port has been lined. Cusping along all four cut edges sug-
gests that the image has not been reduced. The white
ground is thick and smooth, and subsequent paint was
applied rapidly and thickly, except in the dark dress and
shadowed areas, where the paint is thinner. X-radiogra-
phy indicates several changes: in the profile of the bon-
net, in the right sleeve, and in the upper portion of the
dress where the bonnet’s ties have been covered by dark
paint. In 1952 the painting was relined, discolored var-
nish was removed, and the painting was restored. There
is some minor inpainting around the sitter’s left eye, on
her right shoulder, on her neck, and along the bottom
edge. A pervasive system of thin, branched cracks runs
through the paint film. The glossy varnish has become
discolored.

Provenance: same as 1950.8.1.
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THoMAas WHITTEMORE (1800-1861) and Lovice
Corbett (1802?-1882) were married in Milford,
Massachusetts, in 1821.4 Although little is known
about Lovice, Thomas Whittemore was a promi-
nent force in the Universalist religious movement
during the first half of the nineteenth century.
Raised in a climate of moderate Calvinism in
Charlestown, Massachusetts, Whittemore left his
family following the death of his father, a baker, in
1814. After several unsuccessful apprenticeships, he
eventually joined the household of a Boston boot-
maker, where he remained until the age of 21. As a
means of earning extra money during his appren-
ticeship, Whittemore served as a vocalist and in-
strumentalist for several church choirs in Boston.

Through this employment he was first exposed
to Universalism, a Protestant sect—considered
heretical by many of his contemporaries—that op-
posed Calvinist predestination as well as tradition-
al concepts of hell and punishment. Universalists’
liberal doctrine held that a benevolent god would
see to the final salvation of every soul on earth, re-
gardless of degree of sin. Whittemore’s first pastoral
assignment was with the Universalist church in Mil-
ford, where he met his wife, the daughter of Uni-
versalist farmers. The following year they moved to
Cambridgeport, with Whittemore serving as a pas-
tor there for the next decade. Although they re-
mained in Cambridgeport for the rest of their lives,
eventually raising nine children, he resigned his
post in 1831 and became a well-known itinerant
preacher. His primary occupation, however, was as
editor and publisher of the Trumpet and Universalist
Magazine, a combative periodical, which, under his
guidance, launched aggressive attacks on more con-
servative denominations. He also wrote a number of
religious books, served in the state legislature, and
became president of both the Cambridge Bank and
the Vermont and Massachusetts Railroad. After his
death, Lovice Whittemore continued to live quietly
in Cambridgeport, where she was active in the First
Universalist Church.

Clark’s portraits of the Whittemores were likely
meant to hang as pendants, with the couple turning
as if to acknowledge one another. Thomas Whitte-
more’s face and thickly painted white collar stand
out from the relatively undifferentiated, dark com-
position. In the small turn of the head and neck,
Clark hints compellingly at a slight fleshiness in his
sitter, yet the massive bulk of Whittemore’s torso—
he weighed more than 200 poundsand according to
his biographer, “indulged quite freely when at the



table ”—blends almost imperceptibly into the back-
ground.’ Lovice Whittemore’s gaze seems less fo-
cused and alert than her husband’s. Her pose is al-
so less animated, her fixed profile more deferential
in its implicit focus on her husband’s likeness. The
only hint of movement in her portrait comes from
the streaky highlights in the lace surrounding her
face. She is seated at the edge of an orange-red sofa,
her elbow leaning on its upholstered arm to form a
bracket of closure on the right side of the painting.
Opposite, the contour of the top edge of the sofa
parallels her own line of vision, leading back to the
minister.

Prior to his move in 1860, Clark had been a
neighbor of the Whittemores in Cambridgeport.
The minister took an interest in the artist’s work
with telescopes and was known to visit him on oc-
casion to examine the night sky. He also wrote ap-
preciatively of Clark as a “first-class painter of por-
traits,” but there seems to have been one more
interest linking the two men.® In his autobiography,
Clark confessed that although he had never been a
member of any church, his “faith in the universali-
ty of God’s providence [was] entire and unswerv-
ing.”” His remark suggests that Universalism,
known as a relatively unscholarly, simple denomi-
nation in contrast to other university-based sects,
held something of an appeal for Clark, who took
pride in the fact that his own accomplishments had
occurred without benefit of professional training or
schooling.
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Thomas Cole
1801 — 1848

THoMAas CoLE, America’s leading landscape
painter during the first half of the nineteenth cen-
tury, was born on 1 February 18or1 in Bolton-le-
Moor, England. Before immigrating with his fam-
ily to the United States in 1818, he served as an
engraver’s assistant and as an apprentice to a de-
signer of calico prints. Cole worked briefly as an
engraver in Philadelphia before joining his family
in Steubenville, Ohio, in 1819. While in Ohio he
apparently learned the rudiments of oil painting
from an itinerant portrait painter named Stein. In

Notes

1. Following the death of Thomas Whittemore in
1861, the portrait and its pendant presumably remained
in the possession of his widow until her death in 1882, at
which point they likely passed to her only surviving son,
Joseph Whittemore [d. 1894] and subsequently to his
wife, Elizabeth Whittemore [d. 1904] (who, in her hus-
band’s will, docket no. 37300, Middlesex County [Mas-
sachusetts] Probate Records, was named the recipient of
all his personal property). Their sole surviving child was
Thomas, the donor of the picture to the NGA. See Whit-
temore 1893, 27.

2. The exhibition took place during autumn 1843,
ostensibly several months before the application of the
inscription, which dates the work and gives the sitter’s
age as forty-four (Whittemore turned forty-four on 1 Jan-
uary 1844). It is conceivable that the inscription was
added following the exhibition, at the time that the por-
trait passed back into the hands of the sitter.

3. The inscription, recorded in a photograph (in
NGA curatorial files), is now concealed by the lining that
was attached to the original fabric in 1952.

4. Biographical and genealogical sources provide
little information as to Lovice Whittemore’s date of
birth; however, the inscription on her portrait and her
husband’s description of her as “about two years younger
than myself” indicate the year 1802. See Whittemore
1859, 281. Another useful biographical source is Adams
1878.

5. Adams 1878, 372.

6. Adams 1878, 269.

7. “Autobiography of Alvan Clark,” New England
Historical and Genealogical Register 43, January 1889, 52—58.
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1823 during a stay in Pittsburgh, Cole began
drawing from nature, creating closely observed,
intensely expressive images of trees and branches.
Later that year he returned to Philadelphia, where
he studied at the Pennsylvania Academy of the
Fine Arts and worked in a variety of art-related
jobs.

His family had relocated to New York, and af-
ter joining them in April 1825 Cole spent the sum-
mer on an extensive sketching tour up the Hudson
River and into the Catskill Mountains. In late Oc-
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tober 1825 three of his landscapes—Lake with Dead
Trees (1825, Allen Memorial Art Museum, Ober-
lin College, Oberlin, Ohio), View of Fort Putnam,
and Falls of Kaaterskill (locations unknown)—were
sold to three prominent figures in the young na-
tion’s art community, John Trumbull (1756-
1843), William Dunlap (1766-1839), and Asher
B. Durand. In January 1826 Cole was a founding
member of the National Academy of Design, and
his works were increasingly in demand with lead-
ing patrons such as Daniel Wadsworth (1771
1848) of Hartford and Robert Gilmor, Jr. (1774-
1848), of Baltimore.

Although Cole had ample commissions in the
late 1820s to paint pictures of American scenery,
his ambition was to create a “higher style of land-
scape” that expressed moral or religious mean-
ings. His first major efforts in this vein, The Gar-
den of Eden (1827-1828, Amon Carter Museum,
Fort Worth) and The Expulsion from the Garden of
Eden (1828, MFA), met with mixed reviews, and
he decided study and travel in Europe were nec-
essary. In June 1829 Cole sailed for England,
where he studied the works of Old Masters and
met Joseph Mallord William Turner (1775-1851)
and John Constable (1776-1837), before continu-
ing on to France and then Italy, with lengthy
stays in Rome and Florence. While in Italy he
conceived of a multipart landscape series tracing
the rise and fall of an archetypal civilization. Al-
though he failed to interest Gilmor in commis-
sioning the series, upon his return to America in
1832 Cole convinced retired New York merchant
Luman Reed (1785- 1836) to support his grand
project. The result, the five-canvas Course of Em-
pire (NYHS), was completed in 1836 and re-
ceived considerable popular attention and gener-
ally favorable reviews.

Cole continued to paint American landscapes
in the 1830s and early 1840s, but much of his en-
ergy went into the creation of complex imaginary
works such as Departure and Return (1837, CGA)
and the two versions of The Voyage of Life (see
following entries). In 1836 he married Maria
Barstow and settled in Catskill, New York, a
small village on the west side of the Hudson and
close to the mountains. That same year Cole, who
was throughout his career a prolific writer of
prose and poetry, published his “Essay on Amer-
ican Scenery” in the American Monthly Magazine,
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in which he expressed many of his most deeply
felt convictions about landscape painting.

In 1841 Cole made a second trip abroad, with
extensive travel in Italy, including a memorable
visit to Sicily that resulted in several views of
Mount Etna. He returned to Catskill in 1842; in
1844, on Daniel Wadsworth’s recommendation,
he accepted the young Frederic Edwin Church as
a pupil. In the mid and late 1840s Cole painted
many impressive American landscapes, such as
View of the Falls of Munda (1847, Museum of Art,
Rhode Island School of Design), which are no-
table for an increased accuracy in the depiction of
atmosphere and light. At the same time he la-
bored, ultimately without success, to complete a
five-part series called The Cross and the World, in
which he endeavored to portray the individual’s
quest for spiritual knowledge and salvation.

Cole’s death on 11 February 1848 at the age of
forty-seven was universally mourned, and a com-
prehensive memorial exhibition of his works was
quickly organized in New York. His influence on
the course of American landscape painting was
profound and his works influenced numerous
younger painters who matured in the late 1840s
and early 1850s, most notably Jasper F. Cropsey
and Church.
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1989.24.1
Sunrise in the Catskills

1826

Oil on canvas, 64.8 x go.1 (25 /2 x 35 '/2)

Gift of Mrs. John D. Rockefeller grd, in Honor of the
soth Anniversary of the National Gallery of Art

Inscriptions
At lower center: T. Cole / 1826

Technical Notes: The support is a medium-weight,
plain-weave fabric that has been lined. Over a thin red-
dish brown ground, the paint was applied in fairly thin



layers. In several areas, notably the sky and the back-
ground mountains, the ground shows through, con-
tributing to the tonality. Areas of moderate impasto in-
clude the highlights of the trees and rocks and the
brightly lit clouds in the sky. The overall paint surface is
slightly abraded, especially in the sky, and the light col-
ors have become more transparent with age, allowing the
dark ground to show more prominently than was origi-
nally intended. Discolored varnish was removed and the
painting was restored in 19go.

Provenance: Commissioned 1826 by Robert Gilmor, Jr.
[d. 1848], Baltimore.' Robert Hall, Hamden, Connecti-
cut, until 1968;* (Kennedy Galleries, New York), 1968;
Mr. and Mrs. John D. Rockefeller grd, New York.

Exhibited: American Art: An Exhibition from the Collection
of Mr. and Mrs. John D. Rockefeller 3rd, The Fine Arts Mu-
seums of San Francisco; WMAA, 1976, no. 33. NG4 1991,

140—-141.

FoLLowING the dramatic discovery of Cole and
his work in autumn 1825, word of the young artist’s
talent for painting landscapes quickly spread.’ In
November of 1825 John Trumbull advised Robert
Gilmor, Jr., a highly knowledgeable and sophisti-
cated collector in Baltimore: “A young man of the
name of T. Cole has just made his appearance here
from the interior of Pennsylvania, who has sur-
prised us with some landscapes of uncommon mer-
it. We shall thus have some interesting novelties for
your next visit. ”+

Gilmor met Cole in New York in the spring of
1826, and after reviewing the artist’s sketches com-
missioned a view of the Catskill Mountain House
from the road leading up to it.5 By this time Cole’s
reputation had spread and he was finding it difficult
to fulfill his numerous commissions. In the summer
he relocated to Catskill, New York, a small village
on the Hudson east of the Mountain House. Al-
though he devoted much of his time to sketching in
the mountains in search of new material and fresh
inspiration, he also managed to complete several
paintings; however, Gilmor’s commission was not
among them. In July Cole had admitted to Gilmor
that the subject was causing him difficulty, and pro-
posed he be allowed to select a new subject to “en-
sure a better picture.”® Gilmor promptly replied,
“I leave you at perfect liberty to select your own
subject,” but proceeded to offer copious advice re-
garding the style Cole should use and the details to
include, recommending in particular a body of wa-
ter, one or more Indians, or perhaps a deer or some
cattle.” For Cole, the opportunity to correspond
with such an astute and knowledgeable (albeit

highly opinionated) connoisseur proved of great im-
portance. He was still forming his artistic beliefs,
and expressing his intentions to Gilmor on paper
during the very time he was fulfilling the commis-
sion forced him to clarify his ideas both in his own
mind and on canvas. Indeed, their correspondence
provides fascinating evidence of a lively, and occa-
sionally argumentative, interplay between artist
and patron, with Cole often required to justify his
own thoughts and opinions and always having to re-
act to Gilmor’s incessant advice.®

Cole finally completed Sunrise in the Catskills in
early December, and it was delivered to Baltimore
on Christmas Day.9 The scene, according to the
artist, was in the vicinity of the headwaters of the
Delaware River, and represented a “Sunrise from
the Fly [Vly] mountain. ”*° Thisinformation allows
identification of the scene as a view eastward from
Vly Mountain (elevation g529 feet), about eight
miles from the East Branch of the Delaware River."*
Cole knew this territory well; it was close to the sites
of several paintings he had done in the vicinity of
Kaaterskill Clove. Butif the location was familiar to
the artist, the compositional means he employed to
capture it on canvas were not. Sunrise in the Catskills
has a daringly elevated vantage point. The viewer is
poised looking out at several other mountains and at
valleys filled with mist shining in the morning light.
In the foreground are tangled bits of underbrush,
contorted and fallen trees, and rough outcroppings
of rock precariously situated at the edge of the
slope.’* This is not a tamed and cultivated portion
of the American landscape but a remote, wild area
with no evidence of human presence.

