








THE EYE OF THOMAS JEFFERSON






THE EYE OF

You see  am an enthusiast on the subject of the arts jerFFERsoN to Madison, September 20, 1785

WILLIAM HOWARD ADAMS, Editor

NATIONAL GALLERY OF ART WASHINGTON 1976



THE EXHIBITION IS SUPPORTED BY A GRANT FROM EXXON
CORPORATION.

Exhibition dates at the National Gallery of Art: June 5 - September 6, 1976.

This catalogue was produced by the Editor’s Office, National Gallery of Att,
Washington

Designed by Susan Lehmann, Washington, D.C.

Printed by the Meriden Gravure Company, Meriden, Connecticut

Set in Linotype Electra (designed by W. A. Dwiggins, 1935) by the Monotype
Composition Company, Inc., Baltimore, Maryland. Display type designed

by J. F. Rosart in 1743 for the Enschedé Foundry, Haarlem

The text paper is seventy pound Mohawk Superfine and the cover sixty-five
pound Strathmore double-thick

Library of Congress Cataloging in Publication Data

Main entry under title:

The Eye of Thomas Jefferson.

1. Jefferson, Thomas, Pres. U. S., 1743-1826—Exhibitions. 2. Neoclassicism
(Art)—Europe—Exhibitions. 3. Neoclassicism (Art)—United States—
Exhibitions. I. Adams, William Howard. II. United States. National Gallery
of Art.

E332.2.E88 973.46'0924 76-608021

Copyright 1976 © Board of Trustees, National Gallery of Art

All rights reserved.

No part of this publication may be reproduced without the written permission
of the National Gallery of Art, Washington, D.C. 20565

cover: Catalogue number.456

endpapers: Catalogue number 508

frontispiece: Catalogue number 526

LOTIOY

‘.@RICAN »,
% g
i

I\

7776-191°



CONTENTS

ix FOREWORD by J. Carter Brown
X EXHIBITION ORGANIZATION

Xi ACKNOWLEDGMENTS

Xil LENDERS

XV A JEFFERSON CHRONOLOGY

xxxiii INTRODUCTION
by William Howard Adams

1 LAND OF PROMISE

28 THE BRITISH CONNECTION

56 PROGRESS OF THE HUMAN MIND
101 OUR REVOLUTION

117 EUROPE: THE VAUNTED SCENE
152 THE saLon by Pierre Rosenberg

167 JEFFERSON AND ARCHITECTURE IN THE SECOND
HALF OF THE EIGHTEENTH CENTURY
by J. M. Pérouse de Montclos

221 THE JEFFERSONIAN CREATION

234 THE COMPETITION FOR THE PRESIDENT’S HOUSE
by Anatole Senkevitch

314 THE PLEASURES OF NATURE

352 PROVENANCE, EXHIBITIONS AND LITERATURE
393 SELECTED BIOGRAPHIES
401 SELECTED BIBLIOGRAPHY

404 1NDEX



T PR
oHEREy cBsauof

FERRRG SRGERLD

zlan

lr'n-nu-.:.aﬂm
4 BaNSHARE BB ymnsDe
29 inisanAuby Al AXIR0S DY

“REENG
= ba

3

Ba
w4 R

SOOL A BAIBISL
igasubciidena

]

1
»
a ¥
B 144
3 M e
] ) e
k -4
3 NY
w“ T2
ERe] B2y
N
‘ .,m =]
, ] 203
4 E * »: = Lt
“’-

e L =




FOREWORD

A national gallery of art has, for us as a nation, a peculiar respon-
sibility. It is more than a pleasure dome, though one hopes it will
always be that too. It must somehow represent our best selves;

it must embody our values, and help provide some inkling of who
we are by bearing witness to who we have been. This anagogical
role, more felt than definable concretely, jumps to the fore when
the nation, and this institution, are faced with the phenomenon of
a Bicentennial.

Who is there more logical to keep what Yeats called “the
ceremony of innocence” alive than just such a national gallery,
there on the national Mall, at the very foot of the Capitol itself?
Yes, but what, exactly, should it be doing as July 4, 1776, floats two
hundred years away?

The obvious first suggestion was, years ago when all this had to
be decided, a super-survey of American art. Nothing wrong
with that, certainly; it would take its place among other and wholly
admirable exhibitions of a similar sort throughout the land. But
the National Gallery of Art presents as a matter of course a survey
of American painting of its own,; it had had a loan show on that
theme borrowed from Boston and New York not long before;
there exists together among museums of Washington a truly
extraordinary representation of this field; we would want to be
as generous as possible in lending our own American objects at just
that time to Bicentennial shows in this country and abroad,
while other institutions would be scrambling for the material we
would need; and furthermore, the event being commemorated
happened not during the past two centuries but in that one year,
two hundred years ago.

We are, by nature, an historical institution, and might not it
be our particular responsibility to face that historical challenge
head-on?

One solution might have been to have an exhibition of American
art—perhaps all the American arts—in the year 1776. Interesting
archaeologically, no doubt, but one has to be realistic: the major
creative achievement of this polity in that year was not in its
artistic output.

The idea thus emerged of exploring the possibility of an
exhibition dedicated to all the visual manifestations of what might
be called The World in 1776. There was Captain Cook, after
all, discovering fascinating artifacts; there was the sophistication
of the Chinese at the court of Emperor Ch’ien Lung; there was
the tension between neoclassicism and romanticism in the
creative centers of Europe.

It was in pursuing this that we instituted a series of discussions

with leading scholars of the eighteenth century, probing this
and alternative concepts that might help illustrate the broader
cultural context out of which our revolutionary experiment
emerged. Limiting a show to that one year, or even to a few on
either side, turned out to be strangely unproductive. The very
dynamics of the shift from the rococo to emerging neoclassical
and romantic developments could not be documented by examples
drawn from a time-frame that sat so near the still center of that
stylistic cyclone. Seventeen-seventy-six turned out to be a good
year for declarations but not a particularly outstanding one for art.
One day, when Frederick Cummings, Jr., a specialist in eight-
eenth-century French painting (and subsequently Director
of the Detroit Art Institute) was here to worry this bone with us,
the discussion kept coming back to Thomas Jefferson as one
of the inescapable forces in not just American, but the world’s
intellectual and artistic life. And then everything came clear. Who
was there more central to the fourth day of July 1776 than the
author of the Declaration of Independence himself? And yet
Jefferson’s reach, through his reading, looking, travels, and own
artistic output, could encompass the whole visual context we
wanted to present, most particularly so by putting it into the
perspective of antiquity so that our visitors, by arching back into
their own heritage, might learn by the example of the value placed
by our founding fathers on theirs.
Since then, this institution has been extremely fortunate in
the help offered it in bringing this concept to fruition. An inter-
national scholarly Steering Committee was formed under the able
chairmanship of Sir Francis Watson, meeting in Washington
and London; other renowned scholars have contributed essays,
catalogue entries and information; lenders from this country and
abroad have been generous beyond our fondest hopes; the Exxon
Corporation has helped underwrite the exhibition and funded
a film so that the show can reach an audience not limited by time
and space; and we are particularly fortunate to have had on our
own staff, overseeing the whole undertaking for the Gallery, the
talented W. Howard Adams, assisted by a very dedicated team.
Alfred North Whitehead, in his Rhythm of Education, stressed
the value of “the habitual contemplation of greatness.” An
art gallery, at any time, is or should be in that business. For a
national art gallery, in a Bicentennial summer, Thomas Jefferson
will give us all the chance to contemplate a greatness in which one
cannot help but find, in his own words, “the ring of eternity.”

J. CARTER BROWN, Director
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CHRONOLOGY

JEFFERSON IN AMERICAN HISTORY 1743-1826

Year Concurrent Events in the Arts
1743 Thomas Jefferson born at Shadwell, Virginia, the son of Peter

Jefferson and Jane Randolph
1744 Bach, Well Tempered Clavier, Book 11
1746  Peter Jefferson made the executor of the estate of William

Randolph of Tuckahoe; established there with his family
1747 Handel, Judas Maccabeus
1748  End of War of Austrian Succession (King George’s War) Gainsborough, Cornard Wood
1749 Johnson, The Vanity of Human Wishes
1750 Gray, Elegy in a Country Churchyard
1751  Peter Jefferson returns to Shadwell with his family
1752 Jefferson at school of Rev. William Douglas of St. James Parish,

Northam
1753 Completion of Tiepolo’s frescoes at the Residenz, Wiirzburg
1754  Peter Jefferson made county lieutenant of Albemarle County
1756  Outbreak of Seven Years’ War (French and Indian War)
1757  Death of Peter Jefferson Soufflot’s Sainte-Geneviéve (Panthéon) begun
1758  Jefferson begins attending school of Rev. James Maury,

Albemarle County
1759  Capture of Quebec Voltaire, Candide

Johnson, Rasselas

1760  Death of George II, accession of George I1I Rousseau, La Nouvelle Héloise

Jefferson enters College of William and Mary
1762 Jefterson begins to study law with George Wythe Rousseau, Emile
1763 By the Treaty of Paris, French relinquish Canada
1764 Completion of Tiepolo’s fresco in the throne room of the

Royal Palace, Madrid

1765  Stamp Act

Patrick Henry speech against the Stamp Act
1766 Jefterson visits Annapolis, Philadelphia and New York

Begins his Garden Book
1767  Jefferson admitted to the Bar

Work begun at Monticello (building)

Death of Governor Fauquier; arrival of Lord Botetourt as
1768  governor of Virginia Royal Academy of Arts founded in London

XV



Year

Concurrent Events in the Arts

Jefterson elected burgess for Albemarle County to Virginia
Assembly

1769

Jefferson signs the Association, an agreement not to import or
consume goods from England

1770

Shadwell destroyed by fire

Jefferson appointed lieutenant of Albemarle County by
Lord Botetourt

Jefferson moves to Monticello

Death of Lord Botetourt

Boston Massacre

Lord North becomes British prime minister

Repeal of colonial duties except that on tea

Gainsborough, The Blue Boy
Burke, Thoughts on the Cause of the Present Discontents
Goldsmith, The Deserted Village

1771

Jefferson reelected to Virginia Assembly

Completion of Ledoux’s Pavillon de Madame du Barry
at Louveciennes

1772

Jefterson marries Martha Skelton

Birth of first child Martha

Burning of British schooner Gaspée while chasing a smuggler

at Providence, Rhode Island

Samuel Adams forms Committees of Correspondence for action
against the British

Choderlos de Laclos, Les Liaisons Dangereuses
Haydn, “Farewell Symphony”
Completion of Ledoux’s Hotel Guimard

1773

Jefferson involved in the creation of a Committee of Corre-
spondence of the Virginia Assembly and meets with a group of
younger radicals at the Raleigh Tavern, Williamsburg

Death of Dabney Carr, Jefferson’s close friend and brother-in-law
British Parliament passes Tea Act

Boston Tea Party

First cast-iron bridge in Coalbrookdale, Shropshire, England
Goldsmith, She Stoops to Conquer

1774

Birth of Jefferson’s second daughter Jane Randolph

Jefferson writes “A Summary View of the Rights of British
America”

Through division of his wife’s property, including Poplar Forest,
Jefferson becomes a substantial landowner; acquires Natural
Bridge

Boston Port Bill closes Boston to trade

First Continental Congress meets in Philadelphia, resolves

to ban trade with Britain

Death of Louis XV; accession of Louis XVI

Gliick, Iphigenia in Aulis
Goethe, The Sorrows of Werther
Lord Chesterfield, Letters to His Son

1775

Jefferson elected to Continental Congress in Philadelphia
Asked to draft a Declaration on the Necessity of Taking up Arms
Draws up reply to Lord North'’s conciliatory motion

Death of second daughter Jane Randolph

Battles of Lexington and Concord

Capture of Fort Ticonderoga

Second Continental Congress in Philadelphia

Washington appointed commander-in-chief of American forces
Battle of Bunker Hill

Beaumarchais, The Barber of Seville produced in Paris
Completion of Gabriel’s Place Louis XV (Place de la Concorde)

1776

Jefterson drafts Declaration of Independence

British evacuate Boston

Thomas Paine publishes “Common Sense,” urging independence
of the 13 colonies

Battle of Trenton

Jefferson appointed a commissioner together with Franklin

and Deane to negotiate a treaty with France, but declines

Adam Smith, An Inquiry into the Nature and Causes of the
Wealth of Nations
Gibbon, Decline and Fall of the Roman Empire

xvi



Year Concurrent Events in the Arts

Birth of Jefferson’s only son who dies after a few weeks

1777  Battle of Princeton Bélanger, Bagatelle
Marquis de Lafayette joins Washington’s army
Surrender of Burgoyne to Gates at Saratoga

Birth of Jefferson’s third daughter Mary (Maria)
1778  Treaty of Alliance between United States and France Sheridan, The School for Scandal
War between Britain and France

British peace offers rejected by Congress

1779  Jefferson elected governor of Virginia
War between Britain and Spain

1780  Birth of Jefferson’s fourth daughter Lucy Elizabeth David, Count Potocki

Death of fourth daughter Lucy Elizabeth

Tarleton raid on Monticello Legrand and Molinos’ dome to the Halle aux Bleds
1781  Jefferson appointed to commission for peace settlement with Rousseau, Confessions

Great Britain, but declines
Surrender of Cornwallis to Washington at Yorktown

Birth of Jefferson’s iifth daughter Lucy Elizabeth
Death of Jefferson’s wife Martha
Jefterson appointed peace commissioner to Europe but unable

1782 to sail Completion of Falconet’s statue of Peter the Great in
Lord North’s government resigns St. Petersburg
British open peace negotiations with Vergennes and Franklin
in Paris

Florida conquered by Spain

Jefferson elected to Congress
Treaty of Versailles brings Revolutionary War to a close and

1783  establishes recognition of the independence of United States Montgolfier launches first manned balloon
by Great Britain
William Pitt the Younger becomes British prime minister at
age of 24
Jefterson appointed one of commissioners in Europe to draw up ~ David, Oath of the Horatii
treaties of commerce Beaumarchais, The Marriage of Figaro
1784  Jefferson settles in Paris at Cul-de-sac Taitbout Reynolds, Mrs. Siddons as the Tragic Muse
Death of Jefferson’s fifth daughter Lucy Elizabeth Completion of Chalgrin’s Sainte-Philippe du Roule

Antoine Rousseau, Hotel de Salm, Paris

Jefterson appointed to succeed Franklin as minister to France
and moves to Hotel de Langeac, Paris

1785  Publication of Notes on the State of Virginia
Diamond necklace scandal in France leads to greater unpopularity
of Marie-Antoinette

1786  Jefterson visits England, and goes on tour of gardens
Bill for Religious Freedom passed by Virginia Assembly Mozart, The Marriage of Figaro

Jefterson tours south of France and northern Italy; sends a
model based on the Maison Carrée at Nimes for the new state
capitol at Richmond Mozart, Don Giovanni
1787  Jefterson attends Assembly of French Notables which meets David, Death of Socrates in Salon
to resolve financial difficulties of the government without success
United States Constitution drawn up

1788  Jefferson goes on a tour of the Rhineland and visits Holland Mozart, last three Symphonies, Nos. 39, 40, and 41
with John Adams to negotiate a loan for the United States Goethe, Egmont

xvil



Year

Concurrent Events in the Arts

1789

Jefferson returns to the United States on leave, but, asked by
Washington to be his secretary of state, never returns to Paris
Meeting of the Estates General at Versailles

Storming of the Bastille and outbreak of the I'rench Revolution;
French Declaration of the Rights of Man; abolition of feudal
privilege

George Washington inaugurated as first president of the
United States

Mozart, Cosi Fan Tutte
Blake, Songs of Innocence
David, The Lictors Returning the Sons of Junius Brutus

Jefterson appointed secretary of state and settles in Philadelphia

1790  at 274 High Market Street Burke, Reflections on the Revolution in France
Marriage of Jefferson’s eldest daughter Martha to Thomas Mann
Randolph
Paine, Rights of Man
1791 Mozart, Magic Flute and Requiem (left incomplete at death)
Boswell, Life of Johnson
Enmity between Jefferson and Hamilton comes into the open Haydn begins writing and performing 6 “London” Symphonies
1792 and Jefferson attacked in the Federalist press Mary Wollstonecraft, Vindication of the Rights of Women
Birth of Jefferson’s first grandchild
1793  Jefferson resigns as secretary of state David, Death of Marat
Execution of Louis XVI and Marie-Antoinette Canova, Cupid and Psyche
Foundation stone of capitol laid, Washington
Jefterson returns to Monticello and sets up nailery Haydn, “Military” & “Clock” Symphonies
1794  Is offered and refuses post as special envoy to Spain to negotiate Stuart and Revett, The Antiquities of Athens
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WILLIAM HOWARD ADAMS

Of all the Founding Fathers, with their remarkable talents,
learning and accomplishments, Jefferson stands alone in his life-
long commitment to the arts, “panting” after them, as his kinsman
Edmund Randolph wrote, and in the end, leaving us a legacy
not only of concrete achievements in his architecture and designs
but more importantly, the record of a uniquely creative man
whose example is unmatched in the first two hundred years of the
Republic. Lewis Mumford has called him “one of the true
figures of the Renaissance,” and the remarkable range of his
abilities and training stands as the exemplar of the ideal humanist
education. His capacity for learning was evident from an early
age, and by his mid-thirties he had already assembled a library that
had few equals in the colonies for its scope and organization.

Philosophy, history and languages were natural and inevitable
fields of study for a young Virginia squire marked for leadership
in a society that was as English in its culture as that of the English
themselves, and that valued the standard cultivated attributes
of an eighteenth-century gentleman in the Renaissance tradition.
But the ideal classical education in America was grafted onto a
native stock that had been bred and trained for survival on the
frontier, where hunting, surveying, soldiering, breaking horses and
building shelters were skills of practical necessity. Both these
strains were a part of Jefferson’s inherited tradition: the love of
pure learning encouraged by his father, who insisted on a correct
classical training, and the necessity, through his father’s example,
of the mastery of those exacting tasks demanded of the pioneer.
The joy, intelligence and skill with which he combined these
qualities in architecture, design and the organization of his
surroundings, whether it was a drawing room, a garden, an anatomy
theater, a university or a set of goblets, can be seen in the works
themselves. The development of that eye and the mind and
imagination behind it is the subject of this exhibition.

An aesthetic biography of a man such as Thomas Jefterson
poses many problems, since his personality and interests reflected
some of the strongest tendencies as well as paradoxes of the
complex age in which he lived. We look back from the other end
of the telescope, reducing and distorting through the prism of
our own twentieth-century eyes the lost world that shaped his
remarkable vision and the hopes for the political experiment in
which he played such a creative role. Nor can we neatly separate
the artist from the political activist, the architect of the capitol at
Richmond from the author of the Declaration, the master de-
signer of the “academical village,” the University of Virginia, from
the drafter of the Statute of Virginia for Religious Freedom.
The spirit of the Revolution, which Jefferson articulated and em-
bodied, was to create the framework of a new society reflecting
in its constitution, statutes, buildings, furniture, songs and
mottoes, the sober, republican, civic virtues drawn from the ancient
examples of Greece and Rome. The Revolutionary general
Charles Lee spoke for many when he said that he once regretted
“not being thrown into the World in the glorious third or fourth
century of the Romans but now it seemed that the ancient
republican dreams at length bid fair to being realiz’d.”

Jefferson’s life stretches across one of the most revolutionary
periods in the history of art as well as government. He was born
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before the artist David and survived the poet Byron, and it is

not surprising to find his interests and tastes combining by turns
the elements of the classicist and the romantic. The more we
study the evidence, the supposed polarities of romanticism and
classicism that once were thought to identify and explain the
strange emotional energy of the art of the late eighteenth century
are not so clearly discernible. The duality, “the merging
paradoxes,” that more accurately characterize the late Enlighten-
ment, in the words of Henry Steele Commager, can be traced

in Jefterson’s own personality through his letters, his libraries, and
his aesthetic predilections. But because of his looming historical
presence as a principal figure in the American Revolution, as

third president of the United States, and as the visionary negotiator
of the Louisiana purchase and because of the ubiquitous portrait
impressions which each generation of Americans absorbs on
stamps and currency, it is all the more difhicult to come close to the
creative wellsprings of such a person and to assess his contribu-
tions to the American tradition in the field of the arts.

First of all and lest anyone be misled, Jefferson was educated
and trained as a lawyer, not as an artist or architect. His artistic
skills were learned in the Renaissance tradition of the amateur
coupled with the practical necessities of conveying visual ideas,
plans and designs to workmen who could carry them out. He
seems to have taken a certain pleasure in the use of his hands, to
translate or to record with pen, to try the etcher’s tools or to
simply manipulate a set of carpenter’s tools which he kept in his
study in the president’s house. There is a letter written from
Paris saying that he had been unable to finish some drawings for
a carriage because the weather had not permitted him to work in
the light of the open courtyard, but it is the only glimpse we have
of his personal working habits, as far as drawing is concerned. Both
his granddaughter, Cornelia Randolph, and the young architect,
Robert Mills, who practiced their draftsmanship at Monticello
under Jefferson’s eye, ended by being more accomplished than
their tutor. Except for his encouragement, however, there are no
references to his own personal contribution to their instruction.

In his essay “Jefferson and the Arts,” Fiske Kimball points out
the paucity of artistic stimulation in Jefferson’s Virginia and
in his education. It may well have been the memory of these short-
comings that prompted him to include instruction in art in his
proposed reforms for the curriculum at the College of William
and Mary. The eighteenth century was, nevertheless, an age
of speculation on the theory of art and its function in an ideal
society, and from his readings in Hogarth, Burke and Lord Kames
among others, Jefferson indulged his taste in the philosophical
analysis of abstract systems fashionable at the time.

It would again be misleading to claim, however, that Jefferson
subscribed to any particular aesthetic ideas, nor can we conveniently
identify him with our latter-day academic labels as a romantic
or neoclassicist. As Eleanor Berman put it,

Jefterson had no philosophy of art any more than he had a

philosophy in our twentieth century concept of that discipline.

His writings do not contain a body of knowledge about art

organized into a clearly constructed, formal system. His

aesthetic ideas express in effect a constellation of attitudes
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which are communicated via hundreds of observations occuring
in all sorts of other connections throughout his voluminous
writings. . . . Their formal inconsistencies cannot be counted as
they change from one decade to the next in the context of

the experiences of that long and active life.

We must substitute conjecture for fact in much of what we
know about Jefferson’s earliest interest in the arts and the
haphazard aesthetic experiences open to a clever, rich young man
growing up in Virginia in the 1750s and 1760s on the very edge
of European civilization. His only significant travel beyond the
narrow fringe of the settled Tidewater and the sparser reaches of
the Piedmont, where he was born, was a trip to Philadelphia
in 1766 to be inoculated against smallpox. While he was in
Philadelphia, it was Jefferson’s good fortune to meet Dr. John
Morgan, who had studied in Edinburgh, London and Paris before
taking the Grand Tour of Italy, bringing back a respectable
collection of paintings, prints and books on architecture. All this
represented a visual and intellectual feast for the young Virginian
and was perhaps his first serious introduction into the arts asa
concrete experience, undreamed of in the rural society that
Jefterson had known.

Three years later, when Jefferson began his first plans for
Monticello, he designed the central room as a gallery for paintings
and sculpture. As the plans of the house evolved and changed
over the years, it was in this west room and the later reception hall
that he assembled what has been called the first art collection
in America. Undoubtedly he had been inspired by Dr. Morgan
during that first visit to Philadelphia as well as by his own wide
reading in the art guides of the day. Because he grew upina
province with almost no paintings or sculpture, it is remarkable
that Jefferson was able to develop an eye for the visual arts at all.
In the surviving but incomplete inventory of his collection
there are over sixty paintings listed, not to mention the sculpture
of first rank, which included seven of Houdon’s masterpieces.
When he returned from France he brought some eighty crates of
Louis XV furniture to enrich the Monticello collection further,
making it incomparable in America up to that time.

It requires the utmost imagination to reconstruct the scanty
resources that Jefferson could have found or known in that
provincial society to stimulate his eye or imagination in the years
before he began his collecting and the building of his own private
museum on the Virginia mountaintop. Here and there a few
great houses of some architectural pretensions were oases of cul-
ture in an endless forest, the houses surrounded perhaps with
formal gardens such as existed at Mt. Airy or Rosewell where
Jefferson’s friend, John Page, grew up. More often, civilization
was represented by a cluster of less imposing frame or stone struc-
tures, organized into a self-contained, working village with its
network of shops, barns, cribs, slave quarters, and occasionally,
near the mansion, a neat family schoolhouse like the one that still
survives at Tuckahoe, where Jefferson first encountered the
world of books. Perhaps it was some memory of the spirit of this
intimate, human, village setting of his earliest educational experi-
ence that informed his brilliant plans for the University of Virginia
near the end of his life.
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Books of philosophy, poetry, natural science and history with
words and few pictures were the standard classroom fare. If we
accept the proposed library that Jefferson drew up for his friend,
Robert Skipwith, in 1771 as describing his own intellectual
topography and interests in his late twenties, then we can geta
reasonable picture of his development and tastes during his
formative years. At an early age, he began “to collect a library,
not merely amassing a number of books, but distinguishing them
in subordination to early art and science,” Edmund Randolph
later wrote. In the chapter on painting in the list of books
recommended to Skipwith are such standard eighteenth-century
studies as Webb’s Essay on Painting, an Inquiry into the Beauties
of Painting, Jonathan Richardson’s Theory of Painting and Essay
on a Connoisseur, Leonardo da Vinci’s Treatise of Painting,
William Gilpin’s Essay on Prints and Hogarth’s Analysis of Beauty.

The importance of Jefferson’s early reading and of the aesthetic
inspirations he received from literary sources as he shaped his
own taste in art, particularly sculpture, architecture, and land-
scape design, becomes all the more obvious when one attempts to
identify the few works of art which Jefferson would have known
as a young man beyond commonplace family portraits and
engravings.

In 1781, he wrote in his Notes on the State of Virginia that,
as far as architecture in the former colony was concerned, “the
first principles of the art are unknown and there is scarcely a model
among us sufficiently chaste to give an idea of them.” But he
could have directed the criticism to painting and sculpture as well.
Even when the first copies of old masters to be shown in Virginia
were exhibited in the Kings Arms Tavern at Williamsburg in
June 1773, we can only say that Jefferson, who was in the neighbor-
hood, might have seen young Mathew Pratt’s copy of Benjamin
West'’s copy of Correggio and Guido Reni. But his own letters and
Journals of that date are absolutely silent.

Jefferson’s enthusiasm for sculpture and for public commissions
in particular, which he was later to champion with a critical
eye that chose Houdon and Canova over more mediocre sculptors,
may have been kindled by Lord Botetourt’s statue ordered for
Williamsburg by the colony in 1771, but he left no record of that
possible spark of inspiration. In the same year he had completed
the “hermit’s” room, the first structure at Monticello, and it
was probably during that spring that he drew up a list of famous
sculpture he desired to decorate the grounds in casts or copies. As
Professor Seymour Howard has suggested, perhaps the two
niches in the west drawing room that Jefferson included in his
original plans were actually designed to hold the Venus de’ Medici
and the Apollo Belvedere. Again the importance of books and
engravings, the only source of study of antique sculpture, is
evident, for not even plaster copies of such famous examples had
yet appeared in the American colonies. Richardson and Addison
provided critical descriptions of a number of the pieces; such
as the Venus de’ Medici, the Apollo Belvedere, the Antinous and
the Farnese Hercules, but Jefferson’s library catalogue also lists
Spence’s Polymetis, which first appeared in 1747 with its suggestive
description of the antique. Frangois Perrier’s earlier folio Signa
et Statua Antiqua with a hundred engravings of antique works was

also among the books of the young lawyer’s library. At least
one statue listed in his building notebook, Hercules and Antaeus,
was taken from a book on anatomy by Chelseldon.

His earliest plans for the landscape and gardens at Monticello
were sprinkled with grottoes, falls, springs and antique sculpture,
in which the young Jefferson revealed his most susceptible
romantic imagination. If a vision of the Venus de’ Medici and the
Apollo Belvedere planted on the edge of the wilderness, where
buffalo might have been seen only a few years before, suggests the
imagination of an American William Beckford, what are we to
say when the same scheme for Monticello included Greek,
Gothic and Chinese temples among the cascades and grottoes,
with a memorial column taller than that of Trajan to stand as the
central architectural element?

In 1770, the year before Jefferson had allowed his poetic musings
to populate the top of Monticello mountain with gods and
goddesses from the ancient world, Shadwell, the house where he
was born, had burned. It is likely that he had already completed
some of the basic plans for a new house before the fire and
had determined that it should be placed on the nearby mountain
to face the vast reaches of the wilderness that stretched west-
ward to the Blue Ridge and beyond.

By the spring of 1771, Jefferson had completed a small pavilion
where he lived alone in “one room, which like the cobler’s
serves me for parlor, for kitchen and hall. I may add, for bed-
chamber and study too . . . I have hope, however, of getting more
elbow room this summer,” he wrote in his first letter dated
from Monticello. The original Monticello, as we know it from
the earliest surviving drawings dated 1771, was a relatively small
classical villa with a central gallery for works of art, and the dreams
for the grounds show a sympathy with and understanding of
the new English romantic landscape school which was without
precedent in America as far as we know.

Probably the earliest books on architecture that Jefferson
acquired were Gibbs’ Rules for Drawing in Architecture and
Leoni’s The Architecture of A. Palladio; in four books, and it was
to Palladio that he was to affirm his lifelong allegiance. It was a
creative alliance of profound consequences. Through Palladio’s
plates, which conveyed an architecture of timeless proportion and
mathematical harmony, Jefferson envisioned a style and form
based on antiquity but with a purity which left behind history’s
corrupting influences of rotten governments, benighted rulers and
unenlightened institutions. With the building and rebuilding
of Monticello throughout his life, Jefferson indulged his pleasure
of creation, tested and absorbed the inspirations from Palladio,
Gibbs and the new examples of buildings he was to see in Paris,
and carried on his practical studies of the theory and history
of architecture as a designer and builder, acquiring a knowledge
of the subject that went beyond the experience of any American
of his generation.

The opportunities for architectural and landscape design
presented by the new estate at Monticello not only appealed to
Jefferson’s earliest creative instincts but they represented areas
where he could test some of the more experimental notions which
were beginning to find new and astonishing expression in England
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and on the Continent. The idea of the purification of nature,
which was first advanced by the philosophers and poets in the
late seventeenth century and the first quarter of the eighteenth
century, was central to the new concept of the neoclassical
landscape. The tradition of a literary inspiration for the ideal
landscape was itself rooted in the study of the classical poets from
Homer to Virgil, who were, of course, familiar to Jefterson
from his earliest studies of Latin and Greek.

Milton’s poetic vision of nature in the Garden of Eden has
long been recognized as one of the seminal modern literary sources
of the romantic school of landscape design. Jefferson may well
have been reading Milton when he was drafting his first plans for
the gardens at Monticello. In a letter ordering some pomegranates,
written in the spring of 1771 to a friend in Williamsburg, he
apparently evoked Milton’s verse, for the recipient Mrs. Drum-
mond replied that . . . No pen but Yrs., cou’d, (surely so butiful
discribe) espeshally, those few lines, in the Miltonic Stile. Thou
wonderful Young Man, so piously entertaining, thro out that,
exalted Letter. Indeed,” she concluded with astonishing pre-
science, “I shal’ think, Spirits of an higher order, inhabits Yr.
Aerey Mountains. . . .”

Perhaps it was inevitable for a young boy with a keen mind, a
romantic imagination and curiosity and a natural bent for de-
tached observation, growing up on the very edge of civilization, to
perfect a special visual faculty. From the Indian down through
the whole mythology of the frontiersman, the celebration of an
almost preternaturally acute use of the senses, especially sight and
sound, has become a part of our national folklore. Jefferson’s
father, who had died relatively young, had such a reputation in
Albemarle County from his days as an explorer and surveyor.

While it could scarcely be expected that any kind of rudi-
mentary training in the fine arts, even classroom sketching, would
have been offered in the schools that Jefferson attended, his
mind was well stocked with poetry and literature. He undoubtedly
developed at least a literary sense of proportion and rhythm
from his professors of rhetoric, and it is not without significance
that his favorite studies were mathematics and music. All this was
useful when he applied his skills to the organization of his first
architectural plans by formulas and mathematics, as Fiske Kimball
has observed. Across the back of many of his drawings are “set
down in his precise handwriting the result of those calculations.”
The general idea may have been inspired by Palladio, Gibbs
or perhaps Robert Morris, but the details and direction for realiza-
tion of the designs would have been distinctly Jefferson’s own
creation.

Some of the first books that Jefferson acquired as a young man
were volumes of engraved plates of architecture or scenes from the
antique. A few of these volumes may have come from the
libraries of early Virginians like William Byrd of Westover. Others
were ordered directly from England, for the sources of study,
at best second hand, were not easily available in that outpost of
European culture.

Robert Rosenblum makes the provocative observation that the
most radical innovators in the neoclassical movement of the
late eighteenth century, such as the Scottish painter, Gavin

Hamilton, and the Scandinavians, Johannes Wiedenwelt, Nicolai
Abildgaard and Carl August Ehrensvard, came from the periphery
of European art. It is not farfetched to see Jefferson’s own
precocious and romantic imagination, fed largely by literature
and the engravings of the antique, filtered through the Augustan
sensibilities of an earlier generation, developing also along the
same perimeter in a similar intellectual environment but at another
angle of the compass. Palladio, Herculaneum, Rome and the
Maison Carrée were, at least in the imagination, as far from
Edinburgh and Stockholm as they were from Philadelphia or
Williamsburg,.

When Jefterson wrote his critical indictment of Virginia archi-
tecture in his Notes on the State of Virginiain 1781, he was as
thoroughgoing as in his bill of particulars against the king of
England, five years before. “The private buildings are very rarely
constructed of stone or brick, much the greatest portion being
of scantling and boards, plastered with lime. . . . it is impossible to
devise things more ugly, uncomfortable and happily more
perishable,” he observed, and even for those houses with any
architectural pretense, there were but “two or three plans, on one
of which, according to its size, most of the houses in the state
are built.”

When he wrote this, Virginia’s architectural heritage, it should
be noted, included some of the greatest eighteenth-century
monuments of the North American colonies; not only the public
buildings of Williamsburg—the capitol, the palace, the college—
but, along the rivers, Rosewell, Mt. Airy, Stratford, Gunston
Hall and Westover hardly constituted a catalogue of expendable
cottages and “brick kilns,” such as he dubbed the College of
William and Mary, his alma mater.

Just as he had allied himself with the politics of revolution
in establishing national independence, so it is clear that his eye
early and easily responded to change when it came to the arts.
When he wrote that his favorite amusement was “putting up and
pulling down,” he was referring specifically to architecture,
but it was an attitude of innovation that characterized much of
his life’s accomplishments and interests.

From Williamsburg to Paris, no house that he ever occupied,
including the new president’s mansion in Washington, escaped his
critical attention and alterations. And if there were immediate
grounds or gardens to be reformed or improved as there were on
the Champs Elysées in Paris and along Pennsylvania Avenue
in Washington, then the environment itself had to accept his
sensitive reorganization and attention. In the 1790s after he
returned from Europe, the earlier more academic version of
Monticello was pulled down to make way for a more complex
solution reflecting the refinements of his eye during his travels.
The gardens themselves were redesigned, and the romantic, natural
schemes of the gardens he had seen in England bcame the
mode] he hoped to adapt to his Virginia estate.

Because our own distant view of Jefferson and his presumed
world is so dominated by classical features—Palladian villas,
Roman temples, Vitruvian orders, antique manners and austere
neoclassical profiles—it is difficult to recapture the profoundly
romantic environment the American wilderness itself presented

Xxxvi INTRODUCTION



to the susceptible imagination of the young Jefferson, who
devoured Sterne, Rousseau, Shenstone, McPherson’s Ossian and
other early romantic writers. Jefferson’s Virginia, its “‘aery moun-
tains,” and “smooth blue horizon at an infinite distance,” with
rivers below pouring through valleys in a “riot and tumult roaring
around” then passing into silence and calm, was the quintessential
romantic landscape that European artists and poets dreamed
about and invented on canvas and in poems. Jefferson had only to
open his front door and step onto the portico. For him, John
Locke’s “tabula rasa” did not have to be created out of the over-
grown accumulations of decayed societies, to begin a new epoch
of government or of architecture. The primeval purity of the
environment was simply waiting for the creative imagination of
the New American whose “faith in the senses” and the rule of
reason would produce a new era.

Jefferson’s vivid perceptions of the contrast between the pre-
sumed corrupting influences of the Old World, which could only
recapture its innocence and purity through drastic revolution,
and “the tranquil, permanent felicity with which domestic society
in America blesses most of its inhabitants,” allowing its citizens
“to follow those pursuits which health and reason approve,”
was reinforced wherever he turned when he arrived “on the
vaunted scene of Europe” in 1784. He was like an eighteenth-
century Henry James as he set down in letters the first impressions
of how “this new scene has struck a savage of the mountains of
America.” But whatever the political and social oppression and
squalor that frequently offended the congenial democrat, he could
not find words “to tell . . . how much I enjoy their architecture,
sculpture, painting and music.” He shared with James that dis-
tinctive American gift that the latter described as “‘our moral
consciousness, our unprecedented spiritual lightness and vigour”
allowing us to ““deal freely with forms of civilization not our
own, and pick and choose and assimilate and in short claim our
property.” For the next five years and with a “lightness and
vigour” that would have exhausted James, Thomas Jefferson went
about claiming whatever aesthetic and cultural property that
he deemed worthy to furnish the new American nation that was
coming into view for all the world to marvel at.

With his obvious enthusiasm in exploring the remains of
European civilization which most, like John Adams, assumed was
in the last stages of its Roman decline as described by Gibbon,
Jefferson maintained a detachment that underlined his self-
consciousness as an American who was also intent on salvaging
from Europe’s bankrupt past its last great legacy, the Enlighten-
ment. The “vaunted scene” and “the general fate of humanity”
had not struck him “advantageously.” He himself had escaped
the corrupting dangers of a European education at an early age,
unlike some of his Virginia contemporaries. “An American coming
to Europe for education,” he warned a young friend, “loses in
his knowledge, in his morals, in his health, in his habits, and in
his happiness.” But for all of his preaching, and his often am-
bivalent observations on the European artistic scene, he was
determined to identify and to select those things that would be
useful and beneficial to the new republic—from new French
architectural technology to the politically suggestive and even
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revolutionary designs of the English romantic landscape. Jefferson
responded with an engaging innocence and sometimes with
critical acumen to the artistic experiments that were beginning

to alter the aesthetic ideals and values of Europe. The “cold and
icy star” of David immediately caught his eye. “I do not feel

an interest in any pencil but that of David,” he wrote enthusias-
tically. In sculpture, only Houdon “among the foremost or perhaps
the foremost artist in the world,” was equal to creating a monu-
ment to General Washington in his native state, the first public
commission of sculpture in America. Later Canova, “con-

sidered by all of Europe as without a rival,” would also receive
Jefterson’s recommendation for a similar commission in North
Carolina. Sculpture, like architecture, had a symbolic, elevating
role to play in a republic to remind a free people of its achieve-
ments and sacrifices, and it would be important for future
generations to have the very best examples of creative genius.

In his Notes on the State of Virginia, an enquiry and agenda
setting forth his philosophy and proposals to achieve an American
Enlightenment in a land “kindly separated by Nature and a
wide ocean from the exterminating havoc of one quarter to the
globe,” Jefferson significantly included some observations on
architecture. “The genius of architecture seems to have shed its
maledictions over this land. . . . Perhaps a spark may fall on some
young subjects of natural taste, kindle up their genius, and
produce a reformation in this elegant and useful art.” Architecture
was obviously important in a new country setting about to build
new seats of government as symbols of virtue, to house legislatures
and all the other administrative apparatus from jails to city
halls. But the quick and inevitable growth of population required
new and unprecedented skills if domestic housing was to rise
above the “rude, misshapen piles” that constituted most of the
architecture of his own Virginia. “‘As we double our numbers
every 20 years we must double our houses. Besides we build of
such perishable materials that one half of our houses must be
replaced in every space of 20 years,” he observed.

The classical vocabulary of the new French idealistic archi-
tecture, combined with a reductive simplicity that was beginning
to manifest itself in Paris in the 1780s when Jefferson arrived,
immediately attracted his eye. He would gaze for hours on Pierre
Rousseau’s new hotel for Prince Salm-Kyrburg opposite the
Tuileries gardens, which had been completed in 1782. Nor was it
his only affair with a building while he was in France. He sent
amodel of the little Maison Carrée at Nimes—he later called
“noble beyond expression”—to the state commissioners in Rich-
mond, who were about to build the first structure designed
specifically to house the basic functions of a modern republic.
Jefferson’s inspiration was to give the fledgling government a
building of unprecedented symbolic monumentality in a temple
form with the “ring of eternity” thus launching the classic
revival in the United States.

Jefferson’s architectural vocabulary of the classic form is as
remote to us as the antique Roman models, so it is difficult to
appreciate the impact of his innovations. Just as morality and civic
humanism became the motivating force of the social and political
philosophy of the Founding Fathers, the same neoclassical
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Platonic concepts worked their visual reformation on the archi-
tecture of the new republic. Truth, honesty, abstract simplicity
and antique virtues translated into red brick, stone and native clap-
board produced models across the land equal to the new political
ideals.