Modern observers have tended to read Sunrise in
the Catskills as an early affirmation of the value and
sanctity of the untouched American wilderness.
As such it would seem to anticipate the editorial
voice of The Crayon some three decades later: “Our
country s wild, and must be looked at by itself, and
be painted as it is. . . untamed nature everywhere
asserts her claim upon us, and the recognition of this
claim represents an essential part of our Art.”"*
Cole’s early landscapes were among the first
successful pictorial expressions of such attitudes;
however, there is evidence in the painting that Cole
may have been aware that the American wilderness
was not indestructible and was, in fact, already be-
ing transformed. His inclusion of a mullein plant
prominently placed on the outcropping of rock at
the left is particularly suggestive in this connection.
The mullein, a vigorous and highly invasive plant
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introduced by European settlers, appears fre-
quently in Cole’s paintings and in works by many
other American landscape painters, and this sug-
gests that the mullein held specific meaning for
Americans of Cole’s day. A passage in Henry David
Thoreau’s 4 Week on the Concord and Merrimack Rivers
hints at the nature of that meaning: “The white
man’s mullein soon reigned in Indian cornfields,
and sweet-scented English grasses clothed the new
soil. Where, then, could the Red Man set his
foot?”*s If the mullein was a symbol of the ascen-
dancy of European civilization in the new land,
then in Cole’s painting its presence is telling: That it
has spread to a mountain summit in the very heart
of a previously untouched wilderness is evidence of
its adaptability and vitality. Significantly, Cole
posed the three mullein stalks in positions that pre-
cisely echo the two trees at the left side of the com-
position and the bent, twisted tree at the lower cen-
ter. By visually linking the vibrant plant stalks with
the dead and dying tree forms, Cole may have been
alluding to the inevitable passing of the old order of
things—an order largely determined by nature’s ac-
tions and causes—to a new one influenced and ulti-
mately dominated by a transplanted European civ-
ilization.

Such meanings cannot be proved conclusively,
but we do at least know Gilmor’s opinion of Sunrse
in the Catskills. Upon receiving the picture he wrote
immediately to Cole: “It is extremely well painted,
with great truth of nature. I have seen a thousand
such scenes when in the mountains, and though the
task was a very difficult one, yet you have perfectly
succeeded in rendering the mists of the valley rising
as the sun began to peep over the summits of the
mountains.” Although generally pleased with the
painting, Gilmor nevertheless could not restrain
himself from offering some informed criticism:

Itis as you say a scene of wild desolation, and perhaps for
that reason more monotonous in its general effect than it
would otherwise have been. You have very judiciously
however broken this sameness in part by your fore-
ground; on the rocks & twisted tree you have shiny
gleams of sunlight which are very desirable. I think you
have hardly given enough of this light to the tops of the
trees or the rock, which should first have caught it, & per-
haps a little more of its effect in warming the mountain-
side where the mists rise, would have given more force to
the cold shadowy form of the center of the mountain,
which is extremely fine.*®

Gilmor again lamented the absence of figures, not-
ing that one or more Indians “would have done a
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great deal to assist its effect, while the wildness of the
scenery would have lost nothing by it.” This advice
was not lost on Cole, who in many subsequent
works, including the version of The Last of the Mohi-
cans he painted for Gilmor in 1827 (New York State
Historical Association, Cooperstown), added fig-
ures.'” Gilmor conceded that “the twisted branches
of the tree, struck with lightning or blown down by
storms has a very happy effect, & is something of a
substitute for figures, by implying action of some
kind or other.” That understanding accorded per-
fectly with Cole’s own beliefs: “Treading the moss-
es of the forest, my attention has often been attract-
ed by the appearance of action and expression of
surrounding objects, especially of trees. I have been
led to reflect upon the fine effects they produce, and
to look into the causes. They spring from some re-
semblance to the human form.” Trees were capable
of conveying human emotions: “There is an expres-
sion of affection in intertwining branches,—of de-
spondency in the drooping willow,” and of express-
ing the very adversity of life itself: “On the
mountain summit, exposed to the blasts, trees grasp
the crags with their gnarled roots, and struggle with
the elements with wild contortions. ”*® His use of an-
thropomorphized trees as key iconographic ele-
ments in his wilderness pictures was clearly under-
stood by at least Gilmor and probably others.
Sunrise in the Catskills, both as Cole’s first fully ex-
pressed wilderness painting and as a document of
his relationship to his important early patron
Gilmor, is a pivotal work in the story of nineteenth-
century American landscape painting. It contains
the seeds of Cole’s own later masterpieces such as
Schroon Mountain, Adirondacks (1838, Cleveland Mu-
seum of Art) and anticipates the great wilderness
pictures his pupil Frederic Edwin Church would
create in the 1850s and 1860s.
FK

Notes

1. The commission is documented in a series of let-
ters between Cole and Gilmor during July-December
1826 (Dreer Collection of American Artists, HSP; and
New York State Library, Albany); these are printed in
Merritt, “Correspondence,” 1967, 43-50. On Robert
Gilmor and his collection, see Rutledge, “Precocious
Taste,” 1949, 28—29, 51; Rutledge, “Gilmor,” 1949,
18—39; Novak 1962, 41-53; and Taste 1984, 1—7. Gilmor’s
will (14 December 1848, Baltimore City Register of Wills)
does not mention Sunrise in the Catskills specifically and in-
dicates that the distribution of his pictures was left up to
his widow.
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2. Jules D. Prown (letter of 12 June 1991 in NGA cu-
ratorial files) states: “The painting came to my attention
in February/March of 1968 when I was Curator of
American Art in the Yale Art Gallery. It was then owned
by Mr. Robert Hall . . . [of] Hamden, Connecticut.” Ac-
cording to Prown, Hall indicated that he had received
the painting from his father. Unfortunately, it has not
been possible to trace this individual or to establish
whether he was a Gilmor descendant. There are Gilmor
descendants with the surname Hall, and at least two of
them were named Robert. However, there is no evidence
that either of these Robert Halls ever owned Sunrise in the
Catskills or lived in Hamden. I am grateful to Lance
Humphries, who is researching a doctoral dissertation on
Gilmor, for his assistance. In 1967 Merritt (“Correspon-
dence,” 46) listed Sunrise in the Catskills as being in a pri-
vate collection in New Haven; however, in a letter of 25
April 1993 (in NGA curatorial files) Merritt indicated
that although the telephone call came from New Haven,
the owner may well have lived in Hamden.

3. For an account of Cole’s discovery by Trumbull,
Durand, and Dunlap, see Dunlap 1834, 3:149. Dunlap
had earlier given a fuller account of the event in an arti-
cle published in the New-York Evening Post of 22 November
1825 (quoted in Parry 1988, 25—26).

4. Letter dated November 1825 from Trumbull to
Gilmor (Dreer Collection, HSP), as quoted in Parry
1988, 27.

5. That Gilmor had chosen a view of Mountain
House is indicated in Cole’s letter to him of 28 July 1826
as quoted in Merritt, “Correspondence,” 1967, 43.
Catskill Mountain House, the first of the great resort ho-
tels of the Catskills, opened in 1823. It was located at the
very heart of the region’s most dramatic scenery, with
such sites as Catskill Falls and Kaaterskill Clove just a
short hike away. The house was situated on a ledge some
2,200 feet above sea level and was especially famous for
its commanding view eastward across the Hudson River
Valley; see Van Zandt 1966 and Myers 1987, 37-63.

6. Letter of 28 July 1826 from Cole to Gilmor as
quoted in Merritt, “Correspondence,” 1967, 43—44.

7. Letter of 1 August 1826 from Cole to Gilmor as
quoted in Merritt, “Correspondence,” 1967, 43—44.
Gilmor suggested that “Salvator’s [Salvator Rosa] style
would be that you would be most likely to adopt” and
boasted that he owned “certainly the finest Salvator
Rosa” then in America, a work called The Augurs (loca-
tion unknown). Cole was almost certainly well aware of
Rosa’s style already, for he had had ample opportunity to
examine the large Landscape with Mercury and Argus owned
by the Pennsylvania Academy of Fine Arts in Philadel-
phia when he studied there in 1823. The painting (sold by
PAFA in 1990 and currently in a private collection)
offered ample evidence of the basic characteristics of
Rosa’s manner, especially his use of dramatic contrasts of
light and dark, twisted and contorted trees, and rocky
settings. See also Wallace 1979, 34—35, 87, 112—121; and
Parry 1988, 63. Gilmor gave Cole a second commission
on 1 August: “In addition to the one I ordered you will
oblige me by executing a companion for it, though I do
not mean it should be a similar subject exactly. I would
rather it should evince your talent in two kinds of sub-
jects.” This second painting, entitled Corroway [Chocorua]
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Peak, N.H., after Sunset (location unknown), was delivered
to Gilmor on 12 December 1827 (Gilmor to Cole, 13 De-
cember 1827 as quoted in Merritt, “Correspondence,”
1967, 54—58). Judging from an ink record drawing (De-
troit Institute of Arts; see Merritt, “Correspondence,”
1967, fig. 23; and Parry 1988, fig. 33) the painting—the
composition of which was strikingly like that of Gilmor’s
Augurs—was both complement and contrast to Sunrise, for
it depicted a view from a low foreground across a middle
ground lake toward a high mountain peak and, of course,
a sky showing the hues of sunset. It thus effectively re-
versed the main elements of the earlier picture, but re-
mained compatible in subject and composition.

8. Without question, these letters are among the
most informative and justly celebrated documents in the
history of American art. Forty letters (all quoted in Mer-
ritt, “Correspondence,” 1967), dating from 1826-1837,
between Cole and Gilmor have survived, and several
others are known to have existed. Cole painted four pic-
tures for Gilmor: Sunrise in the Catskills; Chocorua Peak,
N.H., after Sunset; Scene from “Last of the Mohicans” (1827
New York State Historical Association, Cooperstown);
and 4 Wild Scene (1831-1832, Baltimore Museum of Art).
A comparable series of letters between Cole and his
Hartford patron Daniel Wadsworth (see McNulty 1983)
provides a revealing complement to the Gilmor letters.
Wadsworth was less demanding and certainly less prone
to dispense artistic advice. In the case of at least one
painting, Landscape Composition, St. John in the Wilderness
(1827, Wadsworth Atheneum, Hartford), Wadsworth re-
ceived a painting that Gilmor thought he had already
purchased, suggesting that Cole gave preferential treat-
ment to the Hartford collector (see Gilmor to Cole, let-
ter of 5 December 1827 in Merritt, “Correspondence,”
1967, 50-51).

9. On 4 December 1826 Cole announced the com-
pletion of the picture and described it to Gilmor. Some-
thing of the content of this important but unlocated let-
ter can be deduced from Gilmor’s response of 13
December (Merritt, “Correspondence,” 1967, 44—45) in
which he expressed his hope that it might include figures
and “at least a glimpse of the river.... Water always
adorns a picture.” Cole replied on 25 December: “Ifyour
picture had not been sent off before I received your letter
I might have introduced some living object in the fore-
ground, though I do not think it would add much to the
effect.”

10. Parry 1988, fig. 1. Parry 1988, 22, reproduces
Cole’s list of pictures painted in New York in 1825-1826,
and no. 23, “Sunrise from the Fly [sic] Mountain,” has
Gilmor’s written name beside it. The first letter of the
fourth word has been written over with what appears to
be an “F,” making the original first letter illegible.
Gilmor consistently refers to the painting as Sunrise in the
Catskills.

11.] am grateful to Ernie Barrenger of the United
States Geological Survey in Washington for his assis-
tance in identifying the site. Vly Mountain is located in
present-day Halcott Township, about four miles north-
west of the town of West Kill. Although there is a Fly
Mountain southwest of Kingston, New York, it is only
370 feet high, is not surrounded by other mountains, and
is certainly not near the headwaters of the Delaware. The



“F” over Cole’s writing thus might either represent a mis-
take by a later hand or, perhaps, an attempt by the artist
himself at a phonetic spelling because the “V” in Vly
might well have sounded like an “F” in local pronuncia-
tion.

12. These foreground details recall the highly expres-
sive studies of trees and vegetation Cole made in 1823; see
Merritt 1982, nos. 1—7; and Parry 1990, 7-17.