It was important to study the ancient sources themselves in
their purest form, rather than relying on secondhand interpreta-
tions in books and engravings. His advice to young Americans
always included admonitions to study ancient ruins and artifacts
whenever possible during their travels in Europe. For as his
advisor on the plans of the capitol at Richmond, the French
architect Charles-Louis Clérisseau, had earlier remarked, “Let us
learn from the ancients how to submit the rules of genius. Let
us wipe out the mark of servitude and mimicry which disfigures our
works.” These were the lofty ideals to which Jefferson whole-
heartedly subscribed and which were to inform his own experi-
ments in design and construction.

Jefterson, the Puritan, agreed with the marquis de Chastellux
that the European luxury, overrefinement and effeminacy ex-
pressed in much of contemporary art was a threat to the morals
and the public happiness of the people and their representatives in
the new American government. The dilemma was how to estab-
lish a foundation for the arts in America without accepting
the time-honored conditions of wealth and rank in which they
flourished. Jefferson, the statesman, revolutionary and philosopher
believed with Chastellux that “whether we consider the fine
arts . . . a delicious ambrosia that the Gods have thought proper
to share with us, or . . . a dangerous poison, this liquor, whether
beneficial or harmful, will always be modified by the vessel
which receives it.”

Painting, while not an essential element of an enlightened
society, especially in its formative stages, could in Jefferson’s words,
“give a pleasing and innocent direction to accumulations of
wealth which could otherwise be employed in the nourishing
of coarse and vicious habits.” In a more positive view, artists could
also provide posterity with an accurate record of its great events
and the men who participated in them. Jefferson’s collaboration
with young John Trumbull on his painting of The Signing of
the Declaration of Independence reflects his appreciation of this
useful function of the artist and the social role of art to portray the
epic events of history. While he encouraged Trumbull in his
work and even offered him the post of secretary to the minister
in Paris so that he could continue his artistic studies, Jefferson
was not at all sure that conditions were ripe for a successful
professional career in America. There were too many other prac-
tical necessities to deal with in a new country. He warned his
young countrymen, Rutledge and Shippen, that painting and
sculpture were “too expensive for the state of wealth of our
country. It would be useless, therefore, and preposterous for us
to make ourselves connoisseurs in those arts.” It was much like his
earlier advice to family friends not to allow their sons to travel
in Europe before they were thirty. It was simply too heady and
dangerous an experience for youth. So it was perhaps in the
same vein, that he thought some maturity would be necessary
before the new nation could accommodate and absorb painters

and sculptors into the body politic on a useful and productive
footing.

But for all of his reservations, Jefferson, like the young Henry
James, went about “claiming his property” wherever his alert and
finely tuned eye led him, from the moment he stepped onto
the European scene. His famous love letter to Maria Cosway in
the form of a dialogue between the “Head” and “Heart,” is as
revealing a guide to some of the new architectural experiments
then taking place in Paris, as to the deeper revelations of Jefferson’s
own emotions. The new glass and frame dome of the Halle
aux Bleds, as it was known in the eighteenth century, in which
Jefferson and Mis. Cosway first met, would later appear in
Jefterson’s suggestions to Latrobe for the design of the roof for the
House of Representatives. The subtle arrangement of the apart-
ments in de Monville’s giant broken column in the strange,
surreal gardens of the Désert de Retz, where the couple picnicked,
was recalled by Jefferson when he drew up the plans for the
rotunda at the University of Virginia, years later. Even the trellised
“bowers of Marly,” where he and Maria walked, may have been
an unconscious influence, when he designed the arcaded passage-
ways between the pavilions at the University of Virginia.

Even though he could not discern the limits of the intellectual
and aesthetic revolution, the French philosopher d’Alembert
had noted as early as 1759 that “a most remarkable change in our
ideas is taking place, one of such rapidity that it seems to
promise a greater change to come.” When Jefterson arrived in
Paris in the fall of 1784, those changes in architecture, painting
and sculpture as well as philosophy could be seen advancing
throughout the studios, workshops, galleries, and streets of Europe.
The “tabula rasa” of his own provincial imagination responded
easily to the new style that coalesced in the neoclassical master-
pieces created during the decade of the 1780s. David’s Oath
of the Horatii with all of its vigorous purity was completed in 1784,
and Jefferson and young Trumbull immediately went to admire it.

Claude-Nicolas Ledoux carried out his radically advanced
designs for the king’s tollhouses in the new wall constructed
around Paris beginning in 1783. In their pure geometry, Ledoux
plumbed the most primitive sources of antiquity for inspira-
tion. Jefferson’s brief reference to the wall condemned it on what
appear to be political grounds while recognizing its beauty, for
the clarity of Ledoux’s work concealed under the decoration at
Louveciennes and the Hotel Guimard was in fact admired by the
American minister, the latter inspiring his design for Pavilion IX
at the University of Virginia.

The third artist to capture his attention and to break new ground
in the decade of the 1780s was the Italian sculptor, Antonio
Canova. He, like David, studied in Rome, and David was working
on the Oath about the time that Canova began his model of
the monument for Clement XIV to be placed in St. Peter’s.
Jefterson may have heard of the sculptor through David, who
had known Canova in Rome. He was at least aware of Canova’s
reputation and accomplishments in 1816, when he insisted that the
state of North Carolina give its commission for a monument
to Washington to “old Canova,” the best sculptor of the age.

Of all the discoveries the Enlightenment lays claim to or the
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rediscoveries that were its unique enterprise, it was the redis-
covery of the ancient world through its literature, its philosophy
and its art that Jefferson could most easily respond to when he
arrived in Europe. There is no need to labor the point about

his classical education, his erudition in Latin, his predilection for
Greek and Roman authors, the translation of Greek poetry as he
stood beside the fireplace at Monticello in his old age. As Pro-
fessor Commager put it, “The Founding Fathers knew the
ancient world better, perhaps, than they knew the European or
even the British world, better, in all likelihood, than they knew the
American outside their own section.”

The historical and moral world of Greece and Rome was the
basic foundation of all eighteenth-century education, and this
extended to farmers and tradesmen as well as lawyers, clergymen
and statesmen. When an English journal claimed the inven-
tion of making the circumference of a wheel from a single piece
of wood, Jefferson wrote off immediately to St. John de Crévecoeur
that the practice has long been followed in New Jersey by
farmers who in turn had discovered the technique in the classics.
“Ours are the only farmers who can read Homer,” he declared,
then closes by quoting the appropriate lines in Greek from
the Iliad on chariot making.

The classics had done more than furnish Jefferson’s mind with
basic appointments of philosophy and history, however. They
had also educated his eye and imagination to appreciate the
universal beauty and truth that Winckelmann had pursued and
that architects from Palladio to Clérisseau had appropriated from
the ruins of Rome, Palestrina, Nimes and Spalatro. The works
of Palladio, Lord Burlington and Piranesi had provided the most
tempting early introduction to the subject in Virginia, so it is
not surprising that Jefferson’s travels in France and northern Italy
were filled with the pleasure of ruins, as well as notes on build-
ing canals, growing rice and the price of good wine.“From Lyon
to Nimes I have been nourished with the remains of Roman
Grandeur,” he wrote to the comtesse de Tessé, and in the same
letter he confessed that he had fallen in love with the Maison
Carrée. “I am immersed in antiquities from morning to night,” he
continued, and if he was recalled from his reveries in the past
to the eighteenth century it was only “by the recollection of your
goodness and friendship.” Statues, urns, fallen columns and
bronze artifacts were carefully sought out and studied. Ancient
coins which he collected in his travels were later given to the
American Philosophical Society and the Roman askos he saw in
the museum at Nimes was to be translated into a splendid
silver vessel for the dining table at Monticello.

Ten years before he had begun his affair with the temple at
Nimes, his imagination and pen were playing with perhaps
the first neoclassical architectural project in America, at least on
paper. It involved the palace at Williamsburg, which he had
put down in his Notes on the State of Virginia as a building “not
handsome without . . . but capable of being made an elegant
seat.” In a series of studies and measured plans of the palace, which
were probably done before the American Revolution, the young
architect-politician proposed to remodel the old house into a
temple with immense porticos on both the front and back, whose

eight columns would extend the full height of two stories. Had
it been carried out, it would have become an architectural
landmark of the first rank as the first temple-form house in the
neoclassical movement, with inspiration drawn directly from
antique sources, rather than adapting the more conventional
Palladian and English baroque interpretation.

Coming to Europe as he did at the age of forty-one, having been
until then removed from the aesthetic center of things, Jeffer-
son was able to combine a kind of intellectual and visual purity
with a practical experience in architecture and landscape design
that was singular in its focus. With no accumulation of past
styles and cultural relics to confuse his vision or shape his taste,
beyond the modest buildings of Virginia and his own selective
library of literature and engravings, he sailed with remarkable skill
through the confusing and often contradictory currents of
artistic expression in Europe during the five years of his visit. His
own taste for the classics inevitably guided his eye to those
examples, both new and old, that fit the mode. Through his
awareness of the purely literary origins of the romantic landscape
in his early reading and with his own youthful poetic narrative
evoking an arcadian elysium in his landscape plans for Monticello,
Jefterson was probably closer to the origins of the English
romantic landscape movement than later interpretations, which
emphasized the importance of the landscape painting of Claude
and Salvator Rosa to the exclusion of literary sources and guide-
book discriptions.

Jefferson’s freedom from tradition, combined with his frontiers-
man’s bold imagination, allowed him to roam, with an innocence
that we can admire, through the studios and galleries, picking
and choosing with confident abandon, not as an academic con-
noisseur but as an “enthusiast on the subject of the arts.”

When Jefferson returned to the United States and became
secretary of state, his enthusiasm and experience were valuable
assets which the new government quickly recognized. For
L’Enfant, he assembled the best city plans of Europe as a clue to
the alternative directions L'Enfant might consider as he carved
up the ten mile square that had been recently surveyed. The
citizens of Georgetown might be able to lift their own aesthetic
sights, Jefferson suggested, if the fledgling government would
distribute free engravings of outstanding European buildings.
When it came to the president’s house, it was Jefferson who
proposed an architectural competition and laid down its rules, sub-
mitting an anonymous plan of his own based on Palladio’s Villa
Rotonda but with a dome that reflected Legrand’s radical
glass and wood enclosure of the Halle aux Bleds.

As president, Jefferson saw the need to recruit professional
architects to the service of the Federal government so he created
the post of surveyor of the public buildings, and appointed
the well-trained Benjamin Latrobe to the office.

From his earliest reforms of the College of William and Mary,
Jefferson had thought deeply about the philosophy of educa-
tion in the republic, the needs of the students and scholars, and
the relationship between the educational program and the
architecture that was to house it. The final project of his old age,
the University of Virginia, was to be his last great achievement in
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celebration of “the important truths that knowledge is power,
that knowledge is safety, and that knowledge is happiness. . . .”

“This institution of my native state,” he wrote with pride,

“the hobby of my old age, will be based on the illimitable freedom
of the human mind to explore and to expose every subject
susceptible of its contemplation.” And he was determined that
the institution of such lofty purpose should be properly housed.
“A barn for a college and log huts for accommodations” would
never do, no matter what the cost or obstacles.

While most American colleges and academies were either one
or two large buildings, if not barns or huts, to house all of the
functions of teaching, living and administration, Jefferson had
something else in mind which was unique in academic archi-
tectural planning. “The plan of the building is not to erect one
single magnificent building to contain everybody and everything,
but to make of it an academical village in which every pro-
fessor should have his separate house (or ‘pavilion’), containing
his lecture room with two or three or four rooms for his own
accommodation according as he may have a family or no family,

with kitchen, garden, etc.; distinct dormitories for the students, not

more than two in a room; and separate boarding houses for
dieting them by private housekeepers.”

His calling the university a “village” shows how clearly he
saw the necessity of organizing the individual buildings into a
unified whole, which respected both the symbolic functions and
the human scale. The arrangement of the pavilions for the pro-
fessors, their classrooms and living quarters, connected by the
arcades and gardens to the students’ quarters, its library housed in
the rotunda at the head, with a theater in the dome to trace
the course of the stars, projects a vital order of extraordinary
creative power and imagination. Again he turned to his chief
architectural authority and lifelong companion in his library,
Andrea Palladio. “Pavilion No. X [is to be modeled on the] East
Doric of the Theatre of Marcellus. The columns to have no
bases . . . I have never seen an attic pilaster with the measures of
its parts minutely expressed except that of the Temple of Nerva
Trojan (Palladio, Book III, Plate 18).” Even if the goals were of

the highest, the success of the plan and of the individual buildings

must be evident in the smallest detail.

Working from a carefully defined collegiate program that was
far in advance of its time, Jefferson was able to orchestrate its
wise, practical and aesthetic elements into a unified whole of
extraordinary balance and beauty. Again and again, his own
range of experience, knowledge and human delight is revealed in
garden walls, concealed walks, symbolic friezes and modulated
fagades of the most satisfying scale and rhythm imaginable.

One could spend a good part of a lifetime sorting out and
cataloguing all of the details of the university and following them
to their source—from Louis XIV’s garden at Marly to the
Theater of Marcellus and the Pantheon in Rome. In the capitals,
fagades, railings and pediments, each carries a part of its creator’s
history and experience—his books, his plans, his love affairs
of the heart as well as the head, his dreams, above all, for a new
nation—into a biography of an eye that still sets, by its example,

a course for the human spirit to follow.

1 Thomas Jefferson
JEANANTOINE HOUDON 1741-1828
Marble 1789

54.5 (21%2) high

Inscribed under left shoulder:

houdon f. 1789.

Lent by The Museum of Fine Arts,
Boston

Probably in the early summer of 1789
Jefterson sat for Houdon in Paris. The
original clay maquette modeled from
life was discarded in the process of
making the mold from which plaster
examp%es were cast and finished by
Houdon. But a plaster bust was
regarded by the sculptor as only a
temporary and intermediate stage in
the production of a final portrait

in a more permanent substance, which
was in this instance Saravezza marble.
This final stage of the life portrait was
completed sometime between the
opening of the Salon and the end of
the year.

This superb likeness of Jefferson by
the greatest portraitist of his time
has been displayed in many versions
in public and private collections since
its original exhibition. It shaped an
enduring visual image, which ade-
quately encompasses the full range of
Jefferson’s accomplishments.

The image was given extensive cur-
rency from its inception. Copies in
biscuit de Sévres were reproduced
commercially by the Manufacture
de Sévres during Houdon’s lifetime.
The presidential portrait on the 1801
Indian peace medal by John Reich
was, as Jefferson himself reported,
“taken from Houdon’s bust.” A
century after examples of this medal
were distributed by Lewis and Clark to
important Indian leaders met in the
course of their expedition, the Reich
medal was used as the basis of the
obverse of the Jefferson dollar, which
was minted in 1903 to commemorate
the centennial of the Louisiana Pur-
chase. Thirty-five years later another
medalist, Felix Schlag, also chose the
Houdon portrait for the representation
of Jefferson on the nickel. Since its
first issue in 1938, this version of
Houdon’s portrait has become one of
the most widely circulated of all
Jefferson likenesses. A.s.

x] INTRODUCTION

2 Thomas Jefferson
THOMAS SULLY 1783-1872
Oil on canvas 1821
76.2x63.5 (30x 25)

Lent by the West Point Museum
Collections, United States Military
Academy, West Point

In January 1821 Jefferson was informed
of the desire of the “Superintendent,
Officers, Professors, Instructors, and
Cadets of the U. States Mil. Academy”
to commission Thomas Sully to paint
a portrait of him, to be added to
those hanging in the “Academic
Library” as “‘being alike one of the
Founders, and Patrons of both . . .
Our Republic.. . . and the Mil. Acad-
emy.” Jefferson responded cordially,
and though he felt that the trouble of
Sully’s journey would be “illy bestowed
on an ottamy of 78,” he nevertheless
agreed to the sitting, which took place
at Monticello in March 1821. Ac-
cording to Dunlap, the thirty-seven-
year-old Sully “was an inmate of
Monticello twelve days, and left the
place with the greatest reluctance.”
The life portrait, a half-length now
at the American Philosophical Society,
was used by Sully as an intermediary
step for the production of this great
fulﬁlength portrait—one of only two
portrayals executed during Jefferson’s
lifetime. The full-length conveys the
imposing stature that was so mem-
orable an aspect of his presence. James
Fenimore Cooper, who was not an
admirer of Jefferson, wrote of the
effects of this portrait on him durin
his visit to West Point in April 1823:
“There was a dignity, a repose, I will
go further, and say a loveliness, about
this painting, that I never have seen
in any other portrait. . .. I'saw . ..
Jefferson, standing before me, not in
red breeches and slovenly attire, but a
gentleman, appearing in all republican
simplicity, with a grace and ease on the
canvas, that to me seem unrivalled.”
As its frequent reproduction bears
testimony, Sully’s portrait offers us the
finest image of Jefferson in his last
years. The portrait, which survives in
perfect condition, is an unusually
reliable record of Jefferson’s coloring,
depicting accurately his fresh com-
plexion and the traces of the sandy hue
still in his hair and eyebrows. A.B.
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VIRGINIA

Certainly it must be a happy climate, since it is very near the same
latitude with the “Land of Promise.”
ROBERT BEVERLY, The History of the Present
State of Virginia, 1705

When Thomas Jefferson was born at Shadwell, his father’s
middle Piedmont tobacco plantation, in 1743, Great Britain’s
largest American colony, Virginia, had created a complex society
with its own distinct characteristics on the periphery of Euro-
pean culture. The Virginia of Jefferson’s youth was, in his own
words, “‘a country isolated from the European world insulated
from its sister colonies, with whom there was scarcely any
intercourse, little visited by foreigners. ...”

With a network of aristocratic families firmly established in
the Tidewater along the coastal rivers and a new, plain, aggressive
society growing along the western edges toward the mountains,
the colony was a self-contained and yet divided “country.”
Jefferson’s family ties ran both ways, for his mother was a
Randolph with all of the Tidewater family connections the name
implied, while his father, Peter Jefterson, with a less preten-
tious background, made a fortune in farming, land speculation,
and surveying on the edge of the “wilderness.”

Jefferson’s earliest education began in the small frame school
building at Tuckahoe Plantation above the fall line on the
James River where his father had moved to raise both his own
and the orphaned family of his best friend, William Randolph,
who had died suddenly in 1745. The foundation of his
studies was the conventional dose of Latin and Greek provided
by Scottish tutors, but the rich, wild natural setting of Shadwell and
Tuckahoe with their vast fields provided an even greater
stimulant to the attentive eyes and eager imagination of the young
Jefterson.

After his father died in 1757, leaving him at the age of fourteen
with a considerable fortune, he continued his studies with the
Reverend James Maury, “a correct classical scholar” and clergy-
man of some prominence. At the age of sixteen, he traveled to
Williamsburg and enrolled at the College of William and Mary.
“It was my great good fortune . . .,” Jefferson wrote later in his
Autobiography, “that Dr. William Small of Scotland was then pro-
fessor of Mathematics, a man profound in most of the useful
branches of science, with a happy talent of communication correct
and gentlemanly manners, & an enlarged & liberal mind. . . .

He was the first who ever gave in that college regular lectures in
Ethics, Rhetoric and Belles lettres.”

Frances Fauquier, that amiable, cultivated lieutenant governor
and sometime London gambler, had arrived in Williamsburg
the same year as Small in 1758, and through Small, Jefferson was
introduced to the governor’s circle and joined his “familiar table”
along with George Wythe, forming the celebrated partie
quarrée and attic society recalled in Jefferson’s memoirs.

The year that Jefferson entered the college, an English traveler
noted that the town “does not contain more than one thousand
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souls, whites and negroes; and is far from being a place of any
consequence. . . . there are ten or twelve gentlemen’s families, con-
stantly residing in it, besides merchants and tradesmen: and at

the time of the assemblies, and general courts, it is crowded with
the gentry of the country: on those occasions there are balls

and other amusements; but as soon as business is finished, they
return to their plantations and the town is in a manner deserted.”

Whatever its shortcomings as an urban center, Williamsburg
did provide Jefterson the student with libraries, bookshops,
intellectual mentors of considerable achievement, and companions
like John Page of Rosewell and Thomas Nelson who shared
Jefterson’s youthful enthusiasm for poetry, music and architecture,
as well as the theater, dancing, card playing and fox hunting.

After five years of study of the law with Mr. Wythe, Jefferson
returned to Shadwell and sometime before 1770 conceived the
grand scheme to build himself a house on top of the mountain left
to him by his father. The main dwelling was not completed
when he brought his bride, Martha Wayles, there in January 1772.
In its design, site and general landscape plan, nothing like
Monticello had been seen before in America. The marquis de
Chastellux, with his customary perception, wrote in his journal a
dozen years later, after a visit to the new house, that Jefferson
was “the first American who has consulted the Fine Arts to know
how he should shelter himself from the weather.”

The sources he consulted, the inspiration to his eye as well
as of his mind during these years—Jefferson was not yet thirty when
he first dreamed of the new dwelling—are important to us asa
means of understanding Jefferson’s aesthetic judgment, his lifelong
affair with the role of the arts in a democracy, and as an artist
his deep concern with the shaping of the image of the new
Republic. The things he saw, the books he read, the places he lived
or visited, the appearance of his immediate ancestors and con-
temporaries in their stiff, uncompromising poses, the nature of the
Virginia countryside, the first tentative tracings and drawings of
building designs, the poetic reveries set down as romantic landscape
plans, all contribute to reconstructing something of the now
fractured mosaic of Jefferson’s eighteenth-century Virginia.

The Virginia planters, like the English lords or the Venetian
aristocrats, demanded appropriate country seats as the center
of their vast, productive estates along the Virginia rivers. Archi-
tecture and household furnishings were important in the grander
establishments whose English factors kept up a steady shipment
of chairs, chests, silver, porcelain and engravings. “The chief
magnificence of the Virginians,” Chastellux noted, “consists in
furniture, linens and silver plate, in which they resemble our own
[French] forefathers who had no private apartments in their
castles, but only a well stored wine cellar and handsome side-
boards.” Paintings, except for portraits, were scarce. Neither
Jefferson’s father, mother nor wife were painted during their life-
time and his own first likeness was not done until he went to
London in 1786.

In Jefferson’s famous Notes on the State of Virginia, the arts
in any form do not figure in the inventory of assets of the former
colony. As for architecture, Jefterson observed, “The first
principles of the art are unknown, and there exists scarcely a model

among us sufficiently chaste to give an idea of them.”

Jefferson’s criticism of architecture extended to the public
buildings of Williamsburg, especially the college which to his eye
“would be taken for brick-kilns,” if they did not have roofs.

Aside from Monticello, some of his earliest architectural projects
were for Williamsburg, including a bold proposal to reshape

the governor’s palace with a double portico and an octagonal chapel
for the college, both without precedent in American colonial
design.

If Virginia planters were short on paintings, and sculpture was
nonexistent until Governor Botetourt’s monument arrived
in 1773, cheap engravings were popular and, more importantly,
handsomely illustrated books, especially on classical subjects and
architecture, were available in the better libraries of the gentry.
The College of William and Mary had benefited from gifts of
books from Governor Spotswood, Fauquier and others, including
a copy still preserved of Descriptions des Chiteaux et Parcs
de Versailles, de Trianon, et de Marly, by Piganiol de la Force,
describing royal parks that would later fascinate the American
minister in Paris.

In Jefterson’s list of 150 books for Robert Skipwith, compiled
in 1771, works on the fine arts such as Burke’s On the Sublime and
the Beautiful, Hogarth’s Analysis of Beauty and Lord Kames’
Elements of Criticism are included.

When it came to the subject of architecture, Jefterson turned
instinctively to the work of Palladio and his English followers
as instruments to mold his own vision and aesthetic development.
Gibbs, Morris, Kent and Halfpenny were bought and studied
by a receptive student whose philosophy and outlook were attuned
to the new classicism as the perfect symbol for a republic that
was to humbly model itself on the political traditions of the
ancients. Jefferson’s aesthetic vision paralleled his political vision,
seeing that man could plan and shape his physical environment
along rational lines, just as he could construct new political
machinery to confirm the rights of man in his “pursuit of happi-
ness” and freedom.

At the close of the Revolution in 1782, having concluded his
military duties at Yorktown, Chastellux wrote an essay in the form
of a letter to the Reverend James Madison called “The Progress
of the Arts and Sciences in America” as an enquiry on the future
of the enlightenment in America. Jefferson received a copy and
was so impressed that he urged his philosopher friend to include it
as a postscript to the marquis’ travels when it was published.

Jefterson understood the larger context of the purposes for the
enquiry, for the rest of the world wondered in books, pamphlets,
speeches and letters what the full implications and measure of
the American experiment were to hold for mankind. What were to
be the artistic standards in a democracy? What was the role of
the artist? Who was to be his patron? For whom did he speak?

These questions were raised in Virginia two hundred years ago,
and they deeply intrigued the young Jefferson, as they engage
our own concern in 1976.

Jefferson’s response to the measured enquiry and argument of
an informed member of the French enlightenment on the
future of the arts must be viewed against the eighteenth-century
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colonial background. If his early education in Virginia was
conventional for the age, its thrust was cultural in detail as his
library recommendations to his friend, Robert Skipwith, reveal.

In shaping his philosophy of art and determining its value, the
strict classical ideals supplied by the examples of antiquity must be
weighed with the frontiersman’s faith in utility. Explaining his
inclusion of contemporary novels along with Cicero and Homer,
the young moralist wrote to Skipwith:

A little attention to the nature of the human mind evinces that the
entertainments of fiction are useful as well as pleasant. That they are
pleasant when well written, every person feels who reads. But wherein
is its utility, asks the reverand sage, big with the notion that

nothing can be useful but the learned lumber of Greek and Roman
reading with which his head is stored? I answer everything is useful

3 The Fry and Jefferson Map of Virginia and Maryland
JosHUA FRY 1700?-1754, and
PETER JEFFERSON 1707/08-1757
Engraving 2nd ed. 1755

77.5x122 (30%2x48)

Signed: Engraver—Robert Sayer at
No. 53 Fleet Street, London

Lent by Wilton Museum House,

Richmond. National Society of the
Colonial Dames of America in the
Commonwealth of Virginia. Gift of
Mrs. Cabell Mayo Tabb

The Fry and Jefferson map, recognized
in its time as the most accurate

3

rendering of the face of the new
country Virginia, represents an achieve-
ment of no small measure. That

Peter Jefferson was singularly equal to
the task of mapping the remote and
often inhospitable wilderness beyond
the Tidelands is suggested by the
account of his background and enter-

which contributes to fix in the principles and practices of virtue. . . .
The field of imagination is thus laid open to our use and lessons may be
formed to illustrate and carry home to the heart every moral rule

of life.

In the arts as well as politics, Jefferson’s life spanned a period of
tumultuous change, from the rational order of the classic en-
lightenment as reflected in the Virginia society of his youth to
the romantic revolution of his mature years. In his pursuit of the
arts, he took his stand with the party of revolt. As Edmund
Randolph wrote of his young kinsman, “he panted after the fine
arts, and discovered a taste in them not easily satisfied with such
scanty means as existed in a colony, for it was ‘a part of Mr.
Jefferson’s pride to run before the times in which he lived.” ” w.n.a.

prising spirit contained in his son’s
Autobiography: “The tradition in my
father’s family was that their ancestor
came to this country from Wales, and
from near the mountain of Snowdon,
the highest in Gr. Br. ... My father’s
education had been quite neglected;
but being of a strong mind, sound
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judgment and eager after information,
he read much and improved himself
insomuch that he was chosen with
Joshua Fry professor of Mathem. in
W. & M. college to continue the
boundary line between Virginia &

N. Caroline which had been begun by
Colo Byrd, and was afterwards em-
ployed with the same Mr. Fry to make
the 1st map of Virginia which had
ever been made, that of Capt Smith
being merely a conjectural sketch. . . .
He was the 3d or 4th settler of the

part of the country in which I live,
which was about 1737.”

The youngest of three sons of
Captain Thomas Jefferson, Peter
Jefterson first came to the upper
reaches of the James River in about
1731 to take up his inheritance of
lands at Fine Creek in Goochland
County, about midway between
Dungeness, the holdings of Isham
Randolph, and Tuckahoe, the estate
of Isham’s nephew William Randolph,
both across the James on the north
bank. He had already begun to expand
his lands and had held office both
as justice of the peace and sheriff when
he married Isham Randolph’s eldest
daughter, Jane Randolph, in 1739.
They settled still further up the James
at a choice site on the north fork of
the Rivanna, obligingly ceded by
Jefferson’s friend William Randolph.
There in about 1741 Peter began
to build Shadwell, named for the
London parish where Jane Randolph
was born, and it was here that Thomas
Jefterson, their third child and eldest
son, was born on April 13, 1743.
Shadwell lay in the new county of
Albemarle, carved out of the larger
Goochland County in 1744, and
Peter Jefferson soon became an office
holder of importance, serving as
justice of the peace, judge of the court’
of chancery and lieutenant colonel.

Living nearby at Viewmont, about
thirteen miles from Shadwell, on the
Hardware River was Joshua Fry,
presiding magistrate, county lieutenant
and county surveyor of Albemarle.
Born in Somerset and probably edu-
cated at Wadham College, Oxford,
Fry had in 1737 resigned his appoint-
ment at William and Mary to seek
his family’s fortune in the back settle-
ment. The two men became friends,
and between 1746 and 1751 their
names were linked in a series of im-
portant surveying exploits. They were
both of the party which in 1746
set the western boundary of the great
holdings of Lord Fairfax, known as
the Northern Neck, running the
Fairfax Line seventy-six rugged miles
from the source of the Rappahannock
to the headsprings of the Potomac.

In 1749 they set off together to carry
the line between Virginia and North
Carolina ninety miles beyond the
point reached by Byrd and his party

twenty-one tyears before. The extreme
hardships of this journey—attacks by
wild beasts, sleep snatched among the
branches of trees—passed into the
legends of the Jefferson family and
doubtless would have been among the
early memories of Thomas Jefferson,
who was six years old at the time.

In view of their intimate knowledge of
the land, Fry and Jefferson were
afterwards appointed by Acting Gover-
nor Lewis Burwell to satisfy a direc-
tive from the Lords of Trade calling
for a map of the inhabited part of
Virginia. Their map was completed
and sent to London in 1751, and the
first edition appeared sometime after
March 1752, perhaps not until as late
as 1754. A second edition of 1755,

the version most widely used in
Thomas Jefferson’s time, contained
additions by John Dalrymple, mainly
indications of wagon roads.

Fry was called to the west in 1754
as commander-in-chief of the Virginia
forces dispatched against the French,
only to die in camp at Wills Creek on
May 31. George Washington, his
second in command, succeeded him.
Peter Jefferson was named his executor,
and part of Fry’s legacy to him was
the surveying instruments they had
used together. He inherited as well the
offices left vacant by his friend’s
death—county lieutenant, county
surveyor and membership in the House
of Burgesses. Peter Jefferson, too,
died before his time in 1757, his strong
constitution defeated by illness,
leaving to his son—along with land
and provisions for his education—a
smal?]ibrary and his mathematical
instruments, among them probably the
surveying instruments that played
such an essential part in the making
of the map of 1751.

The Fry and Jefferson map lived on
as the most authoritative map of
Virginia. When Thomas Jefferson,
then minister to France, decided to
publish his Notes on the State of
Virginia, first in a French and then in
an English edition of 1787, he had the
map reengraved, for the occasion,
with some additions to extend its
range, speaking of it with justifiable
pride as more valuable than the book
in which it was to appear. L.p.

4

4 William Randolph I
BRITISH SCHOOL

Oil on canvas c. 1695
91.4x72.3 (36 x 28%2)

Lent by the Virginia Historical Society,
Richmond

The immigrant William Randolph I
of Turkey Island, Thomas Jefferson’s
great-grandfather, was born in War-
wickshire, England, in about 1650, the
son of a cavalier whose fortunes had
faltered in the English Civil War. He
came to Virginia in about 1670,
joining his uncle, Henry Randolph,
who was already an established and
well-respected member of the Virginia
gentry. William settled at Turkey
Island in Henrico County on the north
bank of the James River, a score of
miles below Richmond, where over the
years he built an imposing seat. He
succeeded his uncle as the clerk of

the Henrico County court sometime
before 1675, for in that year he
officially signed the inventory of John
Perrin. This was but one of a long
train of public offices and honors that
came to him as a person of consequence
and ability: magistrate, coroner,
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lieutenant colonel of the militia, mem-
ber of the House of Burgesses and
speaker of that body, attorney general
of the colony, clerk of the House of
Burgesses, visitor of the College of
William and Mary and member of the
governor’s council. In about 1678 he
took a wife from nearby Bermuda
Hundred, Mary Isham “of the antient
and eminent family of Ishams of
Northamptonshire.”

William and Mary Randolph have
been called the Adam and Eve of
Virginia, and indeed their seven sons
and two daughters were to establish
the name and line of the Randolphs as
preeminent in Virginia. Intermarry-
ing with other patrician families—the
Pages, the Nelsons, the Grymeses,
the Lees and the Harrisons, among
many others—they produced “a con-
stellation of ability seldom rivaled
in the history of the American
colonies.” William and Mary’s third
son, Isham Randolph, was to become
the maternal grandfather of Thomas
Jefferson, one of the brightest stars
of this constellation.

The Randolphs and the Jeffersons



were bound by the ties of friendship as
well as by intermarriage. William

and Mary’s second son, Thomas, was
the father of William Randolph of
Tuckahoe, neighbor and close friend
of Thomas Jefferson’s father Peter.
When Peter Jefferson thought to
build his first house, Shadwell, his
friend William Randolph agreed to
convey to him from his adjacent
holdings a particularly choice site, the
consideration to be “Henry Wether-
burne’s biggest bowl of Arrack punch”
at the Raleigh Tavern in Williams-
burg. The amiable proprietor of Tucka-
hoe died in 1745, entrusting his
children and his estate to Peter
Jefferson. Thus it was that the Jeffer-
sons moved to Tuckahoe in 1745

for a stay of some six years, and that
Thomas Jefferson spent his youngest
years on' Randolph lands and among
his Randolph second cousins.

In his Autobiography, written late -

in life, Jefferson summed up his
distinguished antecedents on the Ran-
dolph side in a single sentence: “They
trace their pedigree far back in
England & Scotland, to which let every
one ascribe the faith & merit he
chooses.”

Portrayed on a “Kit-cat” size canvas
made popular by Kneller, the sitter -
is painted as an imposing figure with
a full-bottomed wig, Steinkirk cravat
and coat with vented sleeve and
elaborate ornamental frogging, all
characteristic of the costume of the
last decade of the seventeenth century.

If this portrait is of William Ran-
dolph and if it was painted from life,
it must be dated before his death
in 1711. The portrait is obviously of
British origin, and a suggested date
would be c. 1695. T.T.

5 Mary Isham Randolph

Attributed to JOHN WOLLASTON
active 1735-1767

Oil on canvas

91.4x 71 (36 x 28)

Lent by the Virginia Historical Society,
Richmond

Mary Isham Randolph, great-
grandmother of Jefferson, was the
daughter of Henry and Catherine
Isham of Bermuda Hundred, a planta-
tion on the south side of the James
River nearly opposite Turkey Island,
the estate of her future husband. She
came of an old Northamptonshire
family which traced its name to the
fourteenth-century manor of de Isham.
The common ancestor of the Ishams
was Robert Isham of Pytchley, who
died in 1424, and the Lamport branch
of the family were created baronets

in 1627. The Ishams were thus a
family of distinction and substance
when Henry Isham came to Henrico
County in about 1656. A merchant
and militia officer, he signed his name
“Gentleman,” and his wife Catherine’s
will, made in 1686 and sealed with
the Isham arms, bequeathed a quantity
of silver to her heirs.

Mary Isham’s marriage to William
Randolph, although not recorded,
must have taken place about 1678.
The will of her brother Henry, dated
November 13, 1678, and proved
June 5, 1680, includes bequests to his
sister ““Mrs. Mary Randolph,” in-
dicating that the marriage had already
taken place. William Randolph was in
fact executor of the will and received
a large part of the estate.

This unsigned painting, attributed
to John Wollaston, poses a problem
with regard to the identity of the
sitter. If the portrait is indeed of Mary
Isham Randolph, as family tradition
holds, it must be a free copy of an
earlier likeness; alternatively, the
painting could be a portrait of some
other member of the Randolph family
from whom it descended for genera-
tions through various branches. The
difficulties of assigning the painting
become apparent when it is noted that
Mary Isham Randolph died in 1735,
whereas Wollaston came to the
colonies in 1749 and to Virginia only
after 1753.

Perhaps because of the many re-
painted areas of the canvas, the portrait
has sometimes been attributed to
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John Hesselius, who was active in
Virginia at various times between 1750
and 1778. However, the head of the
sitter, which in an eighteenth-century
portrait usually displays the painter’s
most obvious characteristics, shows
little of the direct observation of the
face generally found in the work of
Hesselius.

The “Kit-cat” size of the canvas
matches that of the portraits identified
by family tradition as being of Mary
Randolph’s husband and son. T.T.

6 Isham Randolph
BRITISH SCHOOL
Oil on canvas

86.3x 66 (34x26)

Lent by the Virginia Historical Society,
Richmond

Isham Randolph, Thomas Jefferson’s
maternal grandtather, was the third
son of Wﬁliam and Mary Randolph,
born in 1685, presumably at the
ancestral seat of Turkey Island. Like
five of his brothers he was educated at
the College of William and Mary,

for the Randolphs, aristocrats that they
were, saw to it that their sons were
properly prepared for their inheritance
of lands and public duties. Of all the
Randolph sons, Isham seems to have
been a particular favorite of their
distinguished neighbor, William

Byrd II of Westover (see no. 7) who
was eleven years his senior. Byrd’s diary
shows that Isham was often at West-
over, accompanying Byrd on his
rounds of the plantation, dining and
talking, and for a time taking up Byrd’s
offer of lessons in French and makin
fair progress. When Isham decided

on a career at sea, it was William Byrd
who helped him realize his ambition
by recommending him to the com-
mand of a ship. By September 1710
Isham called at Westover as Captain
Randolph and took on board a cargo
of tobacco.

Sometime prior to 1718 Isham
Randolph was appointed the colonial
agent for Virginia in England. He
established a residence in London,
probably in White Chapel Parish just
outside Aldgate. Here he met Jane
Rogers, daughter of Charles Rogers
and Jane Lilburne, of the same family
as the noted radical “Freeborn John”
Lilburne, and married her in 1718.
Their first daughter, Jane Randolph,
later the wife of Peter Jefferson and
the mother of Thomas Jefferson, was
baptized at St. Paul’s in Shadwell
district on February 20, 1720.

By 1736 Isham decided to forsake
the sea, and after a last voyage in the
spring of that year, he returned to
his large holdings in Goochland
County. There, on the north side of
the James River about thirty or forty



miles above the falls and a few miles
below the point where the river forks
into the Rivanna and the Fluvanna, he
established his estate Dungeness,
apparently naming it for the southern-
most tip of Kent, where a lighthouse
marked the entrance into the Straits

of Dover. In November 1738, he was
pressed into public service as a mem-
ber of the House of Burgesses and

in the same month became adjutant
general of the colony, being “a Gentle-
man well known & universally ac-
ceptable in the Country.”

It was in 1738, too, that he received
at Dungeness the naturalist John
Bartram, who had been recommended
to Isham by his friend Peter Collin-
son in London and with whom he
later carried on a cordial correspond-
ence. Collinson’s instructions to
Bartram offer a glimpse of the fastidi-
ous society he might expect to find in
Virginia: “One thing I must desire
of thee, and do insist that thee must
oblige me therein; that thou make up
that drugget clothes to go to Virginia
in, and no appear to disgrace thyself
or me; for though I should not esteem
thee the less to come to me in what

dress thou will, yet these Virginians
are a very gentle, well dressed people,
and look, perhaps, more at a man’s
outside than his inside. For these and
other reasons pray go very clean,
neat, and handsomely dressed to
Virginia.”

Isham Randolph died in 1742,
providing in his will for the payment
of £200 promised to Peter Jefferson
on his marriage to Jane. He rests at
Turkey Island, where his epitaph
confirms Bartram’s mention of his
generosity and good nature:

The distinguishing qualities of the
Gentleman he possessed in an
eminent degree: To justice

probity & honour so firmly attached
That no view of secular interest or
Worldly advantage, no discouraging
frowns of fortune could alter his
steady purpose of heart. By an easy
compliance and obliging deportment
he knew no enmey, but gained Many
friends, thus in his life meriting an
universal esteem. He died as uni-
versally lamented Nov'r, 1742 age 57
Gentle Reader go & do likewise.

This portrait of a “Kit-cat” size was
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probably intended as a companion

to the portraits of William and Mary
Randolph, Isham’s mother and father,
and shows a man of about forty years
of age. Very competently but thinly
painted, it could be the work of one of
the many London artists using the
Kneller formula for their portraits. T.T.