13. For E. P. Richardson 1976, go, the painting ex-
pressed Cole’s “feeling for the beauty of the vast, wild,
untamed continent so unlike the inhabited landscape of
the Old World.”

14. “Sketchings; Exhibition of the National Acade-
my of Design, No. IIL,” The Crayon 1, 11 April 1855, 234.
Wolf 1982, chap. 5, while not discounting the importance
of the wilderness theme, provides a markedly different
interpretation of Sunrise in the Catskills using the psycho-
analytic theories of Freud and Jacques Lacan. Parry
takes vehement exception to Wolf’s approach; see Parry
1988, 43-45; and Parry 1991, 391-392.

15. Thoreau 1849, 44. Beecher, “A Discourse on
Flowers,” 1855, 95—96, also singled out the mullein.

16. Letter of 27 December 1826 from Gilmor to Cole,
as quoted in Merritt, “Correspondence,” 1967, 47.
Gilmor had difficulty finding a place to hang Sunrise in the
Catskills and almost a year later admitted it was among
the “at least 15 to 20 pictures which I have not room to
hang up” (letter of 5 December 1827, as quoted in Mer-
ritt, “Correspondence,” 1967, 52).

17. Sunny Morning on the Hudson River (1827, MFA)
elaborates on this compositional scheme and has a fore-
ground that is similarly devoid of people; however, the
majority of Cole’s landscapes after 1826 do include
figures of people or animals.

18. As quoted in Vesell 1964, 41-42.
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Italian Coast Scene with Ruined Tower

1838
Oil on canvas, 86.4 x 116.8 (34 % 46)
Gift of The Circle of the National Gallery of Art

Inscriptions
At lower right: T. Cole [last letter partially obscured by
rock]

Technical Notes: The support is a medium-weight,
coarsely textured plain-weave fabric that has been lined.
Although the original tacking margins have been re-
moved, there is cusping along all four edges. The mor-
tise-and-tenon panel-back stretcher appears to be origi-
nal. The continuous ground layer is off-white and of
medium thickness. A thin pink imprimatura was applied
over the ground in the areas of the sky and water; the
land forms and tower were painted directly on the white
ground. The paint was built up with rich, slightly blend-
ed, flowing strokes that give the painting a distinctly
brushy quality with low impasto. Infrared reflectography
shows extensive underdrawing defining major composi-
tional elements in several areas. The only area indicating
significant changes is along the horizon at the left, where
underdrawing shows another island with arched archi-
tectural forms; the position of the moon was changed sev-
eral times. There are no major losses and only scattered
areas of small paint loss, particularly in the sky. Some
darker areas, especially the foreground hillside and the
tower, have drying cracks that were minimized by in-
painting in 1993.

Provenance: Possibly Hugh D. Scott, Boston, Massa-
chusetts; his daughter, Helen Livingston Scott Greenway
[1903-1980], Wellesley and Needham, Massachusetts;’
her son, James C. Greenway 111, Fairfield, Connecticut,
and Easton, Maryland, 1962-1993; sold through (Martin
Chasin Fine Arts, Fairfield, Connecticut).

Exhibited: Possibly Athenacum Gallery, Boston, 183g.%

Italian Coast Scene with Ruined Tower, unknown to
modern scholarship on Cole until its acquisition by
the National Gallery in 1993, is a significant docu-
ment in the story of the artist’s long-time fascination
with Old World ruins. In “Essay on American
Scenery” of 1836, Cole compared the landscape of
the New World to that of Europe, noting: “ Ameri-
can associations are not so much of the past as of the
present and the future. Seated on a pleasant knoll,
look down into the bosom of that secluded val-
ley. . . . You see no ruined tower to tell of outrage—
no gorgeous temple to speak of ostentation.”3 Dur-
ing his first trip to Europe, 1829-1832, Cole saw
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Fig. 1. Thomas Cole, Torre Maschio, Volterra, Italy, pencil, 1831,
The Detroit Institute of Arts, Founders Society Purchase,
William H. Murphy Fund, 39.562.35
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many ruined towers and ostentatious temples, both
actual ones in real landscapes and painted ones in
the canvases of Claude Lorrain (1600-1682), Sal-
vator Rosa (1615-1673), and other Old Masters.
Contemplating the ruins of man’s most ambitious
structures—whether medieval buildings in Britain,
the Colosseum in Rome, the Claudian aqueduct in
the Campagna, or Greek temples at Paestum—re-
leased a veritable flood of associations in Cole. A
landscape with a ruined tower or temple was for
him “ground which has been the great theater of
human events. .. made sacred in our minds by
heroic deeds and immortal song—over which time
and genius has suspended an imperishable halo.”*

It did not take Cole long to begin expressing such
sentiments in his art; ruins became a favorite sub-
ject. His European sketchbooks contain many stud-
ies of ruins, and ruined structures began appearing
in his finished paintings as early as 18g2. In many
instances, it was the architecture of the classical past
that fired his imagination, as in Aqueduct near Rome
(1832, Washington University Gallery of Art, St.
Louis). Indeed, the imaginary civilization in his
great five-part series The Course of Empire painted for
the New York patron Luman Reed (1833-1836,
NYHS) was modeled on ancient Rome. But the ar-
chitectural relics of the Middle Ages fascinated
Cole. He wrote of Gothic architecture: “Allis lofty,
aspiring and mysterious. Its towers and pinnacles
climb toward the clouds like airy fabricks. Ever
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hovering on the verge of the impossible, on it the
mind does not dwell with satisfied delight, but takes
wing & soars into an imaginary world.”S Cole
found circular fortified towers particularly appeal-
ing and powerfully evocative of the age of chivalry
and feudal warfare. He had ample opportunity to
see such towers in England and Italy, and their
lonely locations, guarding strategically important
sites such as harbors, coastlines, or mountain pass-
es, must have struck him as particularly rich in
pictorial possibilities. The tower of the great four-
teenth-century fortress at Volterra—“a fine speci-
men of Castle architecture ”—became the subject of
a detailed drawing (fig. 1).°

That Cole was susceptible to the associations en-
gendered by ruined towers owed a great deal to his
own romantic sensibilities and the expectations he
had for how the European landscape should look—
sensibilities and expectations that had been shaped
by art. Many of Claude’s compositions included
prominent sentinel towers.” Ruined castles also
populated Rosa’s paintings. (In his small oil study
Salvator Rosa Sketching Banditti [c. 1832, MFA] Cole
included a ruined circular tower perched on the
background cliffs.) But even more important, John
Constable (1776-1837), whose works he had long
admired, featured a ruined tower in a painting Cole
surely knew.® One of the first things Cole arranged
upon his arrival in England in 1829 was an intro-
duction to Constable, and at the June exhibition of
the Royal Academy he had the opportunity to
study the monumental Hadleigh Castle: The Mouth of
the Thames— Morning After a Stormy Night (fig. 2). Ru-
ined Tower (fig. 3) indicates just how strongly Cole
was affected by Constable’s painting, for in virtual-
ly every significant respect it is a mirror image of the
Constable. A shattered circular tower stands high
on a hill overlooking the water, with a stormy,
cloudy sky above; wheeling birds encircle the tow-
er, and plants festoon every nook and cranny of the
dilapidated masonry.?

Constable’s Hadleigh Castle held more than its
powerful formal beauty as a drawing card for Cole.
When it was shown at the Royal Academy lines
from James Thomson’s well-known “The Seasons”
accompanied the catalogue entry:

Wildly, through all his melancholy bounds
Rude ruins glitter; and the briny deep,
Seen from some promontory’s top,

Far to the dim horizon’s utmost verge
Restless, reflects a floating gleam.™

The poetry, so suggestive of nature’s restless energy
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dent; however, Cole used it to set the time in the
past, for he had based the painting on Byron’s po-
em “Parasina,” a tale of tragic love that is set in the
Renaissance.’* Cole also used a tower as the subject
for one of the four door panels he painted in 1836 for
Reed’s picture gallery, for which the initial plans
reportedly involved a complicated series of ideas
centered around the theme of the Four Elements,
with the ruined tower symbolizing earth.'3 Because
the final panels— The Mullein Stalk, The Ruined Cas-
tle, Balloon Ascension (all Wadsworth Atheneum,
Hartford), and Seascape with Waterspout (Alexander
Gallery, New York)—do not precisely correspond
with the elements (there is no image of fire), it is pos-

sible that Cole intended other associations. In par-

Fig. 2. John Constable, Hadleigh Castle, oil on canvas, 1829, . .
ticular, the four may be read as two pairs: The

New Haven, Yale Center for British Art, Paul Mellon Collection,
Big77.14.42

and the transience of human endeavors, unques-
tionably appealed to Cole, who was both poet and
painter.

In the 1830s Cole featured medieval towers in
several works. A ruined circular tower appears
prominently in one of his first major European
paintings, Landscape Composition, Italian Scenery (c.
1831-32, Memorial Art Gallery of the University of
Rochester; see fig. 3, p. 90), and in a small, possibly
related, oil study entitled Castle and River (c. 1832,
The Brooklyn Museum).** In his Landscape ( Moon-
light) of circa 1833-1834 painted for Luman Reed
(NYHS), the circular tower is not ruined but still in
use, as its intact roof and lighted window make evi-

Fig. 3. Thomas Cole, Ruined Tower, oil on canvas,
Collection of the Albany Institute of History & Art, 1965.1

Moullein Stalk and The Ruined Castle feature promi-
nently grounded vertical objects silhouetted against
the sky; Seascape with Waterspout and Balloon Ascension
depict something airborne. Given the association of
the mullein with the New World (see p. 77) and of
medieval ruins with the Old World, it seems possi-
ble Cole was drawing in the first pair a contrast be-
tween America and Europe. In a parallel way, the
other pair might have represented on the one hand
nature’s untamed force and, on the other, man’s
mastery of the elements.

In 1838 Cole’s interest in painting ruined towers
resurged. Two commissions seem to have been in
large part responsible. First, in December 1837
Cole received an order from the New York collector
Thomas Hall Faile for a 34— by 46-inch canvas de-
picting a “Scene from the Corsair”; however, Cole
crossed out this notation and wrote in “My own
choice of Subject Something of Chivalry Days.”*
The second commission, from Peter G. Stuyvesant,
was for a pair of pictures, but no subject was imme-
diately specified. Cole’s satisfying of these two com-
missions must be considered in some detail here, for
the National Gallery’s ltalian Coast Scene with Ruined
Tower was an indirect result of that process.

Cole began with Faile’s commission, which, his
journal entry indicates, was to be a landscape with
Medora and Conrad based on Byron’s narrative
poem “The Corsair.” As Parry has discussed, Cole
ran into problems with this subject almost immedi-
ately, but did get as far as envisioning a landscape
depicting the corsair’s rocky island, complete with a
tower, and a sunset over the ocean.'s> Worried that
the figures would prove too small to satisfy Faile, in
January 1838 he proposed a new subject drawn
from Coleridge’s “exquisite poem called an ‘Intro-



duction to the Tale of the Dark Ladie.’” In partic-
ular, Cole had in mind the following lines:

Oh! ever in my waking dreams

I dwell upon that happy hour

When midway on the mount I sate
Beside the ruined tower.

The moonshine stealing over the scene
Had blended with the lights of even;
And she was there, my hope, my joy,
My own dear Genevieve.

She lean’d against the armed man,
The statue of the armed Knight,
She stood and listened to my Harp
Amid the lingering light.

I play’d a sad and doleful air

I sang and old and moving story—
An old rude song that fitted well
That ruin wild and hoary.*®

Faile apparently readily agreed to this change, for
Cole produced a small oil (fig. 4) that must have
been a study for the proposed picture. The rocky
setting and ruined tower were retained, but the lo-
cale is in the mountains over which the moon is ris-
ing rather than the sun setting, in keeping with the
poetic source. If Cole did produce this sketch soon
after proposing the new subject, he seems not to
have begun a larger canvas based on it immediate-
ly because other matters diverted him. In February
he received further word from Stuyvesant saying
that he would be happy to accept two pictures like
those Cole had painted for the Rensselaer family
(that is, Departure and Return, 1837, CGA). This
must have set his mind to musing on how he might
produce yet another pair of major works on a me-
dieval theme. In March, Cole turned his attention
to another subject on his mind, creating (without a
patron) a major picture called The Dream of Arcadia
(Denver Art Museum) that was set in the classical
past.

By May 1838 Cole was apparently ready to be-
gin work again on Faile’s commission, but his mood
was troubled. As he wrote in his journal on the 1gth:

When I remember the great works produced by the mas-
ters, how paltry seem the productions of my own pencil;
how unpromising the prospect of ever producing pictures
that shall delight, and improve posterity, and be regard-
ed with admiration and respect. Is it my own deficiency,
or the fault of the times and the society in which I live?
This I know, I have the ambition, the desire and industry
to do as much as any man has done....I do feel that I
am not a mere leaf-painter. I have higher conceptions
than a mere combination of inanimate, uninformed na-
ture. But I am out of place; every thing around, except

nature herself, conflicts with my feelings: there are few
persons of real taste; and no opportunity for the true
artist to develop his powers.'?

Cole expressed such sentiments throughout his ca-
reer (although not always with such assertive clari-
ty); indeed, this personal struggle was the central
element in what was for him a recurring artistic cri-
sis. And, in this instance, Cole’s feelings were
sufficiently troubled to interfere with his ability to
paint and to complete the commission for Faile. As
he wrote to Asher B. Durand the following day:

Fig. 4. Thomas Cole, Genevieve, oil on canvas,
private collection, photograph courtesy of Kennedy Galleries,
Inc., New York

You ask me what I am doing. Alas, scarcely anything. I
commenced Mr. Fails’ [sic] picture, dashed along and the
road seemed all clear, but staring about me my Hack got
capsized into a Bog & there I have been floundering day
after day—ragged[?] & [word illegible] I’m out at last but
my Hack & Steeds are clean gone. In fact I commenced
with Sweet Genevieve & her Lover & have ended with a
Solitary Tower & Shepherd Boy looking dead into the
moon’s eyes. My subject was swamped. I must attempt
something else for Mr. Fail. I am sorry very sorry but it
can’t be helped. You shall see the pieced[?] fragments
when I come down.™®

We may surmise that as Cole began work on Faile’s
picture, the conception of which had already given
him trouble, he decided hisimagination was shack-
led by a subject that did not fully interest him. More
to the point, to judge from his words of 1g May, Cole
was chafing—as he so often did—under the de-
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mands of producing a picture suitable to a general
standard of taste that he perceived as wanting. His
“higher conceptions™ had collided with the prag-
matic task of producing a suitably finished work
that was an illustration of someone else’s poetic im-
agery. Technical evidence suggests that Cole did
not get very far in transferring the essential elements
of his sketch for “Genevieve” to the larger canvas,
for there is no trace of the distant mountains or the
figures in the underdrawing. In the end, unable to
complete what he had set out to paint, Cole trans-
formed his picture into something completely
different: “A Solitary Tower & Shepherd Boy look-
ing dead into the Moon’s eye.”"?

Ttalian Coast Scene with Ruined Tower, the result of
this remarkable transformation, thus speaks tel-
lingly of the complexity of Cole’s vision and artistic
process at a moment when doubts and dissatis-
faction were compelling him to rethink and even
redirect his art. He had recently reinvigorated his
depiction of the American landscape in such works
as The Oxbow (1836, MMA) and Schroon Mountain
(1838, Cleveland Museum of Art). Departure and
Return, with their mingling of the elegiac and the
tragic, had convinced Cole that he could achieve a
new level of poetic meaning and sentiment in pic-
tures of his own conception. But as his notebook of
22 May makes clear, there were problems.

I am now engaged in painting a Picture representing a
Ruined & Solitary Tower that stands on a craggy
promontory whose base is laved by a calm unruffled
ocean. Some rocky Islets rise from the sea at various dis-
tances, but the line of the Horizon is unbroken but by the
Tower. The spectator is supposed to be looking east just
after sunset. The moon is ascending from the ocean like
a silver vapour. around her are towering clouds still light-
ed by the sun. The Moon the Clouds the Islets are all
reflected in the tranquil waters. On the summit of the cliff
around the ruin & on the grassy steeps below are seen
sheep & goats & in the Foreground seated on some frag-
ment of the Ruin is a lonely Shepherd. he appears to be
gazing intently on a distant vessel that lies becalmed on
the deep. Sea Birds are flying around the Tower & afar
till almost invisible through distance below his feet. This
picture will not be painted in my most finished style; I
think it will be poetical, there is a stillness, a loneliness
about it that may reach the Imagination. The mellow
subdued tone of Evening Twilight, the silvery lustre of
the rising moon, the glassy ocean which mirrors all upon
its Bosom, the ivy-mantled Ruin, the distant Bark, the
solitary Shepherd Boy who apparently in dreams of dis-
tant lands suggested by the sagging [?] sail, has forgotten
that night approaches & his flocks are yet straggling
among the rocks & precipices around. These objects
combined must surely, if executed with ordinary skill
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produce in a mind capable of feeling, a pleasing & poet-
ical effect—a sentiment of tranquility and solitude. But
this picture will probably remain on my hands. it is not
the kind of work to sell—it would appear empty & vague
to the multitude. Those who purchase pictures alas are
like those who purchase merchandise they want quantity,
material—they want something to show, something pal-
pable—things not thoughts.*°

Cole was describing Italian Coast Scene with Ruined
Tower, without question less finished and more sug-
gestive than works of the same period such as Schroon
Mountain or Dream of Arcadia, and forward looking,
in that its expansive sky and fresh sense of light and
atmosphere suggest effects found in works of the
mid and late 1840s such as Home in the Woods (1847,
Reynolda House Museum of American Art, Win-
ston-Salem). But what most distinguishes it today is
precisely what the artist hoped would give it special
resonance: “a pleasing & poetical effect—a senti-
ment of tranquility and solitude.” And that, too, is
forward-looking, although its impact was more im-
mediate. In the autumn of 1838 Cole would at last
turn his attention to the Stuyvesant commission for
two pictures on a medieval theme. His experience
painting ltalian Coast Scene with Ruined Tower must
have convinced him anew of the great possibilities of
the subject, for he chose a circular medieval tower
as the central motif of this new pair. The result was
Past, showing the tower and its castle as they were
originally, and Present (both 1838, Mead Art Muse-
um, Amherst College), showing them in ruins. And
of these two, the latter, with its “massive and lofty
tower that seemed to bid defiance to man and the
elements [now] dilapidated and crumbling to de-
cay,” ranks as one of Cole’s most evocatively beau-
tiful works.?* Cole was greatly pleased with it and
painted several close variants, including Landscape
with Tower in Ruin (1839, Gurrier Gallery, Manches-
ter, New Hampshire) and An ltalian Autumn (1844,
MFA).

In the end, ltalian Coast Scene with Ruined Tower,
like so much of Cole’s art, was the result of a com-
plicated, but imaginatively rich, sequence of events.
What began as an attempt to illustrate a poetic
source, first Byron, then Coleridge, ultimately
turned into a completely personal statement. And
this personal statement, in turn, both drew from the
artist’s past experience and from earlier works like
Ruined Tower (fig. ) and informed the great works
that would follow. Yet [talian Coast Scene with Ruined
Tower 1s not merely transitional. It also stands as a
fully successful and deeply affecting work in its own



right, a pictorial equivalent of sentiments concern-
ing the mutability of man’s creations and the fleet-
ing nature of life that Cole so often expressed in his
poetry:

Or is it that the fading light reminds

That we are mortal and the latter day

Steals onward swiftly, like the unseen winds,

And all our years are clouds that quickly pass away.??
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Notes

1. A temporary loan label on the stretcher from the
Museum of Fine Arts, Boston, states that the picture was
lent to the museum by Mrs. Augustin H. Parker, Charles
River, Massachusetts, from January to April 1934 (infor-
mation provided by Eric Hirschler, Assistant Curator of
American Paintings, MFA, in a telephone conversation
with the author, 22 June 1993). According to James C.
Greenway III, no one by that name ever owned the
painting; his mother, Helen Livingston Scott Greenway,
did, however, reside on Charles River Street in Boston at
one point during the time she owned the picture (infor-
mation provided by Martin Chasin, in a telephone con-
versation with the author, g1 October 1995).

2. No. 140, “Italian Seashore, with Tower,” owned
by R. S. Fay; see Perkins and Gavin 1980, 38.

3. Thomas Cole, “Essay on American Scenery,”
American Monthly Magazine 1,1836.

4. Thomas Cole, “Essay on American Scenery,”
American Monthly Magazine 1,1836, 3.

5. Cole, “Letter to the Publick,” Cole papers, New
York State Library, Albany, as quoted in Parry 1988,
206.

6. See Cole 1991, 6.

7. Chambers 1983, 13.

8. Parry 1980, 36, 45.

9. Chambers 1983, 10.

10. Royal Academy catalogue June 1829 as quoted in
Chambers 1983, 14.

11. For a reproduction of the latter, see Powell 1990,
56.

12. See Foshay 1990, pl. 3, 75, 126-127.

13. Parry 1980, 33—45; see also Foshay 1990, 119.

14. Cole papers, New York State Library, Albany, as
quoted in Parry 1988, 200.

15. Parry 1988, 202.

16. Cole to Asher B. Durand, g1 January 1838, Cole
papers, New York State Library, Albany, as partially
quoted in Parry 1988, 202. Cole, who was stranded in
Catskill because of severe winter weather, was using Du-
rand as a go-between in his negotiations with Faile in
New York. His transcription of Coleridge’s verses was in-
exact, and he omitted one stanza; see Ashe 1893, 2:
39—40, 300—30I.

17. Cole, journal entry of 19 May 1838 as quoted in
Noble 1853, 195-196.

18. Cole, journal entry of 20 May 1838, Cole papers,
New York State Library, Albany.

19. In 1841 Faile finally received Landscape, The Vesper

Hymn: An Italian Twilight (Toledo Museum of Art); see
Strickler 1979, 35.

20. Cole, journal entry of 22 May 1838, Cole papers,
New York State Library, Albany. This passage is also
quoted in Noble 1853, 196, but with considerable amend-
ments and deletions; the version in Noble also appears in
Goldwater and Treves 1945, 281-282.

21. Cole 1848, 17.

22. Tymn 1972, 78—79: “Evening Thoughts.”
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1967.8.1 (2328)

A View of the Mountain Pass Called
the Notch of the White Mountains
(Crawford Notch)

1839
Oil on canvas, 102 x 155.8 (40 %16 X 61%16)

Andrew W. Mellon Fund

Inscriptions
Atlower left: T. Cole. / 1839

Technical Notes: The support is a fairly rough woven
fabric that has been lined. The ground appears to be
white and infrared reflectography reveals considerable
underdrawing. The paint was applied using a great vari-
ety of techniques, ranging from smoothly textured pas-
sages, such as in the sky, to loose, energetic, and heavily
impasted brushwork in the foreground. Under the moun-
tains and in the stormy half of the sky, a reddish brown
imprimatura layer appears to have been used. Generally
the paintingisin very good condition, with only scattered
small losses, some slight abrasion in the sky, and some
minor flattening of the highest areas of impasto. The var-
nish has become slightly discolored.

Provenance: Commissioned 1839 by Rufus L. Lord
[1782-1869], New York." Jonathan Sturges [1802-1874],
New York, and Fairfield, Connecticut;? his son, Henry
C. Sturges [d. 1924], Fairfield, Connecticut; his wife,
Mrs. Henry C. Sturges, Fairfield, Connecticut; LeRoy
Ireland, Philadelphia, probably early 1930s, but certain-
ly by 1944;® purchased June 1944 by (Vose Galleries,
Boston);* sold 5 April 1945 to Sanitary Scale Company,
Belvidere, Illinois;’ acquired 1966 by (Kennedy Gal-
leries, New York).
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Exhibited: NAD, New York, 1840, no. 49, as 4 View of
the Mountain Pass called the Notch of the White Mountains. Cat-
alogue of Pictures by Thomas Cole N.A., NAD, 1843-1844,
no. g, as A View of the Notch in the White Mountains, New-
Hampshire. Exhibition of Paintings of the Late Thomas Cole,
American Art-Union, New York, 1848, no. 40, as 4 View
in the Notch of the White Mountains of New Hampshire. Inness
and the Hudson River School, Robert C. Vose Galleries,
Boston, 1944, no. 40, as The Notch of the White Mountains.
The Hudson River School, AIC; WMAA, 1945, no. 64, as
The Pass Which is Called “The Notch of The White Mountains
( Crawford Notch, New Hampshire).” Thomas Cole, One Hun-
dred Years Later, Wadsworth Atheneum, Hartford,
1948-1949, no. g1, as The Pass which is called “The Notch of
the White Mountains.” Paintings, Drawings, and Sculpture Col-
lected by Yale Alumni: An Exhibition, YUAG, 1960, 33, no.
32, as The Pass Called “The Notch of the White Mountains.”
Thomas Cole, Memorial Art Gallery of the University of
Rochester; Munson-Williams-Proctor Institute, Utica;
Albany Institute of History & Art; WMAA, 1969, no. 39.
Our Land, Our Sky, Our Water: An Exhibition of American and
Canadian Art, International Exposition, Spokane, 1974,
no. 1. En Ny Virld: Amerikanst landskapsmdleri 1830~ 1900
och ett urval samtida skandinaviskt landskapsmaleri, National-
museum, Stockholm; Gothenburg Art Museum, Swe-
den, 1986-1987, no. 26, as Pass in The White Mountains
(Notch in the White Mountains). Thomas Cole: Landscape in-
to History, NMAA; Wadsworth Atheneum, Hartford;
The Brooklyn Museum, 1994-1995, fig. 67.