7 William Byrd II
Attributed to the Studio of

¥ SIR GODFREY KNELLER 1646-1723
| Oil on canvas

127x106.6 (50x 42)

Lent by the Virginia Historical Society,
Richmond

4| William Byrd II of Westover, son of
| the immigrant William Byrd, was

born at his father’s plantation near the

falls of the James River on March 28,

1674. His father had already made
the name of Byrd distinguished in

*| colonial Virginia, and he had high

ambitions for his eldest son. William
Byrd the younger was accordingly

sent to England for his education,

where he read law at the Middle
Temple. Under the patronage of Sir
Robert Southwell, he mingled in
aristocratic circles and received the
unusual accolade of election to the
Royal Society in recognition of his
scientific interests at the young age of
twenty-two. He frequented literary
circles as well and knew Wycherley,
Congreve, Swift and Pope. All these
associations made William Byrd the
most cultivated member of Virginia
society, when he was recalled to
America to take up his inheritance
with the death of his father in 1704.
Marrying Lucy Parke, daughter of
Colonel Daniel Parke, in 1706, he
furnished an elegant model for his
neighbors and fellow planters as master
of Westover. He replaced his father’s
earlier house with a brick mansion of
great distinction and set about ex-
panding his remarkable library, which
grew to four thousand volumes and
was one of the largest in the colonies.
Some of these volumes eventually
reached Jefferson’s first library by
purchase. The sophistication of his
gardens, reflecting his love of botanic
studies, made them worthy of a.visit by
John Bartram in his southern tour
of 1738. A portrait gallery contained
not only the faces ot his family but
those ot his many valued friends
among the English gentry. One of the
closest of these friends was Charles
Boyle, Earl of Orrery, to whom this
portrait was originally presented. For
him Byrd described the bucolic yet
demanding life of the Virginia planter
in a letter of July 1726: “Like one
of the patriarchs, I have my flocks and
my herds, my bondmen and bond-
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women, and every sort of trade
amongst my own servants, so that I
live in a kind of independence of
everyone but Providence. However this
sort of life is without expense, yet
it is attended with a great deal of
trouble. I must take care to keep all
my people to their duty, to set all the
springs in motion, and to make
everyone draw his equal share to carry
the machine forward. But then ’tis an
amusement in this silent country. . . .”
Byrd’s political career was not
neglected, for he felt strongly the
obligations of his position. In 1696
he was elected to the House of
Burgesses, and shortly after he came
into his inheritance he was appointed
as receiver-general for the crown in
Virginia. Three times he served as
official agent of Virginia in London,
and from 1709 until his death in 1744
he was a member of the governor’s
council. When the question of the
boundary between Virginia and North
Carolina became troublesome, he
headed the survey of the line (a line
later extended by the work of Thomas
Jefferson’s father Peter and Joshua
Fry), an undertaking which he im-
mortalized in his History of the
Dividing Line, which circulated in
manuscript during his lifetime. But he
enjoyed perhaps most of all the
dignity of his position as commander-
in-chief of the colony’s militia.
“Everyone showed me an abundance
of respect,” he reported with evident
satisfaction on reviewing his troops
in 1711. William Randolph of Turkey
Island—Byrd’s neighbor and father
of his young friend Isham Randolph,
who was later to be the grandfather
of Thomas Jefferson—was one of his
lieutenants. Among his captains was
Thomas Jefferson of Henrico County,
Jefferson’s other grandfather, and
Byrd records in his diary that on one
occasion he partook of a dinner of
roast beef at Captain Jefferson’s house.
The enormous number of portraits
produced by Kneller’s studio make an
accurate attribution of any work to
Kneller extremely difficult in the
absence of documentation or signature.
Ellis Waterhouse has said of Kneller’s
workshop that “his studio was a
model factory. Kneller himself would
draw the face from his sitter and
transfer it to the canvas, while the rest,
as often as not, was finished off by a
multitude of assistants.” The portrait
of William Byrd exhibits some of the
characteristics of Kneller and his
studio, such as the striving for likeness,
a kind of naturalism, and the elim-
ination of lines in the face in the
manner of the Italians. The finely
drawn head dominates the portrait, a
mark of Kneller’s work noted by
Horace Walpole in his Anecdotes of
Painting: ““In general, even where he
took pains, all the parts are affectedly



kept down, to throw greater force in
the head.”

William Byrd'’s patron, Sir Robert
Southwell, sat for Kneller in 1679, was
host to the artist in 1685 at the
Southwell country estate and was again
painted by Kneller in 1690. Many
of Byrd’s intimate friends were painted
by the artist, and certainly it is pos-
sible that the finest gentleman of the

colonies was a sitter in Kneller’s studio.
In a lively characterization of

himself entitled “The Enamored Bird”

Byrd describes himself for the most

part with fidelity, and his verbal por-

trait is borne out by this painting:

“His Person was agreable enough tho

he had a certain cast of pride in his

look, which clouded some of the

grace of it.” T.T.
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8 Model of Rosewell

Conijectural drawing for model

Rosewell, the Page family seat on the
York River in Gloucester County,
was the largest and one of the finest of
all Virginia houses. It was begun
before 1726 by Mann Page I, whose
second wife was the daughter of
powerful Robert (“King™) Carter of
Corotoman. King Carter’s will of 1726
provides £300 toward furnishing a
brick house for his son-in-law, con-
firming that Rosewell was then under
construction. It stood unfinished at
Page’s death in 1730, and both the
financial burden and the glory of com-
pleting the magnificent seat passed
to his son Mann Page I1. In 1744
the Virginia Assembly passed an act to
break the entail, allowing land to be
sold to support the finishing of the
house. Rosewell was therefore com-
pleted sometime after that date
and descended in due course to Mann
Page II's eldest son John Page, friend
of Thomas Jefferson. John Page had
married Francis Burwell of Isle of
Wight County in about 1765, and by
May 1769 he mentions to his London
agent that he is laboring under “the
necessary Expences of an encreasing
Family joined to the Commencement
of Housekeeping in a large House.”
Jefterson was a frequent visitor at
Rosewell, and it is in this setting, in
one of the most impressive buildings in
colonial America, that their “phil-
osophical evenings” took place. On
the roof of Rosewell they spent many
evenings absorbed in Page’s favorite
pursuit of astronomy, and it was there
also that Page, with his inexhaustible
interest in all the activities of the
heavens, conducted the first measure-
ments of rainfall in America. Such
were the pleasures of these visits that

one story high; the brick stable is
listed as covered with wood and meas-
uring 24 by 120 feet. The material

of the roof is identified as lead, a rare
luxury for the time.

Seven years later a more informa-
tive policy was issued. This correctly
gives the dimensions of the main

ouse as 60 by 60 and shows two
L-shaped dependencies, reproduced in
the model. The connecting passage-
ways between the main house and the
dependencies were apparently never
built. Rosewell was still standing “like
an old deserted English castle, in
solitary grandeur” when Bishop Meade
saw it sometime prior to 1906, and
an engraving in his Old Churches,
Ministers and Families of Virginia
shows two cupolas on the roof. The
design of the cupolas on the model is
necessarily conjectural.

Together with Christ Church in
Lancaster County, probably by the
same craftsman, Rosewell contained
the finest brickwork in all of North
America. Flemish bond was used
throughout, with random glazed
headers, and all corners an§ jambs
were of rubbed brick. In the splendid
doorways were gauged brick, chosen
for color and rubbed smooth on all
faces. Rosewell’s doorways are similar
to those of Christ Church. Both
are similar to plates 23 and 27 of
William Salmon’s Palladio Lon-
dinensis, but as this was published in
London in 1734, it could not have
been the exact precedent for Rosewell.
Gauged brick was also used at Rose-
well on the belt courses, sill aprons and
segmented window arches.

The window treatment of Rosewell
was unusual. The arrangement of
two long fagades with wider windows
in the center is found only in the
dependencies of Shirley. This motif is
also to be seen in the reconstructed

when Jefferson’s own Shadwell burned governor’s palace in Williamsburg. The

he “cherished some treasonable
thoughts of leaving these my native
hills. Indeed I should be much happier
were I nearer to Rosewell. . . . How-
ever the gods I fancy were apprehensive
that if we were placed together we
should pull down the moon or play
some such devilish prank with their
works.”

The house passed out of the hands
of the Page family in 1838, with the
death of John Page’s second wife, and
was drastically “modernized” by a
certain Thomas Booth, who removed
both the paneling and the superb
roof. Rosewell succumbed finally to
fire in 1916, but portions of the walls
and foundation have survived. Evi-
dence shows that in addition to the
main house there were two dependen-
cies, on the east and on the west,
and a stable. An insurance policy of
1802 described the east outbuilding as
a structure measuring 24 by 60 feet,
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high arched windows gracing the

end pavilions, resembling the windows
of Christ Church, are, in Virginia,
unique in their placement except for
those in the Peyton Randolph house
in Williamsburg.

Stone was used to emphasize the
structural element, playing a decorative
as well as a functional role. Probably
imported from Portland, England,
it was used for pilaster bases and
capitals in the doorways as well as for
windowsills, keystones, the rim of
the parapet, chimney caps and the
flight of steps at the entrance.

It has been proposed that the design
of Rosewell, if not its execution, was
the work of an English architect,
but thus far he has not been identified,
nor has a corresponding plate from
an English plan book. More than any
other Virginia mansion, Rosewell
reflected the basic tenets of the
English Palladians, and although



B A e

1
.\‘ N

|

: i Al

Jefferson carefully studied their pub-
lished schemes, his earliest architec-
tural drawings depart from the strict
formula, if not the ideals, laid down
by the architectural books. Aside from
his great attachment to the place,
there is nothing in the record to sug-
gest that Rosewell offered much in the
way of architectural inspiration to

the young Jefferson.

Photographs taken before the fire
indicate that the interiors were very
fine. The great stairway on the far left
as one entered had a magnificent
terminal scroll, twisted balusters and
step ends enriched with C scrolls
and feathering. The newel posts were
carved with vines and flowers, and
the superb fascia on the second floor
had scrolls, flowers and feathered
leaves carved on the surface.

Little remains—beyond small frag-
ments—of the interior, or indeed of
the walls, but there is a description by
one who knew them. John Page’s
youngest daughter, Anne Page Saun-
ders, wrote that “The grand staircase
was . . . an object of admiration to
all who saw, or ascended it, and looked
down upon the large hall, with its
wainscoted walls of mahogany, and
pillasters of Corinthian order, and the
great hearth and marble mantelpiece.
All the rooms were wainscoted with
wood of different colors, and had
marble mantels, the ceilings were also
of great height.” r.N.
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9 John Page of Rosewell
JOHN WOLLASTON
active 1735-1767

Oil on canvas

121.9x96.5 (48 x 38)

Lent by the College of William and
Mary, Williamsburg, Virginia

John Page, eldest son of Mann Page 11
and Alice Grymes, was born on

April 17, 1743, at the magnificent
family estate of Rosewell, which he
was later to inherit. “Dear Page,” as
Jefferson addressed him in their
exuberant letters, was one of the
closest friends of his youth. Like
Jefferson, John Page was a student of
the illustrious Dr. William Small

at the College of William and Mary,
and the love of mathematics there
imbibed led Page on to a lifelong
attachment to astronomy. He was later
a founder of the Society for the
Promotion of Useful Knowledge,
formed in Williamsburg in 1773 and
modeled on the Royal Society in
London. Jefferson was often at the
Page family seat—*“1I reflect often with
pleasure on the philosophical even-
ings . . . at Rosewell”—and Page was
his chosen companion not only for
philosophical and astronomical pur-
suits but in the difficulties of his
unsuccessful courtship of Rebecca
Burwell, Jefferson’s “Belinda.” It was
Page whom Jefferson fancifully invited
to share an antidotal voyage to
“England Holland France Spain Italy
(where I would buy me a good



fiddle) and Egypt” in a vessel named
the Rebecca, or again to inhabit a
small castle in the air with room for
Belinda should she reconsider: “I
think to build. No castle though I
assure you, only a small house which
shall contain a room for myself and
another for you, and no more, unless
Belinda should think proper to favor us
with her company. ...”

In about 1765 Page married Frances
Burwell, daughter of Robert Burwell
of Isle of Wight County, a member of
the governor’s council. On her
mother’s side she was the grand-
daughter of Thomas (““Scotch Tom”)
Nelson, first of that name in Virginia.
No fewer than five of the Pages’
nine surviving children married into
the family of Thomas Nelson, and
the Nelsons launched John Page’s
political career by bringing their young
kinsman to the attention of Lord
Botetourt and later Lord Dunmore,
whose displeasure Page earned by his
“Whiggish principles” while serving
on Dunmore’s council.

As the Revolution gathered force,
Page played a prominent part in the
events within Virginia. He was a
member of the Virginia convention
that simultaneously called for inde-
pendence and set about drafting a state
constitution—the first in the country
—on May 15, 1776. The framing
of a new government at Williamsburg
was a project close to Jefferson’s
heart, and though he was then in
Philadelphia at the Continental
Congress, he drafted three versions and
sent the final one on by George
Woythe in mid-June 1776. In almost
the same period of time, he was work-
ing on the Declaration of Independ-
ence, and it is believed that Page
was one of a few friends favored with a
copy of the first draft. “I am highly
pleased with your Declaration. God
preserve the united States. We know
the Race is not to the swift nor the
Battle to the strong. Do you not
think an Angel rides in the Whirlwind
and directs this storm?”

Meanwhile Virginia had elected
its first governor, Patrick Henry, and
Page himself was voted lieutenant
governor. One of his first responsibili-
ties was that of contriving a state
seal, an enterprise about which he con-
sulted Jefferson. The two friends
opposed each other in the contest of
1779 for governorship, but ““it was
their competition, not ours,” as Jeffer-
son said, and when Jefferson won by
a small margin their old affection was
unimpaired. Page served as a rep-
resentative of Virginia to the first four
Congresses, from 1789 to 1797, and
in 1802 became governor of Virginia,
succeeding James Monroe.

This portrait is one of the finest
productions of the English face-painter
John Wollaston. Within a very per-

sonal style the artist has observed the
accessories of gun, powder flask, hat
and brace of quail with such accuracy
that the mechanism of the fowling
piece could be recreated by a good
gunsmith. George Groce calls this
interest in objects the “Americaniza-
tion” of John Wollaston. The portrait
probably dates from about 1756 or
1757, when the artist was painting
practically the whole Page family. One
can imagine that the sittings took
place in the sumptuous setting of
Rosewell.

Wollaston’s distinctive drawing of
the eye in oriental fashion, char-
acteristic of most of his portraits,
might be explained in part by a pas-
sage from Hogarth’s Analysis of Beauty
of 1753: “Some features are formed
so as to make this or that expression of
a passion more or less legible: for
example, the little narrow Chinese eye
suits a loving or laughing expression
best.” The painter found this “smiling
eye” convention most suitable for
the portrayal of the prosperous and con-
tented aristocrats of the colonies. T.T.
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10 Mann Page III and His Sister Elizabeth

JOHN WOLLASTON
active 1735-1767

Oil on canvas
124.4x101.6 (49 x 40)

Lent by the Virginia Historical Society,
Richmond

Mann Page, the third of that name,
was the eldest son of Mann Page 11
and his second wife, Anne Corbin
Tayloe of Mount Airy, and thus half-
brother to {ohn Page. He was born
at the family seat ot Rosewell in about
1749 and was educated at the Col-
lege of William and Mary.

Mann Page, Jr., as he was styled, had
already taken his place in the House
of Burgesses by the spring of 1774,
when the news of the Boston Port Act
swept south to Williamsburg. Jef-
ferson and other members proposed a
solemn day of fasting and prayer to
mark the depth of Virginia’s outrage at
this treatment of her sister colony,
and on May 24 the House of Burgesses
passed the Fast Day Resolution.
Lord Dunmore lost little time in dis-
solving that body, and the members
adjourned as usual to the Apollo
Room, where on May 27, 30 and 31
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Mann Page set his signature beside
Jefferson’s in a series of documents
expressing Virginia’s full support for
the inhabitants of Massachusetts in
their “most piteous and melancholy
Situation.” These were the turbulent
months which saw delegates elected for
the first Congress, among them Jef-
ferson, who wrote his Summary View
of the Rights of British America for
the occasion.

In 1777 Mann Page was a delegate
to the Continental Congress with
Jefferson, Thomas Nelson and George
Wythe. He had married his cousin
Mary Tayloe of Mount Airy in 1776
and had inherited the great Page
house, Mannsfield, in Spotsylvania
County near Fredericksburg. The
architect Benjamin Henry Latrobe
dined there soon after his arrival
in Virginia in 1796 and left one of the
few contemporary descriptions: “I
dined with Mr. Minor at Mr. Man
Page’s at Mansfield where I met
several gentlemen of the town and of
the neighborhood. Mr. Page’s house is
of stone of a good but coarse grit in
the style of the Country Gentlemen’s
house in England of 50 years ago.”

Mann Page’s sister Elizabeth, called



Betsey, was born at Rosewell in

about 1762, the sixth of seven children
of this marriage. At about age twenty
she became the second wife of Ben-
jamin Harrison of Brandon (1743-
1807), Jefferson’s good friend of
college years, whose first wife was
Anne Randolph of Wilton. It seems
almost certain that Jefferson obliged
his friend with advice in the building
of Brandon, his handsome estate on
the James River. A sketch believed
to be of the central building survives
among Jefferson’s architectural
drawings.

Although this double portrait is
unsigned, there is no doubt that the
painting belongs in Wollaston’s
oeuvre, for all the distinctive stylistic
traits of the artist are present. The
almond eye, the graceful fingertips, the
slashing highlights on the drapery,
the preference for warm colors, the
casually painted lace—*all tell the
hand of Wollaston was there,” as
Francis Hopkinson wrote in his poem
of 1758 in praise of the painter.

About the same time that the artist
painted the Page children, he com-
pleted another half-length of two
children for the Custis family which
can be dated with certainty before
October 1757, when the artist signed
a receipt of payment from Martha
Custis. The same composition, a
standing boy and a seated girl, was used
in both paintings. In both, the ex-
tended left arm of the boy serves as a
means of uniting the two figures.
Cardinals fluttering on the boys’ wrists
—the exotic “Virginia red-bird” so
prized by the fashionable in France
and England at this period—are almost
identical.

Mann Page’s sister is seated, hold-
ing the ubiquitous Wollaston doll.
This accessory first appears in the
New York portrait of Isabella Morris
of ¢. 1750. In 1753, when Wollaston
was working at Annapolis, the doll
appeared again as a prop in the paint-
ing of Rebecca Calvert; and finally,
the doll was used in several Virginia
portraits, including those of Elizabeth
Randolph and Mary Lightfoot. T.T.

11 The Children of Philip Grymes of Brandon

Attributed to JOHN HESSELIUS
1728-1778 -

Oil on canvas c. 1750

165.1 x 137.1 (65 x 54)

Lent by the Virginia Historical Society,
Richmond

Lucy Grymes, daughter of Colonel
Philip and Mary Randolph Grymes of
Brandon, the Grymes family seat on
the Rappahannock River in Middlesex
County, is portrayed here at about

age seven in the company of her three
brothers, Philip Ludwell, {ohn Ran-
dolph and Charles. On July 29, 1762,
she became the wife of Jefterson’s
friend Thomas Nelson and later
traveled with him to Philadelphia,
where Nelson signed the Declaration
of Independence as a member of the
Virginia delegation. They were to have
eleven children, five of whom married
sons and daughters of John Page of
Rosewell. The marquis de Chastellux,
an admirer of Thomas Nelson, spoke
well of Lucy Nelson’s cordial manner,
when he paid the family a visit at
their modest country retreat Offley in

April 1782, shortly after Nelson’s term
as governor. Thomas Nelson was
absent on business, but so many mem-
bers of the Nelson family gathered

to do the marquis honor, he reported,
“all called Nelsons, and distinguished
only by their Christian names . . .

that . . . during the two days which I
spent in this truly patriarchal house,

it was impossible for me to find out
their degree of relationship.” Lucy
Nelson lived to the venerable age of
eighty, surrounded by her many
children and their descendants.

The paths of Lucy’s brothers Philip
and John, both educated at Eton,
were later to part under the pressures
of the Revolution. Philip Ludwell
Grymes, the elder, went on to com-
plete his schooling at Oxford and later
inherited Brandon Plantation. He
was a burgess for Middlesex County,
when Lord Botetourt dissolved the
House of Burgesses in 1769, and
joined his brother-in-law Thomas
Nelson and Thomas Jefferson in sign-
ing the historic Nonimportation
Resolutions drafted by George Mason.
John Randolph Grymes, here still in
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skirts, eventually sided with the
Loyalists, allying himself with Lord
Dunmore’s attempt to regain his posi-
tion by force. Dunmore regarded
Grymes as an ornament to his cause,
writing to Lord George Germaine that
he had the support of a member of
the first family of Virginia, a gentle-
man of fortune, amiable character and
strict honor. John Randolph Grymes
served as a major in the Queen’s
Rangers until 1778, when he resigned
and moved to England. There he
married his cousin Susanna Randolph,
daughter of John Randolph, once
attorney general of Virginia and, like
Grymes, a Loyalist refugee. In Eng-
land, Grymes served as an officer in the
corps of American Loyalists raised in
anticipation of Napoleon’s invasion of
England. He later returned to Vir-
ginia and prospered as a planter in
Orange County.

This very large, unsigned group
portrait of four colonial children has
been attributed variously to Charles
Bridges and to John Hesselius, but the
size and unsophisticated composition
of the painting have no parallels in



the known work of either painter.
Charles Bridges can be eliminated from
authorship, since he died in England
in 1747. The painting cannot be of
the sitters listed and still be painted
before about 1750, for Lucy, the little
girl in adult costume, was born in
1743. Her brother Philip was born in
1746, John the following year and
baby Charles in 1748/1749. The at-
tribution to John Hesselius seems

the best that can be made in the
known circumstances. He seems to
have been in Williamsburg in 1750
and at Yorktown in the spring of 1751,
since postal records reveal that his
father Gustavus received letters from
someone, possibly John, from these
places during these years.

John Hesselius, the American son
of the Swedish painter Gustavus
Hesselius of Philadelphia, was born
in 1728. With the minimal training
given to him by his father, and at only
twenty-two years of age, he ventured
into Virginia seeking employment
as a portrait painter. His presence in
Virginia is confirmed by his signed
works of 1751 for the Fitzhugh family.

The young artist must be forgiven
the simple composition of the portrait
and the general oddity of the back-

round landscape and architectural
details. The individual children were
drawn and painted separately, with
great attention given to the heads.
The features of their faces are lined up
on a central vertical axis, giving a
slightly concave effect. This character-
istic manner of drawing is found
again and again in the paintings of
John Hesselius and gives his work a
certain naive charm. T.T.

12 Thomas Nelson

Attributed to MASON CHAMBERLIN
d. 1787

Oil on canvas

74.8x61.4 (29%2 x 24%8)

Lent by the Virginia Museum of
Fine Arts, Richmond

Thomas Nelson was born into the
influential Nelson family of Yorktown
on December 26, 1738, the eldest
son of William Nelson, president of
the governor’s council, and Elizabeth
Burwell. His grandfather, Thomas
(“Scotch Tom”) Nelson, was a
founder of Yorktown. At the age of
fourteen he was sent abroad to be edu-
cated at the Hackney School in Lon-
don and Christ’s College, Cambridge.
While on the voyage homeward in
1761 he was elected to the House of
Burgesses as a representative of York
County. When he and Thomas
Jefferson became acquainted in Wil-
liamsburg, Nelson was the elder by
five years, already with the polish of a
British education and responsibilities
in the legislature. By 1763, when
Jefferson was hesitating between his
Belinda and his dream of a trip to
England, Nelson was a settled married
man, having taken Lucy Grymes of
Middlesex County as his wife on
July 29, 1762. But the two were good
friends, and when Jefferson lost his
library and papers in the fire that
destroyed Shadwell in 1770, Nelson
wrote to assure him that “nothing can
give me so much pleasure as to render
you every service that is in my power.”

Together Nelson and Jefferson
signed the Nonimportation Resolu-
tions of 1769 and nearly every other
important document in Virginia’s
progress to revolution. At the Virginia
constitutional convention of 1776,
it was Nelson who introduced the
resolution calling on Congress to de-
clare the colonies free and inde-
pendent, and when the resolution was
passed on May 15, he carried the
historic instructions to the other Vir-
ginia delegates in Philadelphia. His
name appears with theirs on the
Declaration of Independence. He was
forced to resign his seat in Congress
in May 1777 due to ill health. But
Admiral Howe threatened the shores
of Virginia, and by August Nelson was
serving as commander-in-chief of the
Virginia forces. When Congress
urgently requested troops, he raised
them at his own expense and marched
with them to Philadelphia in 1778.
He returned to Congress in 1780, but
again ill health forced him to retire
to Virginia, where he reorganized the
militia and supported by his exten-
sive credit the large sums needed to
maintain two Virginia regiments and
the French fleet and armaments.

The perceptive Chastellux, who
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met Thomas Nelson at the siege of
Yorktown, pronounced him “a good
and gallant man in every possible
respect,” and the closing actions of his
public life confirm this. In 1781 he
succeeded Jefferson as governor of
Virginia, at Jefferson’s recommenda-
tion, in a time of great military crisis.
He brought forces to the aid of
Washington at Yorktown and did not
hesitate to lead the firing on the
Nelson mansion, which was being
used by Cornwallis as a headquarters.
He was at Washington’s side to
receive the surrender of Cornwallis on
October 19, 1781. His service to the
Revolution complete and his fortune
exhausted, he retired to Offley, a
small wooden house in Hanover
County which served as a refuge for
his family during the Revolution.
Although the painting of Thomas
Nelson is unsigned, the family tradi-
tion that it was painted in London
by Mason Chamberlin has never been
questioned. Chamberlin drew his
patronage from the merchant class,
and Thomas Nelson’s father had many
business connections in London. In
the early part of his life Chamberlin
was employed as a clerk in a mer-
chants’ counting house; later he
studied painting with Francis Hayman.
Edward Edwards wrote of him, “He
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painted portraits with tolerable
success, some of which possess great
force and resemblance.”

This handsome portrait of Thomas
Nelson was painted in the decade
between 1752 and 1762 and is one of
the early works assigned to Cham-
berlin. The artist has observed the
sitter carefully and has rendered with
careful control the details of the
costume, allowing the head, with its
rather florid coloring, to dominate the
painting.

Peter Pindar (John Wolcot) in
Ode VI to the Royal Academicians
flatters Chamberlin, though with
some reservations:

Thy Portraits, Chamberlin, maybe
A likeness, far as I can see

But, faith, I cannot raise a single

feature:
Yet, when it so shall please the Lord

To make his people out of board,
Thy pictures will be tolerable nature.

T.T.



13 Francis Fauquier

BENJAMIN WILSON 1721-1788
Oil on canvas ¢. 1757
91.5x 71 (36 x 28)

Collection of the Thomas Coram
Foundation for Children, London
NOT IN EXHIBITION

Jefferson greatly admired Governor
Francis Fauquier (17047-1768),
whom he regarded as “the ablest man
who had ever filled that office.”
Fauquier arrived in Virginia in 1758.
Before that he had been a successful
merchant as a director of the South
Sea Company and had then spent
some time in the army. His interest in
science earned him a Fellowship of

the Royal Society, and he continued

to send reports back to London on
natural phenomena in the New World.
The governor became a popular

figure, not only socially, but politically,
for he was sympathetic to Virginian
views and acted as the colony’s spokes-
man with the imperial government.

In the controversy over the Stamp Act
of 1765, Fauquier played a moderat-
ing role, explaining that the protests

to the king and to Parliament sent by
the Virginia Assembly were merely
the Virginians “praying to be per-

mitted to tax themselves.” He man-
aged to preserve his dignity and
popularity in the difficult time when
the obnoxious stamps actually ar-
rived in Williamsburg, and by tact
prevented any of the scenes of violence
which took place in other American
colonies. Fauquier died in Williams-
burg and was buried in Bruton
Church. His will showed both his
scientific and humanitarian mind, for
he permitted his body to be opened
if the cause of his death could not be
established, and he arranged for his
slaves to be kept together as families
and to choose their new masters.
Jefferson was at the College of
William and Mary from 1760 to 1762
and remained in Williamsburg for
another three years to study law with
George Wythe. Perhaps as an under-
graduate he was introduced to the
governor. Certainly, together with
Woythe and William Small, professor
of natural philosophy at William
and Mary, Jefferson became a frequent
visitor at the palace. For the young
and still impressionable Jefferson,
Fauquier represented a larger and more
cultivated world than he had hitherto
experienced. The conversation at
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the governor’s hospitable table ranged
over many subjects, including science,
religion and philosophy, where no
doubt Jefferson heard unfamiliar
points of view and so enlarged his
mind. He said many years later that
“at these dinners I have heard more
good sense, more rational and philo-
sophical conversation than in all my
life besides.” In the broader field of
good manners and gentlemanly com-
portment, Fauquier’s example gave an
additional polish and tone to Wil-
liamsburg society where he lived in
considerable state, and Jefferson
acknowledged that it was “the finest
school of manners and morals that
ever existed in America.”

Fauquier was a governor and bene-
factor of the Foundling Hospital,
London, and presentet% this portrait to
it in 1757 shortly before leaving
for Virginia. The painting was at one
time believed to be by Richard Wilson
the landscape painter. Portraits of
Fauquier and his wife are included in
Hogarth’s The Wollaston Family
of 1730. r.w.
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14 Lord Botetourt

WILLIAM HOARE c. 1707-1792
Oil on canvas

122.2 x 99 (49% x 39)

Lent by His Grace the Duke of
Beaufort

The appointment of Norbonne
Berkeley, Lord Botetourt (1717-
1770), as governor-general of Virginia
in 1768 caused some adverse com-
ment in England, because of his
questionable financial position, and in
the Letters of Junius he was described
as “a cringing, bowing, fawning,
sword-bearing courtier.” Such stric-
tures were exaggerated, for Botetourt
received his peerage and the political
office of Lord of the Bedchamber in
return for his active support of the
government. Lord Botetourt’s decision
to go to Virginia, as the first resident
governor-general for nearly seventy-five
years, was extremely flattering to the
colony, and he was well received in
Williamsburg. This set the tone for his
administration, which was at a time

of strained relations between the
imperial government and the colonies,
in the aftermath of the Stamp Act
(1765) and the Townshend Acts
(1767), and Botetourt’s tact and
charm helped to smooth over the
differences. Social life in Williamsburg
became more elaborate and sophisti-
cated under his urbane leadership, and
something of the more polished at-
mosphere of the metropolis was
introduced to Virginia. The governor’s
extensive entertaining was done not
only for the obvious pleasure he took
in convivial living but also with the
political aim of creating support
through personal contact with the
leading men of the colony. It also
served to enhance the dignity of his
position. Much of eighteenth-century
politics and business was conducted

at the dinner table and the long
potations afterwards, and sometimes
over fifty people sat down together

at the palace.

Jefterson was in Williamsburg at
the time of the governor’s arrival and
shortly afterwards began his political
career as a burgess for Albemarle
County in the assembly of 1769.
Although so recently elected, Jefferson
prepared the resolution for the ad-
dress of thanks to the governor at the
opening of the session. Botetourt’s
graciousness did not prevent the
assembly asserting in respectful, but
determined, language the rights of
Virginia and their support for Massa-
chusetts then embroiled with the
British administration. The governor
had no option but to dissolve the
assembly. Opposition was not, how-
ever, subdued, for the burgesses moved
to the Raleigh Tavern and there
formed an association for the non-



importation of British goods. Jefferson
was one of the signers of the
agreement.

The next session of the House of
Burgesses also took place in 1769 and
Jefferson was again returned. Relations
between the British government and
the colonies had temporarily im-
proved, and Botetourt’s conciliatory
behavior created an atmosphere of
harmony. Consequently, on his sudden
death in 1770, Lord Botetourt was
genuinely mourned, and his funeral
was the most elaborate ceremony ever
seen in colonial Virginia. A statue
was erected to him, as “the best of
Governors and the best of Men,” and
stood outside the Williamsburg
capitol building.

Later Jefferson believed that “Lord
Botetourt’s great respectability, his
character for integrity, and his general
popularity, would have enabled him
to embarrass the measures of the
patriots exceedingly. His death was,
therefore, a fortunate event for the
cause of the Revolution.” R.w.

15 The Botetourt gold medal
MC CARTNEY and BAYLEY

Gold

4.3 (11%4¢) diam.

Inscribed on obverse: REGNANTE
GEORGIO TERTIO MUSIS AMICO, and
beneath bust: QUAESITUM MERITIS.
On reverse: GUL® ET MAR® TRADUNT
BLARO CHART' COL*, and beneath
group: ANNO REGNI/QUARTO

Lent by the Virginia Historical Society,
Richmond

Governor Botetourt established two
gold medal prizes for classical studies
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and mathematics at the College of
William and Mary. They were awarded
for four years from 1772 to 1775.

The present example was given to
James White for mathematics in 1775.
James Madison, afterwards president
of the college and first Episcopal
bishop of Virginia, who had been at
school with Jefferson, won the classical
gold medal in 1772. The medal has
the effigy of George III with a dedica-
tion in Latin “Friend of the Muses,”
which is not excessive flattery, for

the king was a patron of the arts. On
the reverse is shown a representation of
President James Blair, founder of the
college, receiving the royal charter
from William IIT and Mary. The dies
still survive and are signed by the
makers McCartney and Bayley.

The classics formed the basis of a
gentleman’s education at school or
university in the eighteenth century.
Mathematics was the other main
subject taught, but it assumed less
importance. Jefferson studied both at
the College of William and Mary,
having already been well grounded in
Greek and Latin at the school run by
the Reverend James Maury, “‘a correct
classical scholar.” Francis Walker
Gilmer, a school fellow, recorded,
“Even when at school he used to be
seen with his Greek Grammar in his
hand while his comrades were enjoying
relaxation in the interval of school
hours.” Jefterson, looking back on his
youth, wrote of his debt to the
classics: “Among the values of classical
learning, I estimate the luxury of
reading the Greek and Roman authors
in all the beauties of their originals,
And why should not this innocent and
elegant luxury take its preeminent
stand ahead of all those addressed
merely to the senses? I think myself
more indebted to my father for this
than for all the other luxuries his cares
and affections have placed within my
reach. ... When the decays of age
have enfeebled the useful energies of
the mind, the classic pages fill up
the vacuum of ennui, and become
sweet composers to that rest of the
grave into which we are all sooner or
later to descend.” It was not only in
old age that Jefferson found solace
in classical literature, for his Common-
place Book is full of quotations from
Greek and Latin authors, and his
library included an extensive selection
from the classical philosophers,
moralists and historians. In common
with other educated men of the day,
Jefferson regarded them as models
for style in writing, oratory, law, morals
and politics. The founders of the
United States were deeply conscious
of the influence of republican Rome
on the forms of their government, on
the virtues of patriotism and civic
rectitude and even on the use of such
words as senate, capitol and Cin-
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cinnatus. In spite of his insistence on
the importance of useful knowledge,
Jefferson made no attempt to abolish
the professorship of Greek and Latin
when he reorganized the College of
William and Mary. Indeed, in Notes
on the State of Virginia he com-
mented: “The learning Greek and
Latin, I am told, is going into disuse in
Europe. I know not what their
manners and occupations may call for;
but it would be very ill-judged in

us to follow their example in this
instance.”

Dr. William Small was the professor
of natural philosophy, by which was
meant science, during Jefferson’s stay
at the college, and he also taught
mathematics. He was clearly the out-
standing intellectual figure there at the
time and had a great influence on
Jefterson, who remembered him grate-
fully in his Autobiography. “It was
my great good fortune, and what
probably fixed the destinies of my life
that Dr. Wm. Small of Scotland
was then professor of Mathematics, a
man profound in most of the useful
branches of science, with a happy
talent of communication correct and
gentlemanly manners, & an enlarged
and liberal mind.” Toward the end of
his life, when Jefferson had to con-
duct his grandson through a course of
mathematics, he wrote: “I have re-
sumed that study with great avidity. It
was ever my favorite one. We have
no theories there, no uncertainties
remain on the mind: all is demon-
stration and satisfaction.” R.w.




16 Lord Dunmore

SIR JOSHUA REYNOLDS 1723-1792
Oil on canvas 1765
236 x 146 (93 x 57%2)

Lent by Mrs. E. Murray, Edinburgh

John Murray, fourth Earl of Dunmore
(1732-1808), was appointed gover-
nor of Virginia in 1771, the last royal
governor to hold the office. He had
already been governor of New York.
His relations with the Virginia As-
sembly were bad, as he prorogued the
assembly in 1772 and dissolved it

in 1773 and 1774 for obstructive
behavior. Eventually the governor
found the situation intolerable, much
of the trouble having been caused

by his own provocative and high-
handed actions, and retired the seat

of government to a British man-of-war,

bringing all relations with the as-
sembly to an end. On his return to
England he sat in the House of Lords
as a representative peer of Scotland,
and later was governor of the Bahamas
1787-1796. Lord Dunmore’s
daughter, Augusta, was illegally mar-
ried to the Duke of Sussex, son of
George III.

Because of his recent marriage,
Jefferson did not take an active part in
the early sessions of Dunmore’s
governorship. His relations with the
governor were slight except for a
request to Jefferson to provide a plan
for an extension to the College of
William and Mary. From 1773 as the
political crisis worsened, Jefferson
took his part in the opposition move-
ment, such as participating on the
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standing Committee of Correspond-
ence, and was one of the leaders of the
Raleigh Tavern meetings. In 1774
Jefferson was chosen as part of the
Virginia delegation to the Continental
Congress in Philadelphia, and his
proposed instructions to the delegates
were published under the title of A
Summary View of the Rights of
British America. Both as a writer and

a politician Jefferson was gaining in
stature and experience in these last
years of the colonial period and
preparing for his role in the Revolu-
tion and the Declaration of
Independence. r.w.
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17 Madonna of Saint Jerome

MATTHEW PRATT 1734-1805
Qil on canvas 1764/1766
77.8 x 60.0 (30% x 23%)

National Gallery of Art. Gift of
Clarence Van Dyke Tiers 1945

During the first two weeks of. March
1773, Matthew Pratt was in Williams-
burg seeking portrait commissions
and advertising for sale ““a small but
very neat Collection of PAINTINGS,
which are now exhibiting at Mrs.
Vobe’s, near the Capitol; among which
are, first, a very good Copy of Cor-
reggio’s ST. JEROME, esteemed to be
one of the best pictures in Italy. ...”
Mirs. Vobe ran the King’s Arms on

the Duke of Gloucester Street, one of
the most genteel taverns in Williams-
burg, with a clientele that included
William Byrd 111, George Washington
and Thomas Jefferson. The “very
good Copy” after Correggio that was
on display at the King’s Arms had
been copied by Pratt from Benjamin
West’s copy after Correggio’s original.
Pratt had made his copy while study-
ing with West in London between
1774 and 1776.



While there is no direct evidence
that Jefferson visited the King’s Arms
during the period of Pratt’s exhibi-
tion, he was in Williamsburg at the
time, from March 4 to March 13,
meeting with the burgesses at the
capitol, a block away. While in town
he twice visited the Raleigh Tavern,
directly across the Duke of Gloucester
Street from the King’s Arms, and he
did personal errands at a number of
shops in the neighborhood.

onsidering Jefferson’s innate
curiosity about things and his keen
interest in the arts, it is inconceivable
that he did not take advantage of
his proximity to the King’s Arms to
drop in to see Pratt’s paintings. They
were the first copies after the Old
Masters recorded as having been in
Virginia—in a day when good copies
were considered very respectable
substitutes for originals. They would
probably have given Jefferson his
first opportunity to see, in color, rep-
resentations of masterpieces he would
have known by reputation but, at
best, could have seen only through
black and white engravings or book
illustrations. A final attraction for
Jefferson would have been the copy of
Correggio’s renowned Madonna of
Saint Jerome, which, according to
contemporary reputation, was one of
the most perfect pictures ever painted.

All things considered, it can be
assumed that Jefferson saw Pratt’s
Madonna of Saint Jerome at the
King’s Arms. He did not, however,
buy it; nor did the subject suit his
fancy enough to add to the list of
copies of paintings he desired for the
decoration of Monticello. Nor did
anyone else buy the painting, for it
descended in the artist’s family until
given to the National Gallery by Pratt’s
great-great-grandson. w.p.c.
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18 Nancy Hallam as “Imogen” in “Cymbeline”

CHARLES WILLSON PEALE
1741-1827

Qil on canvas 1770

127 x 102.8 (50 x 40%2)

Lent by the Colonial Williamsburg
Foundation

By 1770, culture was burgeoning in
the small colonial capitals up and down
the eastern seaboard, and artists of
all sorts, from players to portrait
painters, moved from place to place as
they could find appreciative patrons.
Nancy Hallam had joined David
Douglass’ American Company, when
they visited London during 1764-
1765. The troupe returned to Wil-
liamsburg, after a seven-year absence,
in time for the June Court in 1770.
Staying until August when they went
to Annapolis, the company arrived
again in Williamsburg for the October
General Assembly. On June 14, 1770,
the Virginia Gazette advertised that
“Yesterday Mr. Douglass with his
company of comedians, arrived in town
from Philadelphia; and, we hear,
intend opening the theater in this city,
on Saturday, with the Beggar’s Opera,
and other entertainments.”