IN THE suMMER of 1826 Daniel Wadsworth,
Cole’s wealthy patron from Hartford, made a tour
of the White Mountains of New Hampshire.
Wadsworth was deeply impressed by the rugged
beauty of the area, which is characterized by nu-
merous dramatic peaks (including Mount Wash-
ington, the highest point in the northeastern United
States), precipitous valleys, and striking glaciated
rock formations. The following year he recom-
mended Cole take a similar tour, and provided a
detailed itinerary that included Crawford Notch.$
After two weeks sketching in the White Mountains,
Cole declared himself “encompassed by beautiful
scenery.”” He had already come to know the par-
ticular charms of the Catskills and the environs of
Lake George, but this landscape affected him even
more powerfully: “It is here, in such sublime scenes
that man sees his own nothingness; and the soul feels
unutterably. 8

Thus began for Cole an association with the
White Mountains that would bear fruit in many fine
and important pictures over the rest ofhis career. In
the months following his return to New York he
painted works featuring readily identifiable New
Hampshire scenery for Robert Gilmor (Corroway
[Chocorua] Peak, N. H., After Sunset, 1827, location
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unknown), for Wadsworth (View in the White Moun-
tains, 1827, and View on Lake Winnipiseogee [ sic], 1828,
both Wadsworth Atheneum, Hartford), and for
Stephen Van Rensselaer (Landscape view on the Win-
mipisogn [sic] Lake, c. 1827—28, Albany Institute of
History & Art), among others. Cole also drew on
specific elements of the White Mountains—
Chocorua and Lake Winnipesaukee in particular,
in formulating the two versions of T#e Last of the Mo-
hicans painted for Wadsworth (Scene_from “The Last
of the Mohicans,” Cora Kneeling at the Feet of Tamenund,
1827, Wadsworth Atheneum) and Gilmor (Scene
Sfrom “The Last of the Mohicans,” 1827, New York
State Historical Association, Cooperstown).

The features of Crawford Notch, however, do
not seem to have entered his pictorial vocabulary
immediately. The notch, one of three famous deep
valleys in the heart of the White Mountains (the
others are Pinkham Notch and Franconia Notch),
was first seen by white men in 1771. It quickly be-
came an important route through the mountains,
with a primitive road built by the 1780s.9 A more
substantial turnpike was completed in 1804, and
before long it had become a regular stop on tourist
itineraries. The scenery alone, including distinctive
Mount Webster (altitude 3,875), with its nearly
perpendicular granite cliffs and celebrated Silver
Cascade, and tiny Saco Lake, source of the Saco
River, were initially more than enough to guaran-
tee the region fame. But a particular event caused
Crawford Notch to enter the realm of legend. This
was the avalanche of 29 August 1826, which swept
away the entire family of Samuel Willey, who had a
small farm in the very midst of the notch. An un-
usually hot and dry summer had made the slopes of
the area particularly susceptible to disturbance,
and a sudden downpour broke loose a stream of
rock and debris that hurtled some 2,000 feet direct-
ly toward the Willey’s House. The family, hearing
the noise, fled their home for a safer haven. Instead,
they ran into the very path of disaster; at the last
moment the slide divided, changed course, and
missed the house completely. A rescue party arriv-
ing the next day searched feverishly for the family.
The bodies of Mr. and Mrs. Willey, two children,
and two farmhands were eventually located, but no
trace of the other three children was ever found.™

The dramatic and tragic story of the Willey
family’s demise, so symbolic of man’s frailty in the
face of wild nature, and of the ultimate uncertainty
of life itself and the power of divine will, became
widely known. It inspired numerous literary treat-



ments, among the most prominent of which were Ly-
dia Sigourney’s “The White Mountains: After the
Descent of the Avalanche in 1826 (1828), Grenville
Mellen’s long poem, “The Buried Valley” (1833),
“The Ambitious Guest” (1835), one of Nathaniel
Hawthorne’s “Twice-Told Tales,” and Isaac
McLellan’s Avalanche of the White Hills (1846)."* Cole
himselfrecalled in the autumn of 1828:

The sight of that deserted dwelling the Willie [sic] House
standing with a little patch of green in the midst [of] the
dread wilderness of desolation called to mind the horrors
of that night the 28th of August 1826 when these moun-
tains were deluged and rocks and trees were hurled from
their high places down the steep channelled sides of the
mountains. . . . A dreadful mystery hangs over the events
of that night—We walked among the rocks and felt as
though we were but as worms insignificant and feeble for
as worms a falling rock could crush us—We looked up at
the pinnacles above us and measured ourselves and
found ourselves as nothing—*?

Obviously aware of potential interest in images of
the now-famous site, Cole around 1828 prepared a
lithograph (fig. 1).3 It and a drawing from Cole’s
second visit to the site in 1828 (fig. 2) were his only
depictions of Crawford Notch until ten years later.™*

The circumstances that led Cole once again to
the subject of Crawford Notch, and to paint this
major work—A4 View of the Mountain Pass Called the
Notch of the White Mountains (Crawford Notch)—are
known in detail.’s In 1831 while he was residing in
Florence, Cole met Rufus L. Lord (1782-1869).
Lord, having retired the year before after making a
fortune in the dry goods business, was on a tour of
Europe and was acquiring works to furnish the
large new house he had constructed on St. John’s
Parkin New York. In June 1831 Lord commissioned
a work from Cole, leaving the subject up to the
artist, but stipulating that it fit one of the mantel-
pieces in his parlor measuring 5'2 to 6 feet in
width.’ Cole completed that picture, Landscape
Composition, Italian Scenery (fig. 3) the following sum-
mer. With its assemblage of elements—wayside
shrine, rustic wooden bridge, ruined medieval tow-
er, hill town, and picturesque staffage—this paint-
ing was a composite view of Italian scenery, evok-
ing both the past and the present. Cole’s experience
of the landscape of the Old World, and of Italy in
particular, had led him to think of paintings that
would take the cycles of time for their subject. (Ul-
timately that train of thought would find fullest ex-
pression in the five-part Course of Empire [1832-1836,
NYHS], which Cole began for Luman Reed fol-

Fig. 1. Anthony Imbert, Distant View of the Slides that Destroyed
the Whilley [sic] Family, lithograph, c. 1828-1829, Collection of the

Albany Institute of History & Art, 1965.68.4

lowing his return to New York in 1832, but such
ideas informed numerous other works, including
Landscape Composition, Italian Scenery.) Indeed, Lord’s
picture, with its background sentinel mountain
symbolizing (as does the very similar mountain in
the Course of Empire series) the enduring permanence
of nature, reads as one of Cole’s first attempts to con-
vey complex issues concerning man, his achieve-
ments, and the cycles of time through landscape
imagery.

In 1839 Lord gave Cole a second commission:
“For R. L. Lord, New York a picture as companion
to the one he now possesses—size 5 ft. by g ft., 4 in.
subject American scenery.”'7 From this it would
seem that other than specifying the nationality of

Fig. 2. Thomas Cole, White Mountain Notch, pen and black ink
on paper, 1828, The Detroit Institute of Arts, Founders Society

Purchase, William H. Murphy Fund, 39.196.12A




the new picture, Lord again left the specific subject
up to Cole. Most of Cole’s creative energy in the late
1830s had gone into the production of elaborately
conceived imaginary works, including Departure
and Return (both 1837, CGA), Past and Present (both
1838, Mead Art Museum, Ambherst College), and
Dream of Arcadia (1838, Denver Art Museum), but
this same period had also seen the creation of two
major American scenes, 7he Oxbow (1836, MMA)
and Schroon Mountain (1838, Cleveland Museum of
Art). For each of the two grand American scenes,
Cole had begun by making a detailed pencil sketch

Fig. 3. Thomas Cole,
Landscape Composition: Italian
Scenery, oil on canvas,
1831-1832, Memorial Art
Gallery of the University of
Rochester, Purchased
through the Marion Stratton
Gould Fund and with the gift
of Mr. and Mrs. Thomas

H. Hawks, 71.73

that subsequently served as the basis for the finished
canvas. Precisely that same process would lead to
Crawford Notch.

In late June and early July 1839 Cole traveled to
the White Mountains in the company of fellow
painter Asher B. Durand.” By g July they were at
Crawford Notch.' Cole made his own drawing of
the site (fig. 4), which in its detailed nature and its
extensive notations suggests Cole already had in
mind a finished picture.* Indeed, the elaborateness
of this drawing contrasts with Cole’s usual, more
summary manner, making it evident he took pains

Fig. 4. Thomas Cole, Notch
in the White Mountains from
above/with the Notch House
[Crawford Notch], pencil, 1839,
Thomas Cole Sketchbook,
Folio 4 recto, The Art
Museum, Princeton
University, Gift of Frank
Jewett Mather, Jr.




Thomas Cole, A View of the Mountain Pass Called the Notch of the White Mountains ( Crawford Notch), 1967.8.1
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to record every salient feature of the scene, includ-
ing the profile of Mount Webster, the steep walls of
the notch itself, with the rocky outcropping known
as the “Elephant’s Head ” immediately above at the
left, and the well-known Notch House, an inn es-
tablished by Abel Crawford and his son Ethan
Allen Crawford in 1828.%" Nevertheless, Cole did
make some exaggerations to the actual topography:
Mount Webster is too steep and the rock walls of the
notch are too close.??

Cole may have begun work on the painting im-
mediately upon his return to Catskill in late July
1839, but he did not finish the picture until late in
the year. (The artist presented Lord with a bill for
$500 the following March.)?3 The fairly extensive
use of underdrawing suggests that Cole transferred
much of his pencil sketch to the canvas itself. In-
deed, the painting does closely follow the draw-
ing—with certain changes and additions. Cole re-
placed the rather confusing foreground jumble of
stumps arrayed across the space with two blasted
trees flanking the composition and two sawn stumps
in the middle. The drawing shows little evidence of
a path or roadway, but in the painting a clear path
runs diagonally into the picture space, leading to
the Notch House, and then zig-zagging through the
notch. Along it rides a man on a black horse; two
figures and a dog stand near the inn; in the distance
a stagecoach is about to pass through the notch. The
barn, which in the drawing is close to the Notch
House, has been moved further to the right and di-
minished in scale. The drawing has some scattered
lines in the sky vaguely suggesting a specific meteor-
ological effect, but the grandly conceived atmos-
pheric drama of the painting must have been whol-
ly invented by the artist. And, of course, the
autumnal colors of the painting were obviously not
present when Cole sketched the site in July.

The resultant painting must be considered one of
Cole’s finest American scenes of the late 18g0s and,
indeed, of his entire career. It was an immediate
success when exhibited at the National Academy of
Design in the spring of 1840, being singled out for
particular praise by the critic of the Knickerbocker:
“Thisis truly an American picture. The boldness of
the scenery itself, the autumnal tints which are
spread over the forest, and the wild appearance of
the heavens, give it a character and stamp that we
never see in the works of foreign schools; and we
pronounce the artist a master, without a rival
among his own countrymen. %+ Although the eval-
uation is couched in language that borders on the
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clichéd, even for criticism of the 1840s, it under-
scores an important point: A major part of the
painting’s appeal lay in its stirring evocation of
national scenery. It still holds that appeal today.
But grasping Cole’s full achievement here, as in so
many of his works, requires tracing the multiple
threads of deeper meaning that are so deftly woven
within his pictorial imagery. Some of these mean-
ings involve associations that are generally found in
Cole’s North American landscapes; others, howev-
er, depend on issues relevant only to this particular
painting.

First, Crawford Notch, like The Oxbow and Schroon
Mountain, is fundamentally, and perhaps even obvi-
ously, a picture about the varied forces of nature.
Evidence of such forces is everywhere apparent: the
twisted trees of the foreground, the skeletal, gestur-
ing dead trees of the middle distance, the V-shape
form of the notch, seemingly riven by some super-
natural process, the upward thrusting rocky out-
crops, and the dark, sweeping clouds. Although oth-
er landscapes by Cole are equally emblematic of
natural force, Crawford Notch itself was a com-
pendium of geological processes. Some scientists
had theorized that the features of the area must have
been formed by the biblical Deluge.?s Wadsworth’s
scientist-friend Benjamin Silliman had observed
that the terrifying force of slides, such as the one that
killed the Willey family, although minor compared
to the imagined fury of the Deluge, vividly demon-
strated the effects water could have on a seemingly
immutable physical environment. Thus, this one site
engendered associations about nature’s forces that
ranged far beyond its specific identity.

Crawford Notch also vividly presents evidence of
the cycles of nature and time. The dead trees of the
foreground and middle distance offer stark contrast
to the living evergreens and brightly colored decid-
uous trees on the mountain slopes. With the coming
of winter, of course, only the evergreens would re-
tain their foliage; the other trees would enter a sea-
son of dormancy, a kind of living death. For Cole,
nature’s ever-repeating seasonal cycle, and the cy-
cle oflife and death of living things, were indicative
of a fundamental order in the working of the world.
To interrupt those processes—by, for instance,
recklessly felling trees and clearing land (something
that Cole decried throughout his career)—was to
risk upsetting the natural order. Even so majestic
and seemingly permanent a place as Crawford
Notch, which seemed to have come into being
through forces that were beyond one’s wildest



1maginings, was susceptible to change by man’s ac-
tions. The sawn tree stumps of the foreground, the
road, and the rudely cleared, stump-filled field of
the middle distance provide ample evidence of such
change. Cole, like so many others of his time, was
profoundly aware of the conundrum implicit in the
tendency to read aspects of national identity in the
physical reality of the American landscape. If the
greatness and uniqueness of the nation were
confirmed by the majesty of the land, then any
changes wrought by man on the land risked under-
mining that identity. Cole was never able to resolve
that issue in his own works, and it is one of the in-
gredients that infuses his best American landscapes
with a certain tension that augments their power
and force.