15

By l770,2eﬁerson had already
begun his lifelong habit of regular
attendance at the theater, and his ac-
count book shows that he bought
tickets to performances on nine
evenings between June 16 and 28, and
that theater going again took many

of his evenings in October and Novem-
ber when the players returned. Since
Cymbeline was part of the com-

pany’s repertoire at that time, we can
almost certainly conclude that Jeffer-
son saw Nancy Hallam as Imogen,

a role which was infinitely appealing

to eighteenth-century audiences as well
as to those of earlier days: that of a
girl, disguised as a boy, forlorn among
surrounding dangers. In the portrait
by Peale, she stands at the dark
entrance to the cave of Belarius and
her royal brothers, and is as much
afraid of the sword she has drawn

to protect herself as of the perils
within.

One William Eddis praised the play
in a letter, noting even that the
scenery “reflected great credit on the
painter,” a statement that lends
credence to the supposition that Peale,
who was known to have painted
stage sets for the company, had been

THE LAND OF PROMISE

enlisted for that production and that
his portrait of Nancy Hallam shows
forest and cave as he made them
appear on the stage. c.s.

19 An Election Entertainment
WILLIAM HOGARTH 1697-1764
Etching and engraving

1755 Third State

40.3 x 54.1 (15% x 21%s)

Signed bottom left: Painted and the

.~ Whole Engraved by Wm Hogarth.
- Bottom right: Published 24tk Febrv

1755, as the Act directs.

National Gallery of Art, Rosenwald
Collection

19a Canvassing for Votes
WILLIAM HOGARTH 1697-1764
Etching and engraving

1757 Third State

40.3x 54.0 (157 x 21%4)

Signed bottom left: Painted by

W. Hogarth. Engraved by C. Grignion.
Bottom right: Published 20t Febrv
1757. As the Act directs.

National Gallery of Art, Rosenwald
Collection

19b The Polling

WILLIAM HOGARTH 1697-1764
Etching and engraving

1758 Second State

40.5 x 54.2 (151846 x 2134)
Signed bottom left: Engrav'd by
W. Hogarth & Le Cave. Bottom
right: Published 20t» Febrv 1758.
As the Act directs.

National Gallery of Art, Rosenwald
Collection

19¢ Chairing the Members
WILLIAM HOGARTH 1697-1764
Etching and engraving

1758 Second State

40.1x 54.4 (151346 x 21%8)
Signed bottom left: Engrav’d by
W. Hogarth & F. Aviline. Bottom
right: Published 18¢ Jan"v 1758 as
the Act directs.

National Gallery of Art, Rosenwald
Collection

The four prints comprising An Elec-
tion, engraved between 1755 and
1758, are a commentary in Hogarth’s
pungent style on a process of great
interest in the colonies, subject as they
were to the British parliament.

An Election Entertainment illus-
trates the extensive eating and drinking
which candidates provided for their
supporters, as well as the close and
often humiliating contact candidates
had to endure with the electorate. This
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theme is continued in Canvassing
for Votes, where the two inns, head-
quarters of the rival candidates,
dispense unlimited hospitality at the
candidates’ expense, while through
competitive bribery they seek to
win over the uncommitted. The actual
election takes place in The Polling.
We see the sick and moribund
brought to the hustings and the
lawyers of the candidates engaged in
argument. Finally in a scene full of
ironic reference, Chairing the Mem-
bers, the mock heroic triumphal
procession degenerates into a free-for-
all and celebrates the successfully
elected members of parliament.
Hogarth'’s engravings were well
known in colonial America and in
Jefferson’s Virginia. Newspapers in
Boston, Philadelphia and Charleston
advertised the sale of prints within

the artist’s lifetime. Most popular were
the moralizing and didactic Industry
and Idleness series, but nearly all
Hogarth’s work was known, and
Benjamin Franklin ordered a com-
plete set of prints from Hogarth
before his death for the Library Com-
pany of Philadelphia. In Williamsburg
a set of An Election and A Midnight
Modern Conversation are recorded
before the Revolution. Thus while
Jefterson did not own any Hogarths at
that time, he undoubtedly saw them
on his frequent trips to book dealers,
who also sold engravings. When his
thoughts later turned to securing
works of art for himself, in his list
dated 1782, the notation “Prints by
Hogarth” appears.

Jefferson was certainly aware of
Hogarth’s aesthetic ideas about the
importance of the rococo serpentine

16

line, a concept which Jefferson

used both in the gardens at Monticello
and in the serpentine walls at the
University of Virginia. Hogarth had
published his thoughts in the Analysis
of Beauty, 1753, a copy of which
Jefterson later included, along with the
cherished Kames and Burke, in the
select library he suggested for John
Skipwith in 1771. r.w.
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20 Measured plan of the governor’s palace, Williamsburg

THOMAS JEFFERSON 1743-1826
Ink on laid paper c. 1768
19 x 24 (7% x 9%2)

Lent by the Massachusetts Historical
Society, Boston

This measured plan, presumed to be
of the then existing governor’s palace
in Williamsburg, which burned in
1781 and was reconstructed in the
twentieth century, was probably made
to allow Jefferson to study changes

in the design. However, it is not
absolutely certain that this is the orig-
inal plan of the palace. It has been
suggested that this may be one of
Jefterson’s several schemes for
remodeling.

Jefterson did not like the governor’s
palace but wrote in his Notes on the
State of Virginia that it was “capable
of being made an elegant seat.” The
plan is very similar to one of his
studies for remodeling shown here
at number 21. Already we see Jeffer-
son’s love of the octagon shape, which
he admired not only for aesthetic
reasons but also because of its pos-
sibilities for introducing maximum
light and air into inner rooms. F.N.

17
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21 Study for remodeling the governor’s palace, Williamsburg

THOMAS JEFFERSON 1743-1826
Ink on laid paper 1779-1781
19.5x 24 (7% x 9%%)

Lent by the Massachusetts Historical
Society, Boston

At the time Jefferson made this draw-
ing, he wrote a letter on the same
paper to Richard Henry Lee dated
January 2, 1780. This is the only other
use of this paper by Jefferson, and
it is the basis for dating this drawing
between 1779 and 1781.

This neoclassical design is the first
proposal in America or Europe for
a temple-form house. In England, the
temple form had been used previously
for garden structures and churches,
but not for a residence. In the nine-
teenth century, the style was to be-
come popular in the Greek revival
period and in Jefferson’s own Roman
Tevival. F.N.

THE LAND OF PROMISE
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22 Measured drawing of the plan and elevation of the Hammond- Harwood House, Annapolis

THOMAS JEFFERSON 1743-1826
Ink on laid paper 1783-1784
19x22.2 (7% x 8%)

Lent by the Massachusetts Historical
Society, Boston

Made by Jefferson on a visit to
Annapolis, this drawing indicates his
development as a draftsman as well

as his great interest in the more
up-to-date houses of Annapolis, which
he preferred to Williamsburg. The
octagonal bows at the end of the

wings of this house were a form he
always admired.

The house is one of the masterpieces
of William Buckland, who represents
the great American success story in
architecture before the Revolution.
Buckland finished Gunston Hall
in Fairfax County, Virginia, and
worked on Sabine Hall and Mount
Airy in Richmond County, Virginia,
before moving to Maryland. Though
he came to America as an indentured
servant, a portrait of him by Charles
Willson Peale shows him dressed
in clothes of the latest fashion and
holding a compass and the plan of this
house. F.N.
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NRLE SEst 1 i 24 Design for an octagonal chapel
, 4 B S ‘
[ "j 4 e [ THOMAS JEFFERSON 1743-1826
‘ ! | . L
o . Ink on laid paper (facsimile
| CI\AM ‘~1 B D B fialt r_. c ]770 P P ( )
5 16.5 x 19 (6%2 x 7V2)

Original at The Huntington Library,
Y San Marino, California
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".E i E] - & J L‘f e \"7'1} ' 5 Jefterson frequently consulted Robert
e = I =R 1 e rjrj‘ Phiturhy Morris’ Select Architecture, pub-
ity % ] j | o [ ished ir}l755,hand Pal]zlidio’s Four
P A ry) i s Books for architectural inspiration. .
Laiboin. Front This octagonal chapel withIths gallery 25 Harpsichord, London 1772
ety bt b 7 tetimr it Ao domm ot Ho gt § 2 # st AN Center altar on a circular plat- JACOB KIRCKMAN 1710-1792, and
e e e b AT b st bhing M s Ho sy oS0l form, presumed to be for Williams- s granam x1RCKMAN 1737-1794

burg, claims both as sources. The
" octagonal form for a chapel clearly
— comes from Morris, but Jefferson tells
us that its exterior with its peristyle
and domed roof derive from the
Temple of Vesta in Rome, reproduced
in Palladio’s Fourth Book. The
neoclassical chapel with its Tuscan
columns, if built, would have been

Case of burled walnut-veneered panels
with solid walnut lid; brass hinges

and hooks for securing lid; separate
trestle stand.

91.5x183x122 (36 x72x 48)

Single keyboard; three registers:

two at 8’ (unison) pitch, one at 4’
(octave) pitch, and a buff stop con-
trolled by four brass knobs at left

and right of nameboard; machine stop
(pedal missing) ; keyboard range FF
(no FF#) to ''".

Lent by Mrs. Charles F. Willis,
Washington

23 Plan for an addition to the College of William and Mary

THOMAS JEFFERSON 1743-1826  open porch, was to be continued
Ink on laid paper (facsimile) around the inner courtyard. As
1771-1772 Whiffen has noted, the circulation ¢ en
23x34.5 (9x 13%) system, an arrangement of suiteson  in sharp contrast to the other buildings
S ) . corridors, departed from the practice  in the town, since it was stylistically
Ongmal at The H‘mtmgton L‘bm‘% estab]ished at Oxford and Cambridge cpnmderabl_y in advance 'Of the tradi-
San Marino, California Universities and at Morden College, tional qrchltecture of lehamsl')urg.
Blackheath. In 1777, Ebenezer Hazard  Whiffen noted that the plan’s
noted in his diary that construction ~ dimensions are the same as those of
had been halted in its early stages “on  the magazme in Williamsburg, but he

Account of the present Troubles.” F.N. concluded that J efferson’s. drawing
was not a plan for remodeling, since

Jefferson specified the number of
bricks he needed to erect the

According to Jefferson’s notes on

this drawing, he made it “at the
request of Ld. Dunmore,” then royal
governor of Virginia. Presumably 1t
was drawn when Jefferson made two
visits to Williamsburg in 1771-1772.

This instrument is typical of English
harpsichords of the second half of
the eighteenth century, both as a

On September 3, 1772, the
Virginia Gazette announced that the
college intended “to make an addi-
tional Building. ...” Jefferson pro-
posed a rectangular quadrangle, rather
than a square, as originally planned,
and reproduced the general form of the
existing structure, shown on the
lower half of the drawing. The arcade
or piazza, a current term for an

building. F.N.
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musical instrument and as furniture.
The Kirckman family and Burkat
Shudi (Tschudi) were by far the best
known and most prolific makers of
harpsichords in eighteenth-century
England, and instruments by both
makers were exported to colonial
America. Kirckman instruments made
before 1772 were signed by Jacob
alone; beginning in 1772 the name of



his nephew, Abraham, who had
become a partner in the firm, was
added. After 1789, Abraham’s name
and occasionally that of his son Joseph
appeared on the nameboard. Jefferson
ordered two Kirckman instruments
in his lifetime, the first in 1786 for
his daughter Martha, during their stay
in Paris. This harpsichord later
crossed the ocean with their baggage,
making the last leg of the journey
from Richmond n a half-wagonload
of hay and arriving safely at Monticello
in 1790. It possessed two keyboards
and its construction, if typical of
Kirckman’s usual “double” instru-
ments, would have included three
registers: an 8’ and 4’ on the lower
keyboard plus an 8’ on the upper,
robably with a buff stop acting on the
ower 8’ and a lute stop acting on
the upper 8'. That the 1786 instru-
ment had a machine stop (for chang-
ing registers by a pedal) and a
Venetian swell (wooden shutters
mounted on top of the instrument,
making the sound soften when closed)
is known from correspondence be-
tween Jefferson and the noted London
historian of music, Dr. Charles Burney,
who watched over the building of
the instrument on Jefferson’s behalf.

A “celestini” (as Jefferson called it)
mechanism, intended to sustain the
sound, was added to the instrument by
Adam Walker, a London piano maker.
This newly patented device was not
usual on harpsichords, but Jefferson
was fascinated with it and ordered it

installed over Kirckman’s objections.
The second harpsichord, for his
daughter Maria, was ordered in 1798
and was probably very similar to
the first. Jefferson described it as “one
of Kirchman’s highest priced, and of a
fine silver tone; double-keyed, but
not with as many pedals as her
sister’s.” The comment about pedals
probably implies that this instrument
did not possess a machine stop. In
1800 Maria was offered her choice
between her harpsichord and the new
Hawkins portable grand, which had
just arrived at Monticello, but wisely
remained loyal to her harpsichord. j.F.

26 English Guitar

JOHN PRESTON, London, late 18th
century

Back and sides: curly maple; belly:
spruce

76 x 38 (30 x 15)
Lent by the Smithsonian Institution

A typical English guitar, the finger-
board is covered with tortoise shell;
tunedcegc’ e F ; six courses of
strings, the top four being double, with
a watch-key tuning device. The firm

of Preston and Son was established in
London in 1774 by John Preston,

who in addition to making musical
instruments soon began to publish
music as well.

The Jefferson family owned a sig-
nificant number of musical instru-
ments, aside from the two harpsichords

iven to Martha and Maria by their
ather. There were several violins, a
spinet, a piano forte ordered by Jeffer-
son from London as a wedding pres-
ent for his future wife, and at least two
guitars. The guitar was a popular in-
strument in Virginia, as the young
tutor Fithian’s description of the musi-
cal education of his charges at Nomini
Hall testifies. As early as 1776 Jeffer-
son’s account book records a purchase
of guitar strings from a Philadelphia
merchant, perhaps for Mrs. Jefferson.
When his daughter Maria joined him
in Paris in 1787, she too began the
study of this instrument, and the guitar
he purchased for her there returned
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with their baggage to Monticello.

Up until about 1825, in both
England and America, the term guitar
referred exclusively to the English
guitar, a type of cittern, as opposed to
the Spanish guitar, which was nor-
mally identified as Spanish. Although
a “Fingerboard for the Spanish
]g]uitar” said to be in Jefferson’s own

and has been recorded among the
musical literature surviving at Monti-
cello, perhaps intended for his grand-
daughter, Virginia Randolph, it is
extremely likely that his household
contained one or more English guitars
similar to the Preston instrument
displayed here. j.F.

27 Armchair

Mahogany, eastern Virginia
1755-1800

99x75x43 (39x29%2x17)

Lent by the Mary Washington House,
Fredericksburg, Association for the
Preservation of Virginia Antiquities

There is evidence of the close cultural
ties between England and Tidewater
Virginia in this armchair, which dates
from the last half of the eighteenth
century. Particular construction de-
tails and design elements relate this
piece to a distinctive group ot chairs
which are traced to eastern Virginia, a
group which is closely English in
character.

The outline of the chair relates it

to a pair of side chairs at the Virginia
Historical Society as well as a side
chair at Colonial Williamsburg. The
dog’s-head arms are close to those

on a pair of armchairs at Shirley
Plantation, situated along the James
River. The chairs are strikingly English
in feeling—sharing with contem-
porary English chairs an anthropo-
morphic expression and foreshortened
proportions. Dog’s-head-carved arms
are found on English chairs of the
Queen Anne and Chippendale periods,



and the stiff, straightened cabriole
legs terminating in heavy balls clutched
by birdlike claws are typical of the
English manner. The outline of the
crest rail with scrolled ears and scrolled
yoke and of the uppermost splat
with vertical ribs ending in rounded
arches with scrolls on either side
repeats an outline frequently exhibited
in English Georgian chairs. The
splat might be a variant of a type of
English and Irish Chippendale chair
which is often seen with vertical ribs in
the upper section and an elongated
pierced-heart section below. This
heart-shaped lower section is sur-
rounded by heavy leaf-carved S-scrolls,
with an elongated heart-teardrop
opening cut out within. In Virginia
this section becomes squatter in shape.
Because of the closeness to Englisﬁ
proportions, it seems unlikely that
this particular eastern Virginia cabinet-
maker based his design for the chairs
upon pattern book drawings, but
more likely upon actual English chairs
with which he was familiar. Certainly
English furniture was considered
high style by eastern Virginia planters,
and this group of chairs points to the
planters’ political, economic and
cultural dependence upon England.
That the style appears to be indigenous
to Tidewater Virginia su§gests the
isolationism of the rural South, more
easily in communication with England
by sea than with their fellow colon-
ists by land. E.c.

28 Cellarette

Walnut and southern hard pine,
second half of the 18th century

Virginia origin. This example reveals
the handsome clarity of form and
admirable restraint of decoration dis-
played in so much southern furniture,
which relied on crisp outline, rich
graining and simple brasses for effect.
The southern cellarette, usually
made in two sections, assumed the
form of a chest on a stand. The hinged
lid of the chest section lifts up to
reveal one large and twelve small com-
partments for the storage of bottles
of wine and spirits. The stand contains
a mixing slide over two drawers. The
plain surface is relieved by simple
moldings around the lid and upper
edge of the stand and an incise Ene,
which defines the mixing slide, two
drawers, skirts and Marlborough legs.
The enormous popularity of the
cellarette in the South in the second
half of the eighteenth century coin-
cided with the increasing specialization
of the use of rooms in the American
home, including a room for dining.
Perhaps it is also symbolic of the
celebrated custom of southern hos-
pitality, a characteristic of plantation
society which has been attributed
to several factors including the social
isolation of agrarian life. E.G.

29 Pair of side chairs

Cherry, eastern Virginia 1755-1800
99.2x54.6x43.8 (39¥8x21¥2 x
17%); 99 x 54 x 43.6

(39 x 21%4 x 1718)

107 x 80.5 x 47.5 (42% x 31% x 18%) Lent by the Virginia Historical Society,

Ink inscription on back of left hand
drawer: 22nd August 1797/ 4 %2

$ 10/4 (last word illegible).

Lent by the Colonial Williamsburg
Foundation

This substantial cellarette of walnut
and southern pine is thought to be of

Richmond

The splats of this pair of cherry wood
side chairs are elaborated versions

of the Mary Washington chair, with
more tightly wound scrolls and crisply
carved bellflowers on the ribs. The
pair relate in the carving of the crest
rails, splats and knees to the pair
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~ Black cherry and ash, Virginia,
probably Williamsburg 1760-1795
' 99x54x50.8 (39x21% x 20)

of cherry armchairs at Shirley Planta-
tion. The knees are carved with a
boldly conceived reversed scallop shell
and leafage descending in a V. Much
in the English tradition are the
flat-arched seat rails. E.G.

tightly scrolled ears bear a marked
similarity to the rest of this distinctive
group 02’ chairs. The handsomel

carved upright scallop shells an
bellflowers of the knees suggest
English prototypes. The chair hasa
history of ownership by the descend-
ants of Alexander Spotswood, who was
the governor of Virginia from 1710

to 1722. E.c.

30 Side chair

Roman numeral 111 in back seat rail,
roman numeral v1 in slip seat

Lent by the Colonial Williamsburg
Foundation

The chair has a history of descent in
the Williamsburg family of Ben-
jamin Waller (1716-1786), and the
well-articulated overall design, delicate
carving and obvious familiarity with
fashionable rococo motifs all suggest
that the cabinetmaker and his client
shared a certain gracious urbanity.
The chair’s restrained sophistication
and simple elegance denote Williams-
burg’s polite society about which
Thomas Jefferson reminisced in 1815,
“I have heard [here in Williams-

burg] more good sense, more rational
and philosophical conversations, than
in all my life besides.” E.c.

32 Coffee pot

JOHN JACOBS

Silver 1734/35

279 (11) high

London hallmark, 1734/35; maker’s
mark of John Jacobs

Lent anonymously

31 Side chair

Mahogany and beech, eastern Virginia
1755-1800

99x58.4x43.8 (39x23x17%)
Roman numeral X in slip seat frame

Lent by the Colonial Williamsburg

Foundation The arms engraved on the side are

those of Sir John Randolph (c. 1693-
1737), one of the most distinguished
Virginia lawyers. He was attorney
general of Virginia and speaker of the
House of Burgesses. Randolph com-

The simplified open splat of this
mahogany side chair relates to one on
the Mary Washington armchair, and,
in a more general way, its unmolded,
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pleted his legal training in London as
a member of Gray’s Inn and went
twice to England on business for the
colony. The political eminence of
Randolph, in addition to his family’s
established social position, was en-
hanced by his knighthood. He was the
only Virginian to be so honored during
colonial rule. Jefferson was related to
the Randolphs through his mother,
daughter of Isham Randolph of
Dungeness, brother of Sir John. r.w.