Given the prominence of Crawford Notch as the
site of the Willey disaster, and the widespread treat-
ment of that subject in contemporary literature, it
seems inescapable that at least some contemporary
viewers of Crawford Notch would have associated the
painting with the story. Cole probably welcomed
such associations, if only of the most general kind,
for they were inextricably linked with the landscape
he chose to portray. And although he did not show
the actual site of the disaster, or the Willey House
(which was still standing), he did include the bare
areas on the flank of Mount Webster where the
landslide had started. Indeed, allowing for the
slightly different vantage point and changed fore-
ground details, Crawford Notch basically repeats the
format of Cole’s earlier Dustant View of the Slides That
Destroyed the Whilley [ sic] Family (fig. 1). Yet it is also
possible that Cole intended an even more specific
association with the Willey story, or, more pre-
cisely, with the most dramatically effective literary
work inspired by it, Hawthorne’s “The Ambitious
Guest. ”?

Cole, who was extremely well read and always
alert to the pictorial possibilities of specific works of
contemporary literature, may well have found in
Hawthorne’s story ideas to work in concert with his
painting. As John Sears has shown, Hawthorne
took the well-known historical facts of the Willey
disaster and transformed them into something
more far reaching and emblematic.?” The key to
this transformation was the addition of a character
who had not been part of the historical event: the
“Ambitious Guest,” a young traveler setting out to
make a name for himself'in the world. After an ar-
duous day of travel, with the wind blowing down
the notch as if from “a great pair of bellows,” the

man stops for the night at the home of a family liv-
ing in the valley. As Hawthorne wrote: “The secret
of this young man’s character was a high and ab-
stracted ambition. He could have borne to live an
undistinguished life, but not to be forgotten in the
grave.”?® Although convinced he must make his
own path to fame and fortune, this young man is
powerfully attracted to the peaceful domestic life of
the family, realizing that for the moment his own
quest must necessarily exclude a comparable bliss
for himself. In setting up this opposition in the
young man’s feelings between personal happiness
and driving ambition, Hawthorne drew a parallel
with the American nation, which was at the point of
transforming itself from an agrarian state to one
ruled by commerce and industry. Hawthorne’s
irony is that this anonymous visitor does not live to
see his ambitions realized, for he perishes with the
family, so utterly obliterated that no one ever even
knew of his existence. The avalanche that guaran-
teed the family name immortality thus equally
guaranteed the oblivion of the ambitious guest.

Without being a literal illustration of Haw-
thorne’s tale, Crawford Notch palpably alludes to it.
There is, for instance, the figure of the youth on
horseback, who rides towards the house. Whoever
he may or may not be, this youth clearly travels
alone; that is made obvious by the contrast of the
stagecoach, a vehicle capable of transporting sever-
alindividuals (tiny faces can be made out in its win-
dows). And where this lone youth is headed is to
Crawford Notch, toward the very site of the Willey
disaster. Thus, without illustrating “The Ambitious
Guest,” Crawford Notch sets up a similar narrative,
and it is sufficiently close to suggest that Cole wasin-
deed aware of Hawthorne’s text. Without question,
the potent moralizing of “The Ambitious Guest,”
with its emphasis on the transitory nature of human
life and the illusions of ambition, would have ap-
pealed to Cole’s sensibility and would have fit per-
fectly with the themes he often expressed in his own
works.

Finally, in unraveling the threads of meaning for
Crawford Notch, we must return to its companion
painting in Lord’s house, Landscape Composition, Ital-
ian Scenery (fig. g). Since 1831-1832 Cole’s art had
matured considerably, and his ability to convey
complex meanings through paired or serial images
had advanced greatly. In the two most prominent
examples of his paired paintings from this period,
Departure and Return and Past and Present, it is evi-
dent that the underlying systems depended on em-
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phatically obvious contrasts. Departure is a vibrant
spring or summer morning with knights riding op-
timistically out of the landscape to do battle; Return
has the defeated warriors coming home on an au-
tumnal afternoon. Past and Present offer a greater
temporal contrast, showing a great medieval
fortress as the active center of life it was in its own
day and as the dilapidated ruin it has become. Sure-
ly it is reasonable to posit that a similar play of con-
trasting meanings was in Cole’s mind when he
painted Crawford Notch to accompany the Landscape
Composition, Italian Scenery. Most obviously the two
works contrast scenery of the Old World in a com-
posed view with that of the New in an actual view
and, in doing so, set up an opposition between a
world of the past and one of the present and the fu-
ture. For if the various civilizations that once held
sway in the Italian landscape have all faded from
glory, American civilization has taken only tenta-
tive hold in the wild landscape of New Hampshire
for Cole.

American associations are not so much of the past as of
the present and the future. . .. You see no ruined tower to
tell of outrage—no gorgeous temple to speak of ostenta-
tion; but freedom’s offspring—peace, security, and hap-
piness, dwell there, the spirits of the scene....And in
looking over the yet uncultivated scene, the mind’s eye
may see far into futurity. Where the wolf roams, the
plough shall glisten; on the gray crag shall rise temple
and tower—mighty deeds shall be done in the now path-
less wilderness; and poets yet unborn shall sanctify the
soil.?9

Perhaps this straightforward contrast of the old and
the new, of the past, present, and future, was all that
Rufus Lord had in mind when he commissioned an
American scene from Cole. But for Cole, ever fasci-
nated by the multiplicity of meanings that could be
expressed through landscape, it must have been
that the various threads of content possible in the
subject of Crawford Notch could be integrated into
arichly textured whole. Like The Oxbow and Schroon
Mountain, the painting reads as a potent example of
Cole’s North American landscape imagery. Thus,
the vast and unpredictable forces of nature, the cy-
cles of the season and the inexorable passing of time,
the story of a family lost in a cataclysmic natural
event, and the fictional tale of an ambitious young
man who perished before making a name for him-
self could all serve as componentsin the portrayal of
an America that was still in the process of forming
itself, of coming to terms with its identity, and of
reckoning with its own “futurity.” For the often pes-
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simistic Cole, the past was indeed prologue; the
lessons of the Old World, with its visible manifesta-
tions of failure in its ruined towers and temples,
were not enough to guarantee that the New World
would succeed. He could not reconcile that question
in his own mind—the landslide might always come,
unpredictably, even capriciously, to destroy the
family living peacefully in the midst of the glory of
nature and to dash the ambitions of the young. And
it is that unresolved tension, expressed both pictori-
ally and thematically, that ultimately animates
Crawford Notch and gives it such remarkable reso-
nance. At once vibrant, vital and beautiful, it is al-
so provocatively expressive of instability, change,
and uncertainty.
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Notes

1. Lord commissioned the painting from Cole in
1839; see Stebbins 1968, 138.

2. Although there is no documentation, the Sturges
family believed that Jonathan Sturges acquired the
painting either directly from Rufus Lord or from his es-
tate (letter of 10 November 1967 from Dudley Parker, in
NGA curatorial files). Howard Merritt concurs in his let-
ter of 29 October 1967 (in NGA curatorial files).

3. The date Mrs. Sturges sold the painting and to
whom are unknown to the Sturgeses. Parker’s letter of 10
November 1967 (in NGA curatorial files), states that it
was sold “in the depth of the great depression.” In a let-
ter of 2 June 1967 (in NGA curatorial files) Robert C.
Vose, Jr., states that Vose Galleries purchased the paint-
ing from LeRoy Ireland, who “got it from the collection
of Mr. H. C. Sturges of Fairfield, Connecticut.”

4. According to Vose (letter of 2 June 1967 in NGA
curatorial files), the painting was sold to the Sanitary
Scale Company while on view in the Hudson River School
exhibition at the AIC.

5. Letter of 13 June 1973 from John V. Farwell III (in
NGA curatorial files).

6. McNulty 1983, 8-g; see also Saunders and Raye
1981, 26-27.

7. Letter of 4 August 1827 from Cole to Wadsworth
as quoted in McNulty 1983, 10.

8. Letter of 4 August 1827 from Cole to Wadsworth
as quoted in McNulty 1983, 11.

9. See New Hampshire 1938, 393.

10. New Hampshire 1938, 391-392.

11. Lydia Sigourney, “White Mountains, After the
Descent of the Avalanche in 1826,” Ladies Magazine 1,
1828, 340-341; Mellen 1833, 267—297; Hawthorne 1835,
161-166; McLellan 1846. For an excellent overview of the
impact of the Willey disaster on contemporary American
writing and tourism, see Sears 1989, 72-86.

12. Cole, autumn 1828 journal entry, as quoted in Er-
win 1990, 30; see also Parry 1984, 39—40.

13. The print was to be published by Anthony Im-
bert, New York, but apparently was never distributed,



perhaps because of the error in the spelling of the Willey
name; see Flint 1978, 126; and Merritt 1982, 58.

14. McGrath 1980, 6061, proposes that the print was
after a now lost painting by Cole; however, Parry 1984,
45, points out that there is no evidence such a painting
ever existed.

15. See Stebbins 1968, 136-138, and Cole 1969, 27, 34.

16. Cole 1969, 27.

17. Cole papers, New York State Library, Albany, as
quoted in Stebbins 1968, 138.

18. Parry 1988, 218.

19.July g is inscribed on Durand’s drawing, Notch
House, White Mountains (NYHS); see Durand 1983, 70.

20. Hawes 1956, 7; Parry 1988, 219.

21. New Hampshire 1938, 393—394-.

22. See for comparison the photograph of the site in
Stebbins 1968, 139.

23. Parry 1988, 219; Stebbins 1968, 138. Cole’s ac-
count book, begun g November 1837 (Albany Institute of
History & Art), lists on page 13: “Rufus L. Lord, March
1840, For a Picture a View of ‘The Notch of the White
Mountains’—including frame $500.”

24. “The Fine Arts, National Academy of Design,”
Knickerbocker 16, July 1840, 81.

25. Sears 1989, 79—80.

26. The possible connection between Hawthorne’s
story and Cole’s painting was first brought to my atten-
tion in a conversation with Ulysses Dietz in 1979.

27. Sears 1989, 81.

28. Hawthorne 1835, 162.

29. Thomas Cole, “Essay on American Scenery,”
American Monthly Magazine 1,1836, 1-12, as quoted in Mc-
Coubrey, American Art, 1965, 108-109.
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1971.16.1-4 (2550-2553)
The Voyage of Life: Childhood

1842
Oil on canvas, 134.3 X 195.3 (52 7/ X 76 7/s)
Ailsa Mellon Bruce Fund

Inscriptions
Atlower left: 1842 / T. Cole / Rome

The Voyage of Life: Youth

1842
Oil on canvas, 134.3 X 194.9 (52 /s X 76 %4)
Ailsa Mellon Bruce Fund

Inscriptions

At lower left: Rome /1842 / T. Cole
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The Voyage of Life: Manhood

1842
Oil on canvas, 134.3 x 202. 6 (5278 X 79 %4)
Ailsa Mellon Bruce Fund

The Voyage of Life: Old Age

1842
Oil on canvas, 133.4 X 196.2 (52 /2 x 77 '/a)
Ailsa Mellon Bruce Fund

Inscriptions
At bottom edge, left of center: T. Cole / 1842
At bottom edge, right of center: Rome

Technical Notes: All four paintings were executed on
herringbone twill fabric with moderately fine threads
and a moderately rough surface. The paintings were
lined (apparently for the first time) and the original pan-
el-back stretchers were replaced during treatment in
1970—1971. The presence of unused tack holes and the
pattern of wear on the canvas edges suggest that the
paintings were originally stretched and painted on
slightly larger stretchers, and then restretched by the
artist on the panel-backed stretchers. All four paintings
have white ground layers; in specific areas of each paint-
ing (see individual comments, below) secondary ground
layers of different colors were applied. Infrared reflec-
tography reveals only minimal underdrawing. Paint was
applied moderately thinly and with low and broad
brushstrokes in some areas such as the skies, and more
thickly and with some high impasto in details such as the
figures and foliage. In general, the paintings are in ex-
cellent condition, with only scattered small losses, some
craquelure, and minor abrasion. In 1970-1971, discol-
ored varnish was removed and the paintings were re-
stored.

1971.16.1 ( Childhood): Secondary ground layers include
red under the top left corner; yellow under the boat and
angel; red under the center in the light area of mountain;
red under top right corner in the light area of sky; red un-
der the water around the boat. Infrared reflectography
reveals some underdrawing of mountain contours in the
right middle and far distance. There are scattered small
losses along the edges, a small loss below the boat, and
craquelure throughout.

1971.16.2 (Youth): Secondary ground layers include
yellow under the boat and surrounding area; red under
the sky across the top. Infrared reflectography reveals
underdrawing of the central mountain peak, the cas-
tle/temple, and aura. A tear in the upper center of the
sky has been repaired. There is abrasion along the lower
edges, scattered losses along the edges, and craquelure
throughout.
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1971.16.3 (Manhood): Secondary ground layers include
yellow under the figure and boat, the brown rocks, the
dark sky, and the figures in the clouds; red under the wa-
ter at lower right edge, under the water at the right side
of the boat, and under the angel and the surrounding
light area. Infrared reflectography reveals underdrawing
in the figure in the boat, with changes to the leg contours.
There are scattered small losses and craquelure through-
out.

1971.16.4 (Old Age): Secondary ground layers include
yellow under the man, the boat, and the angel; red under
the dark sky at the top right. Infrared reflectography re-
veals underdrawing in the central rock formation, with a
change of contour near the horizon line; and a possible
slight change in the man’s left hand. There is a penti-
mento of two angels at the bottom of the line of angels in
the center of the sky. There are scattered small losses and
craquelure throughout.

Provenance: Sold by the artist to George K. Shoen-
berger [1809—-1892], Cincinnati, perhaps as early as 1845
and no later than May 1846;" Shoenberger heirs, after 20
January 1892;* purchased 1908 by Ernst H. Huenefeld,
Cincinnati;? gift 1908 to Bethesda Hospital and Dea-
coness Association of Methodist Church of Cincinnati;t
sold 1971 through (Hirschl & Adler Galleries, New York).

Exhibited: Luther Terry’s studio, Orto di Napoli,
Rome, 1842.5 Annual Exhibition of Modern Artists, Piazza
del Popolo, Rome, 1842, no cat.® Second Exhibition,
Boston Artists’ Association, 1843, nos. 1—4. Pictures by
Thomas Cole N.A. . .. The Voyage of Life! A Series of Allegor-
ical Pictures, NAD, 1843-1844, nos. 1—4.7 Paintings Exhibit-
ed. .. ,PAFA,1844,n0s. 1-4. Western Art Union, Cincin-
nati, 1848, no cat. Pictures at the Ladies’ Gallery,
Cincinnati, 1854, nos. 20—23, as Infancy, Youth, Manhood,
and Old Age. A New World: American Paintings 1760-1900,
MFA; CGA; Grand Palais, Paris, 1983-1984, nos. 25—28.
The Voyage of Life by Thomas Cole, Paintings, Drawings, and
Prints, Museum of Art, Munson-Williams-Proctor Insti-
tute, Utica, 1985, nos. 33, 38, 41, 46. Thomas Cole: Land-
scape into History, NMAA; Wadsworth Atheneum, Hart-
ford; The Brooklyn Museum, 1994-1995, figs. 115-118.

THESE FOUR PICTURES are the second version of
Cole’s most famous series, The Voyage of Life; the first
set of paintings, which these essentially replicate,
was completed in 1840 and is in the collection of the
Munson-Williams-Proctor Institute in Utica, New
York (figs. 1—4). Given the close association of the
two versions and their shared iconography, it is nec-
essary here to trace Cole’s interest in the subject
from its inception.

When Cole conceived of painting a four-canvas
series showing a stream and a voyager as metaphors
for the course of human life is unknown; his earliest
written description of the project dates from
autumn 1836.% Cole was then at an important



Fig.1. Thomas Cole, The Voyage of Life: Childhood, oil on canvas,

1839-1840, Utica, New York, Munson-Williams-Proctor
Institute, Museum of Art

Fig. 3. Thomas Cole, The Voyage of Life: Manhood, oil on canvas,
1840, Utica, New York, Munson-Williams-Proctor Institute,
Museum of Art

juncture in his career. He had just completed his
first monumental series, The Course of Empire
(NYHS), and was undoubtedly thinking of a suit-
able sequel. Charting the progression of human life,
as he had done with the life of a great imaginary
civilization in The Course of Empire, may long have
been in his mind,? but the death of his friend and
patron Luman Reed in June 1836 must surely have
made the idea all the more poignant.*®

Cole’s 1836 written description, “Allegory of
Human Life—a series,” is sufficiently detailed to

Fig. 2. Thomas Cole, The Voyage of Life: Youth, oil on canvas,

1840, Utica, New York, Munson-Williams-Proctor Institute,

Museum of Art

Fig. 4. Thomas Cole, The Voyage of Life: Old Age, oil on canvas,
1840, Utica, New York, Munson-Williams-Proctor Institute,
Museum of Art

suggest his thinking was already fairly advanced:

1st—the source of a river—issuing from a cave & a child
in a boat—with a guardian Angel steering—

2nd—The child become a youth is seen in the boat—
the river has increased & the scene become extensive &
grand—the guardian just stepping out of the boat &
pointing forward—Ileaving the youth to his own reason
for guide.

4 [sic] The river tumbles over rocks—a stormy
scene—the boat dashes among troubled waters—the
man struggling to save himself & bark—guardian still
seen at a distance watching.
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5 View of a dark ocean—the boat with an old man just
entering on it. Chaos and darkness spread before—but
through an opening in the clouds a glorious city seen—
and seen approaching the old man the guardian who
points to the city—Words or verses might be inscribed on
rocks or elsewhere explanatory—on the mouth of the
cave. In the second scene in the distance might be a
palace——castles—in the distance—visions—"*

In the spring of 1839 Cole found a patron willing to
commission The Voyage of Life. This was Samuel

"~ Ward, a New York banker and collector, who

signed a contract for “four paintings. . . to be exe-
cuted in the style of those by the same artist known
as the Course of Empire.”** On 14 September 1839
Cole reported to Ward: “During the summer I have
been engaged in making finished Studies of the sub-
ject—introducing and arranging in them all the
necessary objects[,] determining the Chiaroscuro
&c—so that. when I have the large canvasses before
me I shall [be] enabled to proceed with a certainty
and facility that could not be obtained other-
wise.”*3 The “finished studies,” four small panels
(fig. 5), are of particular importance in tracing the
translation of his written imagery into pictorial
form.

The studies make evident the very different com-
positional problem that Cole faced. In The Course of
Empire the point of view, although slightly altered in
each canvas, remained fundamentally constant.
The same large background mountain anchored the
composition in each case. Time changed but not the
basic stage upon which the drama unfolded. In The
Voyage of Life Cole’s choice of a stream to symbolize
life necessitated depicting both changes of time (ac-
complished most obviously by showing the traveler
aging) and landscape to indicate that each stage of
life occurred at a different point along the stream.
Originally Cole may have intended to place the
studiesin a continuous row, similar to the scheme he
had used in his ltalian Scenery at Four Times of Day (c.
1833-1836, Albany Institute of History & Art).™
And his initial conception had the boat moving in
the same direction in all four works, with the time of
day progressing from early morning to dark and the
seasons from spring to winter. Perhaps because
Ward’s house lacked sufficient wall space for lining
four large picturesin a row, or perhaps because Cole
ultimately preferred two pairs of complementary
pictures, or both, he reversed the flow of the stream
and the course of the boat in the second and fourth
paintings of the completed series. Other significant
changes occurred between the execution of the
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sketches and the final paintings, most notably in the
last two images. In Manhood Cole replaced what
appears to be a turbulent ocean coast with a rock-
hemmed gorge; in Old Age he eliminated virtually
all traces of land.

Samuel Ward died on 27 November 183g. Cole,
clearly distressed by the loss of his patron, wrote in
his journal: “There would seem almost a fatality in
these commissions. Mr. Reed died without seeing
his series completed. Mr. Ward died soon after his
was commenced. ”*5 Cole anxiously added: “I trust
there will be no desire on the part of the family that
the commission be discontinued; in fact there can
be no change without my consent or theirsin a writ-
ten agreement. This work is one in which I have
much hope. I should consider it a great misfortune
to have to abandon it.”¢ Initially, Cole’s interac-
tions with the Ward family went well; however,
once matters concerning the Ward estate were
turned over to James S. Huggins, a New York
lawyer, Cole found himself increasingly in an ad-
versarial position.’” He and Huggins disagreed on
numerous issues, but the one of paramount impor-
tance to the artist concerned whether or not he
would be allowed to exhibit the series. Thisissue be-
came particularly heated in autumn 1840, as the se-
ries neared completion. Cole insisted that an artist
had the right to show works that were commis-
sioned before delivering them, and Huggins argued
that any proceeds from such an exhibition would
have to be shared with the estate.

Cole eventually secured permission from the
Ward family to show the paintings, and they went
on view at the National Academy of Design in New
York in November 1840. Worried about the fate of
The Voyage of Life once the canvases left his posses-
sion at the close of the exhibition, Cole took steps to
ensure that he could paint another set. On 22 No-
vember 1840 he and his nephew Henry Bayless had
decided to make full-size tracings of each picture
and oil copies of the figures “so that with them and
the large tracing I can any time paint large pic-
tures.”™® Cole’s fears about the disposition of the
paintings and his access to them proved well found-
ed, for after they were delivered to the Ward family
they remained unhung and unseen. He considered
various options, including reacquiring the set from
the family and painting a reduced scale replica for
the Wards." He then began negotiating to take the
set to Europe, where he promised to exhibit it and
seek a buyer, but Huggins would not release the pic-
tures without payment of a reserve fee. This Cole re-



Fig. 5. Thomas Cole, The Voyage of Life: Childhood (above left), Youth (above right), Manhood (below left),
Old Age (below right), oil on wood, 1839, Collection of the Albany Institute of History & Art

fused to pay, and on 7 August 1841 he sailed for Eu-
rope, convinced that all the creative energy he had
expended on The Voyage of Life was meaningless if
the series could not be seen. Determined to salvage
the situation, Cole wrote to his wife on the day of his
departure that he intended to paint a replica set
while residing abroad.?°

Over the next few months Cole’s resolve to re-
paint The Voyage of Life waxed and waned, for he

knew it would be a lengthy task and that his time
might better (and more profitably) be spent on new
subjects; however, by November 1841 several ac-
quaintances, including George Washington Greene,
American Consul in Rome and a Ward family
cousin, had persuaded Cole to paint a second set.?"
He had brought with him the full-size tracings (a
few fragments of which survive; see, for example,
fig. 6) and his oil studies. The absence of extensive
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Fig. 6. Thomas Cole, Tracing of the figures in The Voyage of Life,
graphite on paper, c. 1840, The Detroit Institute of Arts,
Founders Society Purchase, William H. Murphy Fund, 39.364

I00

underdrawing in the National Gallery paintings
suggests that he did not work up the designs com-
pletely by drawing directly on the canvas, but used
some other means of transfer. Traces of red chalk re-
maining on the reverse of some tracingsindicate that
he may have transferred the designs by laying the
paper directly on the canvas and drawing over the
lines.**

Cole apparently began the new set with the third
canvas, Manhood, for by mid-December he reported
to his wife that he was progressing “bravely with the
third picture of the series. 3

That he began with Manhood may have been due
to dissatisfaction with the first version (fig. g), for
it is the one in which he introduced the most sig-
nificant changes and for which he made the most
new studies (fig. 7). He changed the slightly awk-
ward pose of the traveler standing in the boat to
show him kneeling on one leg, which did not fully
resolve the problem. Cole also gave the man a
fuller, darker beard, presumably to make him
seem more mature. He reworked the blasted trees
that close the right side of the composition, the rock
formations of the middle distance, and the level of
the horizon.?* Cole’s intention, however, was to
paint a faithful replica of the series, with only mi-
nor alterations, so the most noticeable difference
between the two sets is the somewhat brighter col-
or of the National Gallery’s canvases.?> Whether
this brighter result was deliberate or was the con-
sequence of a difference in available pigments is un-
known.
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Cole worked on the remaining three canvases
over the course of the spring of 1842 ; by mid-March
he had completed Childhood, Youth, and Manhood,
noting with obvious satisfaction in a letter to his wife
that he had done the work in twelve weeks and six
days.?® As he worked on 0ld Age, however, Cole was
visited by doubts regarding the wisdom of having
painted the replicas:

I dread the idea of taking them to England with me [be-
cause] there will be such an expense, risk and delay, and
I sometimes think I have sacrificed my time in producing
them when I might have been studying figures all winter.
The taste of the English, particularly the artists, is so op-
posite to mine, that I fear my pictures will be scarcely
looked at. They think nothing of poetical conceptions—
and think a little sketchy effect of chiaroscuro and color
is worth all the thought and poetry that can be putinto a
picture.??

Nevertheless, Cole was too far along to abandon the
effort, and by the end of March or early April he
had completed the replicas.

While Cole was engaged in painting the second
version of The Voyage of Life, numerous admiring vis-
itors came to his studio to see the work in progress.
The most famous was Danish sculptor Bertel Thor-
valdsen, whose reaction soon became well known,
thanks in part to the efforts of Greene (who wrote

Fig. 7. Thomas Cole, Nude Male Figure Praying,
Two Heads, The Detroit Institute of Arts, Founders
Society Purchase, William H. Murphy Fund, 39.438




an account of the visit) and Cole himself. After ex-
amining each painting carefully, he thanked Cole
for the great pleasure he had received and asked to
come again. According to Greene, Thorvaldsen
spoke of Cole in the most glowing terms from that
moment on and pronounced him “A great artist!”
Of the series he said “What beauty of conception !
what an admirable arrangement of parts! what an
accurate study of nature! what truth of detail !’
This was precisely the sort of response Cole had
hoped for, and it must have encouraged him to
think the series would indeed sell. He arranged to
show them for approximately six weeks in an exhi-
bition held in the Piazza del Popolo, where they
were well received. Yet by April the season was late
in Rome, and “few of the picture lovers and pur-
chasers were there. 29 The pictures did not sell.

Although Cole had thought of sending the paint-
ings to England for exhibition, he finally decided
against this and returned to America on go July
1842. By the end of August he was still awaiting
shipment of his possessions from Rome, presumably
including The Voyage of Life.3° The pictures eventu-
ally arrived and Cole began to make plans to ex-
hibit them. The first order of business was to fore-
stall exhibition of the Ward set, which the National
Academy of Design was hoping to borrow for dis-
play in the spring of 1843. As Cole informed one
officer of the Academy: “You know I have another
set which I intend to exhibit and it would injure me
to have Ward’s exhibited now.”3" During the
course of the next year or so, Cole arranged to have
his set before the public at exhibitions in Boston,
New York, and Philadelphia. Thus, the replica set
played a major role in establishing the fame of The
Voyage of Life.

The Ward set returned to public view in
1845-1846 at the New-York Gallery of the Fine
Arts. (Recent scholarship has confused this point,
maintaining that the second set appeared in this ex-
hibition; however it was unquestionably the Ward
set, as the catalogue clearly states.)3* Possibly as ear-
ly as 1845, and certainly by 1846, Cole had sold his
version to George K. Shoenberger of Cincinnati.
Although the second set of pictures was not com-
pletely inaccessible in Cincinnati—they were
shown there in 1848 and 1854 and were known to
numerous artists of the city—from 1847 on it was the
Ward set that brought The Voyage of Life further
fame and recognition.

Public interest in the pictures increased dramat-
ically after Cole’s unexpected death in February

1848. The first version of The Voyage of Life was in-
cluded in the March 1848 memorial exhibition held
at the American Art-Union, and in June the Art-
Union voted to purchase the four pictures for
$2,000 and distribute the set by lottery. The orga-
nization further decided that in order “to take ad-
vantage of the interest attached by the public to the
memory of Mr. Cole,” an engraving after Youth
would be commissioned from James Smillie and
distributed to the membership in 1849.33 As the De-
cember 1848 lottery neared, membership in the
Art-Union swelled to unprecedented numbers,
largely because of the possibility of winning T#e Voy-
age of Life. (The winner was J. Taylor Brodt of Bing-
hampton.)3* Smillie’s engraving of Youth was com-
pleted late in 1849, and some 20,000 copies were
distributed, making the second picture by far the
best known (and most often copied) of the four.
Smillie subsequently engraved the remaining three
paintings, and other prints of the series were also
produced and distributed widely. Indeed, during
the course of the nineteenth century The Voyage of
Life attained a level of fame equaled by few other
American works of art.

Cole—who died before completing his third
great series of pictures, The Cross and the World (thus
confirming his own morbid musing about there be-
ing “a fatality in these commissions”)—considered
The Course of Empire and The Voyage of Life by far his
most important creations. That view was shared by
many contemporaries, and it has been properly em-
phasized in recent scholarship. The Voyage of Life has
been particularly scrutinized. As Parry has aptly
noted:

In the twentieth century myriad sources have been cited
for Cole, beginning with the biblical image of the river of
life, continuing through the emblematic literature of the
seventeenth century, especially Bunyan’s Pilgrim’s
Progress, and ending with a host of similar ideas in British
and American poems, essays, and sermons of the ro-
mantic era. Any chronological list of recent works Cole
might have read and drawn inspiration from would have
to include the following works: Samuel Taylor Co-
leridge’s Kubla Khan (1797?-1800); William Wordsworth’s
Ode: Intimations of Mortality from Recollections of Early Child-
hood (1802-1804); the First Canto of Childe Harold’s Pil-
grimage by Lord Byron (1812); Percy Bysshe Shelley’s Alas-
tor, or, The Spirit of Solitude (1816); several poems by
William Cullen Bryant, beginning with Thanatopsis
(1817); and a number of lesser-known writings, such as
the 1823 sermon by the English minister Reginald
Heber; James C. Percival’s poem The Voyage of Life(New
York, 1823); Josiah Priest’s short essay, “The Voyage of
Life: An Allegory” in The Wonders of Nature and Providence,
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Displayed (Albany, 1825); and R. Pollok’s epic poem in ten
books, The Course of Time (Edinburgh, 1827).35

Such a list could go on, as could one enumerating
possible pictorial sources Cole may have drawn up-
on, ranging from seventeenth-century Dutch em-
blems to prints by Joseph Mallord William Turn-
er.3® But no matter how wide-ranging Cole’s search
for inspiration, and no matter how many of his
sources may or may not have been recognized by his
contemporaries, he still faced the monumental task
of creating coherent visual images of a subject that
had never—to his knowledge (or, indeed, to ours)—
been so fully and clearly delineated.

Cole was obviously well aware, as were others,
that using pure landscape alone to express an alle-
gory of human life entailed the risk of making the
meaning insufficiently clear. As John Constable
(1776-1837), whom Cole met in England in 1829,
observed of Jacob Ruisdael’s The Jewish Cemetery
(c. 1668-1672, Detroit Institute of Arts): “He at-
tempted to tell that which is outside the reach of
the art. .. there are ruins to indicate old age, a
stream to signify the course of life, and rocks and
precipices to shadow forth all its dangers. But how
are we to discover all this?”37 Taking no chances
his meanings would lie undiscovered, Cole made
his intentions in The Voyage of Life absolutely ex-
plicit: The traveler clearly ages; the stream and the
landscape change character; the hour glass emp-
ties; life passes.

Although it seems virtually inconceivable that
Cole’s audience would have missed the point, the
artist also prepared detailed explanatory texts for
each picture. These texts were printed in magazines
such as The Knickerbocker and in the catalogues of ex-
hibitions that included the series. In that they suc-
cinctly express Cole’s thinking and manage to do so
with a certain eloquence, they are worth quoting in
full here. But more to the point, no matter how of-
ten The Voyage of Life is analyzed as a whole or as
component parts, in the end Cole’s own words still
serve as the best guide to this particular pictorial
journey:

FIRST PICTURE : CHILDHOOD

A stream is seen issuing from a deep cavern, in the side of
a craggy and precipitous mountain, whose summit is hid-
den in clouds. From out the cave glides a Boat, whose
golden prow and sides are sculptured into figures of the
Hours: steered by an Angelic Form, and laden with buds
and flowers, it bears a laughing Infant, the Voyager
whose varied course the artist has attempted to delineate.

AMERICAN PAINTINGS

On either hand the banks of the stream are clothed in
luxuriant herbage and flowers. The rising sun bathes the
mountains and the flowery banks in rosy light.

The dark cavern is emblematic of our earthly origin,
and the mysterious Past. The Boat, composed of Figures
of the Hours, images the thought, that we are borne on
the hours down the Stream of Life. The Boat identifies
the subject in each picture. The rosy light of the morn-
ing, the luxuriant flowers and plants, are emblems of the
Jjoyousness of early life. The close banks, and the limited
scope of the scene, indicate the narrow experience of
Childhood, and the nature of its pleasures and desires.
The Egyptian Lotus in the foreground of the picture is
symbolical of Human Life. Joyousness and wonder are
the characteristic emotions of childhood.

SECOND PICTURE: YOUTH

The stream now pursues its course through a landscape
of wider scope and more diversified beauty. Trees of rich
growth overshadow its banks, and verdant hills form the
base of lofty mountains. The Infant of the former scene
is become a Youth, on the verge of Manhood. He is now
alone in the Boat, and takes the helm himself; and in an
attitude of confidence and eager expectation, gazes on a
cloudy pile of Architecture, an air-built Castle that rises
dome above dome in the far-off blue sky. The Guardian
Spirit stands upon the bank of the stream, and with seri-
ous yet benignant countenance seems to be bidding the
impetuous voyager ‘God Speed.” The beautiful stream
flows directly toward the aérial palace, for a distance; but
at length makes a sudden turn, and is seen in glimpses
beneath the trees, until it at last descends with rapid cur-
rent into a rocky ravine, where the voyager will be found
in the next picture. Over the remote hills, which seems to
intercept the stream and turn it from its hitherto direct
course, a path is dimly seen, tending directly toward that
cloudy Fabric, which is the object and desire of the voy-
ager.

The scenery of this picture—its clear stream, its lofty
trees, its towering mountains, its unbounded distance,
and transparent atmosphere—figure forth the romantic
beauty of youthful imaginings, when the mind magnifies
the Mean and Common into the Magnificent, before ex-
perience teaches what is the Real. The gorgeous cloud-
built palace, whose most glorious domes seem yet but
half revealed to the eye, growing more and more lofty as
we gaze, is emblematic of the day-dreams of youth, its as-
pirations after glory and fame; and the dimly-seen path
would intimate that Youth, in his impetuous career, is
forgetful that he is embarked on the Stream of Life, and
that its current sweeps along with resistless force, and in-
creases in swiftness as it descends toward the great Ocean
of Eternity.

THIRD PICTURE: MANHOOD

Storm and cloud enshroud a rugged and dreary land-
scape. Bare impending precipices rise in the lurid light.
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Thomas Cole, The Voyage of Life: Youth, 1971.16.2
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Thomas Cole, The Voyage of Life: Manhood, 1971.16.3
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The swollen stream rushes furiously down a dark ravine,
whirling and foaming in its wild career, and speeding to-
ward the Ocean, which is dimly seen through the mist
and falling rain. The boat is there, plunging amid the
turbulent waters. The voyager is now a man of middle
age: the helm of the boat is gone, and he looks implor-
ingly toward heaven, as if heaven’s aid alone could save
him from the perils that surround him. The Guardian
Spirit calmly sits in the clouds, watching with an air of so-
licitude the affrighted voyager. Demon forms are hover-
ing in the air.

Trouble is characteristic of the period of Manhood. In
Childhood there is no cankering care; in Youth no de-
spairing thought. It is only when experience has taught us
the realities of the world, that we lift from our eyes the
golden veil of early life; that we feel deep and abiding sor-
row; and in the picture, the gloomy, eclipse-like tone, the
conflicting elements, the trees riven by tempest, are the
allegory; and the Ocean, dimly seen, figures the end of
life, to which the voyager is now approaching. The de-
mon forms are Suicide, Intemperance, and Murder,
which are the temptations that beset men in their direst
trouble. The upward and imploring look of the voyager,
shows his dependence on a Superior Power, and that faith
saves him from the destruction that seems inevitable.

FOURTH PICTURE: OLD AGE

Portentous clouds are brooding over a vast and midnight
Ocean. A few barren rocks are seen through the gloom—
the last shores of the world. These form the mouth of the
river, and the boat, shattered by storms, its figures of the
hours broken and drooping, is seen gliding over deep wa-
ters. Directed by the Guardian Spirit, who thus far has
accompanied him unseen, the voyager, now an old man,
looks upward to an opening in the clouds, from whence a
glorious light bursts forth, and angels are seen descend-
ing the cloudy steps, as if to welcome him to the Haven of
Immortal Life.

The stream has now reached the Ocean, to which all
life is tending. The world, to Old Age, is destitute of in-
terest. There is no longer any green thing upon it. The
broken and drooping figures of the boat show that Time
is nearly ended. The chains of corporeal existence are
falling away; and already the mind has glimpses of Im-
mortal Life. The angelic Being, of whose presence until
now the voyager has been unconscious, is revealed to
him, and with a countenance beaming with joy, shows to
his wondering gaze scenes such as the eye of mortal man
has never yet seen.

FK

Notes

1. For a discussion of a possible 1845 date, see Cole
1969, g5. Other sources place the acquisition a bit later
than 1845; see Paul D. Schweizer, “The Voyage of Life: A
Chronology,” in Cole 1985, 45 (“December 1846?”), and
Parry 1988, 332 (“sometime late in 1846 or, more likely,
early in 1847”); however in a Boston Transcript article enti-

tled “The Voyage of Life,” which appeared 21 May 1846,
the pictures are mentioned as then belonging to “a
wealthy gentleman of Cincinnati.”

2. Aletter of April 1979 from Mrs. Robert Heuck (in
NGA curatorial files) specifies: “Mr. Shoenberger died
in 1892, at which time many of the belongings of the
home were given to heirs.” Shoenberger died 20 January
1892; for additional information, see Biographical Cy-
clopaedia 1895, 6:1457-1458.

3. Mrs. Robert Heuck, letter of April 1979 (in NGA
curatorial files) states: “In 1908 Mr. and Mrs. Ernest W.
[sic] Huenefeld purchased the land [and the house and
contents].”

4. Dwight and Boyle 1967, 62.

5. Cole to Asher B. Durand, Rome, 8 March 1842,
Cole papers, New York State Library, Albany.

6. Greene 1860, 112.

7. “Receipt (daily) of Exhibition Monday, Dec. 18,
1843 to Saturday, March 2, 1844,” Receipt book, Cole
papers, New York State Library, Albany.

8. Cole 1969, 35.

9. Schweizer in Cole 1985, 8, notes that “voyage of
life” imagery appears in several poems Cole wrote in the

" early 1830s.

10. Merritt, “Cole’s List,” 1967, go; Cole 1969, 34—35;
Schweizer in Cole 1985, 8.

11. Merritt “Cole’s List,” 1967, go. Cole eventually
abandoned the idea of providing texts within each pic-
ture to assist in explicating their meaning, but not before
he had drafted several possible accompanying lines. For
the first picture an inscription over the mouth of the cave
would have read “Life issues from the womb of dark
oblivion. ... And angels guide & watch it through the
vale of Earth.” For the second, a rock by the side of the
stream would carry the words “When boyhood’s season
is past, reason must guide while guardia