33 Cup and cover
ROBERT TRIMBLE and
BENJAMIN BENTLEY

Silver 1715/16

27x26.4 (10% x 10%)

London hallmark, 1715/16; maker’s
mark for Robert Trimble and
Benjamin Bentley; Britannia standard
mark

Lent by the Colonial Williamsburg
Foundation

The cup is part of a collection of
silver, belonging to Peyton Randolph,
which has returned to his house in
Williamsburg. He was a kinsman of
Jefterson, who admired him, although
their political views differed. After
Randolph’s death in 1775, Jefferson
bought his library.

The decoration was added in the
nineteenth century. r.w.

34 Salver

WILLIAM PEASTON

Silver 1753/54

21.6 (8%2) diam.

London hallmark, 1753/54; maker’s
mark of William Peaston

Lent by the Colonial Williamsburg
Foundation

This salver is one of a pair and part of
a considerable quantity of silver,

nearly five hundred ounces in weight,
which belonged to Peyton Randolph,
king’s attorney and speaker of the
Virginia House of Burgesses. Much of
this plate would have been English,

as local silversmiths were unable to
satisfy the demand for flatware, drink-
ing vessels, tea and coffee services

and all the other necessary table silver
in a gentleman’s house. The Williams-
burg innkeeper, Henry Wetherburn,
had an even larger amount of silver, as
is revealed in an inventory of 1760,

no doubt to serve his more distin-
guished customers at the annual
meeting of the assembly when the -
gentry came in from their estates. It
must also be remembered that in the
days before a regular banking system,
buying silver was an easy way to save
money, as the objects could be quickly
converted into ready cash. rR.w.
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35 Chalice, flagon and alms basin
THOMAS HEMING active 1745-1780
Silver 1764-1767

Chalice: 25.4 (10) high; flagon:

27.3 (10%) high; alms basin: 25.4
(10) diam.

London hallmark, 1764/65 (chalice),
1766/67 (flagon); maker’s mark of
Thomas Heming (chalice and flagon)
Lent by Bruton Parish Church,
Williamsburg, Virginia

The royal arms are those of George III,

36 Cup and cover

PIERRE HARACHE THE ELDER
active 1675-1700

Silver 1686/87

10.5 (4%8) high

London hallmark, 1686/87; maker’s
mark of Pierre Harache the Elder

Lent by the College of William and
Mary in Virginia

The cup is a particularly fine example
of the work of the Huguenot silver-
smiths who came to England to escape
religious persecution. There appeared
to be nothing strange in converting

thereby indicating that the silver

was a gift from the King’s Bounty, a
fund to help the Anglican Church,
although it was Governor Fauquier
who made the presentation shortly
before he died. Other gifts of Com-
munion plate were made by George 111
to churches in America partly as an

act of generosity and partly to en-
courage loyalty to church and crown.
The rim of the basin is an early
nineteenth-century addition, and the
flagon has been reduced in height. r.w.

a posset or caudle cup, originally for
spiced drinks, into one for religious use.
Many of these cups came to the
colonies during the latter part of the
seventeenth century and, because of

a time lag in fashion, would still have
been found in the houses of Virginia
gentry during Jefferson’s boyhood.
Lady Gooch, whose parents’ arms are
engraved on the side, bequeathed the
cup in 1775 to the chapel of William
and Mary in memory of her son, who
had died in Virginia after being edu-
cated at the College of William
and Mary. Her husband, Sir William
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Gooch, was an efficient and popular

overnor of Virginia from 1727 to
1749. The college, founded by royal
charter, was stafted mainly by clergy-
men of the Church of England, and
one of its purposes was “‘that the
Church of Virginia may be furnished
with a seminary of ministers of the
gospel.” The close connection be-
tween church and college continued
down to the Revolution, and Jefferson
was a leading force in attempting to
secularize the institution and transform
it into a state university. R.w.

37 Paten

RICHARD GURNEY AND CO.

active after 1739

Silver 1751/52

14 (5%2) diam.

London hallmark, 1751/52; maker’s
mark of Richard Gurney and Co.
Lent by the College of William and
Mary in Virginia

Like the covered cup by Harache, the
paten is engraved with arms of the

parents of Lady Gooch, although it is
not mentioned in her will. R.w.

.

38 Alms basin

THOMAS FARREN active 1703-1740
Silver 1739/40

24.8 (9% ) diam.

London hallmark, 1739/40; maker’s
mark of Thomas Farren

Inscribed: For the Use of James City

Parish Church

Lent by Bruton Parish Church,
Williamsburg, Virginia

Jamestown, the first English settle-
ment in Virginia, was gradually
abandoned when the capital moved to
Williamsburg in 1699, and the
church had eventually to be closed for
lack of a congregation. The silver,
including the basin, was transferced

to Bruton Parish Church. r.w.

40 Paten

BENJAMIN PYNE active 1684-1724
Silver 1691/92

7.3x279 (27 x11)

London hallmark, 1691/92; maker’s
mark of Benjamin Pyne

Inscribed around rim: Ex poNo pni
EDMUNDI ANDROS, EQUITIS, VIRGINIAE
GUBERNATORIS. ANNO DOM. MDCXCIV.
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39 Chalice and paten

Silver c. 1660

Chalice: 27 (10%8) high; paten:
17.5 (678) diam.

London hallmark; maker’s mark 1W
within oval

Inscribed: Mixe not holy things with
profane; and on base: Ex dono

Francisci Morrison Armigeri. Anno:
Domil, 1661

Lent by Bruton Parish Church,
Williamsburg, Virginia

The donor of the chalice and paten
was Colonel Francis Morrison, deputy
governor of Virginia. As can be seen
with other pieces in the exhibition,
there was a longstanding tradition
among the official leaders of the colony
to give pieces of plate to Anglican
churches. r.w.

IN USUM ECCLESIAE IACOBIPOLIS.
Inscribed in center: Presented by
Hugh Munroe of Mobile/to the
DIOCESE of VIRGINIA/through/REv.
B. B. Leacock, 1856

Lent by Bruton Parish Church,
Williamsburg, Virginia

8 The Anglican Church was the estab-

lished church in Virginia, and so all
government officials and leading mem-
bers of the colony would have been
members and given it their financial
support. It is therefore not surprising
that Sir Edmund Andros, governor

of Virginia from 1692 to 1698, should
have presented this piece of Com-
munion plate to Bruton Parish Church,
Williamsburg, although ironically
there were complaints that he did not
uphold the interests of the church

as he should have done. Nevertheless,
his period of rule appears to have been
successful and the College of Wil-
liam and Mary was founded in 1693
during his governorship. r.w.
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41 Plutarchi Chaeronensis Parallela
seu Vitae parallelae (Geneva: H.
Stephanus, 1572) and Plutarch’s
Lives, in six volumes, translated
from the Greek . . . to which is
prefixed, The Life of Plutarch, by
Mr. Dryden (Edinburgh: printed
by Alexander Donaldson, 1774)
PLUTARCH 46-120 A.p.

Lent by the Library of Congress

The importance of Plutarch’s writings
to eighteenth-century thought can
hardly be overestimated, and the
attraction of the great Greek historian
and biographer for Jefferson, as for
many others, must have been his
emphasis on moral concerns, combined
with a preoccupation with historical
accuracy. Jefferson owned several
editions of Plutarch’s works, including
his Lives. In 1787 while in Paris he
bought a set from Froull¢, and after his
return to the United States, bought
a copy from John Pemberton, a
Quaker in Philadelphia, who wrote on
July 16, 1791, “I send the books
thou paid for 2 months past. they are
not in such good order as I could
have wished. they suffered while in the
Bookseller’s hands—that if thou does
not approve of them I cannot insist on
thy taking them.” A year later, Jefferson
ordered the 1762 edition from Lacking-
ton’s catalogue and in1806 bought
from Roche of Philadelphia Dacier’s
French edition in fourteen volumes.
The Geneva and Edinburgh edi-
tions, conflated and bound in thirteen
volumes, are bound in calf with gilt
backs. Each is initialed by Jefferson
and has his paragraph numerals in the
margins of the text. The Stephanus, or
Geneva, edition was once in the library
of William Byrd, whose signature is on
the title page of the first volume. j.M.E.

42 Metamorphoses (London:
Delphin, 1751)
PUBLIUS OVIDIUS NASO (OVID)
43 B.c~17 AD.
Lent by the Library of Congress
Jefferson was probably first introduced
to Ovid, along with other classical
writers, in the school run by the
Reverend James Maury, a classical
scholar with whom the young Jef-
ferson boarded for two years, be-
ginning at age fourteen. At the end of
that time he had begun his lifelong
habit of reading Latin and Greek in
the original and had formed the basis
for a lasting love of the classical writers.
Three works by Ovid were in
Jefterson’s library when it was sold to
the Library of Congress in 1815,
including a copy of the Metamorphoses
in Latin and one in Old English,
none of which have remained in the
Library of Congress’ collections. J.M.E.



43 Oeuvres de Séneque le philosop

he, traduites en Francois par La

Grange. . .. (A Paris: de I'Imprimerie de J. J. Smits et Cie, an I1I
dela République [1795]) and L Annei Senecae Philosoph Opera ad

optimas editiones collata praemittu

r notitia literaria studiis Societatis

Bipontinae (Biponti: Ex Typographia Societatis, 1782)

SENECA 4 B.C.—65 A.D.
Lent by the Library of Congress

The writings of this Roman phi-
losopher and playwright were an im-
portant element in Thomas Jefferson’s
classical education. As a Roman
philosopher, Seneca is second only to
Cicero, and like Cicero he was an
adherent of the philosophy of Stoicism.
His plays had an important influence
on the Renaissance drama of France
and Italy and on the tragic drama of
Elizabethan England.

Jefferson owned a French and a
Latin edition of Seneca’s works, ex-
hibited here, which he had bound

44 The Morals 1744

The Morals of Cicero. Containing,
concerning the ends of things good
principles of the Epicureans, Stoics

i together in ten volumes with straight
grain red morocco leather and bor-
dered in gilt. This binding was done
by John March in October 1802,
just after Jefferson bought the French
translation from N. G. Dufief. The
Latin edition had been acquired in
Paris in 1786 from Gautier.

Writing to William Short in
October 1819, Jefferson expressed his
opinion that “Seneca is indeed a fine
moralist, disfiguring his work at times
with some Stoicisms and affecting
too much of antithesis and point, yet
giving us on the whole a great deal of
sound and practical morality.” j.M.E.

I. His conferences De Finibus: or,
and evil. In which, all the
, and Academics, concerning the

Ultimate Point of Happiness and Misery, are fully discussed. 1. His
Academics. . . . Translated into English, by William Guthrie, Esq
(London: Printed for T. Waller, 1744)

MARCUS TULLIUS CICERO
106-43 s.c.

Lent by the Library of Congress

Cicero was, unquestionably, the most
influential of the classical writers,

not only in terms of his philosophical
content but in also his means of expres-
sion. It was Cicero’s Latin which was
the universal model for style, and
when Latin was superseded by the
vernacular languages, this influence
was transmitted into the new forms. In

45 Essays
The Essays, or Counsels, civil, & m

his letter to John Adams, written
from Monticello on July 5, 1814,
Jefferson described the great Roman
orator and politician as “able, learned,
laborious, practised in the business

of the world, & honest.”

The copy of Cicero’s Morals in the
exhibition was Jefferson’s. He initialed
the book at signatures I and T. The
bookplate is that of the original
owner Reuben Skelton, the brother-
in-law of Jefferson’s wife, Martha
Wayles Skelton. j.M.E.

oral, of Sir Francis Bacon, Lord

Verulam, Viscount St-Alban: whereunto is added by himself A Table
of the Colours of Good and Evil. Enlarged in many Places, since

the first Edition, by the Honourable Authour himself; and now more
exactly published than formerly. To which is prefixed a Preliminary
Discourse containing sundry remarkable Memoirs concerning this
Noble Authour, his Works, and particularly this of his Essaies
(London: Printed by J. Redmayne for Thomas Palmer, 1663)

SIR FRANCIS BACON,
VISCOUNT ST. ALBANS 1561-1626

Lent by the Library of Congress

It would be difficult to pinpoint any
single influence on a mind as far
ranging as that of Thomas Jefferson;

if one were to attempt it, however,

Sir Francis Bacon would be an obvious
choice. Bacon was a statesman,
essayist and philosopher, who studied
law and became lord chancellor of
England. His motto, “I have taken all

knowledge to be my province,” could
easily have been Jefferson’s, and in
fact Jefferson included him, with
Newton and Locke, in his “trinity of
the three greatest men the world
has ever produced,” as he wrote to
Benjamin Rush, January 16, 1811.
When first published in 1597, the
work contained only ten essays. The
first edition in the form exhibited,
with fifty-eight essays, appeared in
1625. The copy exhibited here was
Thomas Jefferson’s own, with his
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characteristic initial at signature I and
the Library of Congress’ 1815 book-
plate. The book was bound for
Jefferson in Georgetown by John
March, in tree calf with gilt back,

marbled end papers and sprinkled
edges, and is entered in Jefferson’s un-
dated manuscript catalogue with the
price of 9d. j.M.E.

46 A Letter Concerning Toleration (London: ]J. Crowder, 1800)

JOHN LOCKE 1632-1704
Lent by the Library of Congress

Of all the plain statements on the
principles of democracy which influ-
enced Thomas Jefferson’s philosophy
and language, that of John Locke

was preeminent. Locke presupposed an
original and necessary law of reason,
and he based the constitution of
society on it. Consent, for Locke, be-
came a prior condition of the “social
contract,” not a result of it, so that
civil rulers hold their power not
absolutely but conditionally. Jefferson
and Locke viewed government as a

fail to maintain their side of the
contract. The essay on tolerance
reinforced Jefferson’s liberal opinions
and, together with Locke’s other
writings on government, provided a
classic example of the empirical ap-
proach to social and political questions
which still remains the basis o
democratic principles.

The letter, or essay, On Toleration
was first published in Latin in Gouda,
Holland, in 1689. A second edition,
in English, appeared the following
year in London. Jefferson is known to
have bought a copy of the 1790
edition, but it is not in his collection at

moral trust which lapses if the trustees the Library of Congress. j.M.E.

47 The Mathematical Principles of Natural Philosophy (London:
Printed for H. D. Symonds, by Knight & Compton, 1803)

SIR ISAAC NEWTON 1642-1727
Lent by the Library of Congress

“Bacon, Locke and Newton,” Thomas
Jefferson wrote to John Trumbull,

on February 15, 1789, “I consider . . .
as the three greatest men that have
ever lived, without any exception. . . .”
Newton was well known to Jefferson
long before Jefferson bought a 1760
edition of Newton’s works in 1814.
The Principia is generally considered as
the greatest work in the history of
science; it provided the synthesis

of the cosmos and proof of its physical
unity. Newton showed that the im-
portant and dramatic aspects of

nature that were subject to the uni-
versal law of gravitation could be
explained in mathematical terms
within a single physical theory. With
Newton the separation of natural and
supernatural, of sublunar and super-
lunar, worlds disappeared. For the

first time a single mathematical law
could explain the motion of objects on
earth as well as the phenomena of

the heavens. It was this grand concep-
tion that produced a general revolution
in human thought, of which the
Enlightenment, the French and
American revolutions, and Jeffersonian
democracy were the social and

political counterparts. j.M.E.

48 The Second Part of the Institutes of the Laws of England:
containing the exposition of many ancient, and other statutes. . . .
The sixth edition. . . . Authore Edw. Coke Milite, ]. C. . . . (London:
Printed by W. Rawlins, for Thomas Basset, 1681)

SIR EDWARD COKE 1552-1634
Lent by the Library of Congress

No better appraisal of Coke’s Institutes
can be found than this one by

Thomas Jefferson. On January 16,
1814, in a letter to Thomas Cooper, he
wrote, “And all these, by the time

of L4 Coke, had formed so large a
mass of matter as to call for a new
digest, to bring it within reasonable
compass. this he undertook in his
Institutes, harmonising all the deci-
sions and opinions which were recon-
cilable, and rejecting those not so.
This work is executed with so much
learning and judgment, that I do not
recollect that a single position in it

has ever been judicially denied. and
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altho’ the work loses much of it’s
value by it’s chaotic form, it may still
be considered as the fundamental
code of the English law. ...”

It is amusing to contrast this
opinion with that of the youthful
Jefterson who, when a law student at
the age of nineteen, wrote to John
Page, “And too often I am sure to get
through old Cooke [sic] this winter:
for God knows I have not seen him
since I packed him up in my trunk in
Williamsburgh. Welf Page, I do
wish the Devil had old Cooke, for I
am sure I never was so tired of an old
dull scoundrel in my life. ...”

Coke’s Institutes are in four parts:
the first, “a Commentary upon Little-
ton,” is a reprint of Sir Thomas



Littleton’s Tenures; the second con-
tains the text of various statutes from
the Magna Carta to the time of
James I, with a full exposition; the
third is on criminal law; and the fourth
is on the jurisdiction of different
courts of law.

Of Jefferson’s copies of the various

parts and editions of the Institutes,
only The Second Part . .. 1681,
shown in the exhibition, is known. In
the Library of Congress, it bears
Jefferson’s initials at signatures I and T
and a manuscript note by him on
page 148. y.M.E.

49 The Architecture of A. Palladio; in four Books. Containing

a short Treatise of the Five Orders . . . Revis’d, Design’d, and Publish’d
by Giacomo Leoni, a Venetian . . . Translated from the Italian
Original. The Third Edition, corrected (London: Printed for A. Ward
[and others], 1742)

ANDREA PALLADIO 1508-1580
Lent by the Library of Congress

powerful influence in England was due
to his enthusiastic follower Inigo
Jones. Jones copiously annotated his
copy of the Architettura, and these
notes were incorporated into the first
English translation made by Giacomo
Leoni and published in 1715, a copy
of which Jefferson owned.

In the first chapter is a sentiment
of which Jefferson must have approved
and which he remembered as a
standard for architectural judgment:
“As for the beauty of an edifice, it
consists of an exact proportion of the
parts within themselves, and of each
part with the whole....” j.Mm.E.

Palladio, or Palladianism, was the
perfect bridge from the classical ideal
to Jeffersonian philosophy and style.
Palladio’s lasting influence was exer-
cised less through his actual buildings
than through this textbook. The
Palladian style was directly inspired
by Roman classical models through
the writings of Vitruvius and Alberti.
Its characteristics are those of clas-
sicism: symmetry, order, fixed mathe-
matical relations of the parts to each
other and to the whole, logic and
monumentality. Much of Palladio’s

50 Select Architecture: being regular Designs of Plans and Elevations
well suited to both Town and Country; in which the Magnificence
and Beauty, the Purity and Simplicity of Designing for every Species
of that Noble Art, is accurately treated, and with great Variety
exemplified, from the Plain Town-House to the Stately Hotel, and

in the Country from the genteel and convenient Farm-House to the
Parochial Church. With Suitable Embellishments. Also Bridges,
Baths, Summer-Houses, &c. to all which such Remarks, Explanations
and Scales are annexed, that the Comprehension is rendered easy, and
Subject most agreeable. Illustrated with Fifty Copper Plates, Quarto
(London: Sold by Robert Sayer, 1757, 2nd ed.)

ROBERT MORRIS active 1754

From the Collection of Mr. and
Mirs. Paul Mellon

The very first designs of Monticello
may have been inspired by Thomas
Jefterson’s study of Robert Morris’
Select Architecture. This book, a first
edition of which Jefferson owned and
which he acquired some time before
1783, is a prime example of the
excellence of Jefferson’s architectural

library. In addition to writing several
books, Morris was an English architect
who built Wimbledon House and
other mansions.

The Select Architecture reflected,
in Fiske Kimball’s words, “the archi-
tectural ideas of England, with its
Italian background, and its movement
towards a return to the picturesque.”
Thomas Jefferson. The book in the
exhibition is a copy of the second
edition of 1757. j.M.E.

51 A Book of Architecture, containing Designs of Buildings and
Ornaments (London: Printed 1728)

JAMES GIBBS 1682-1754

From the Collection of Mr. and
Mrs. Paul Mellon

James Gibbs was a Scots architect

and 1771, prior to his residence in
France, and his tracings of plates 67
and 69 from this book can be seen

in his designs for an ice house in the
form of a garden temple at Monticello.
whose influence on Jefferson was both It is also Fiske Kimball’s guess that
large and direct. Jefferson was using the octagonal projections to the final
Gibbs’ A Book of Architecture in 1770  plan of Monticello may have come
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from Jefferson’s study of Gibbs’ use of St. Martin-in-the-Fields and St. Bar-
the octagon as an interior form. tholomew’s Hospital in London, the

Gibbs was an enormously popular ~ Radcliffe Library in Oxford, and the
architect who, in addition to many  King’s College Fellows’ Building and
private homes in England and in the Senate House in Cambridge. j.M.E.
Scotland, built the church of

52 The Designs of Inigo Jones, consisting of Plans and Elevations
for Publick and Private Buildings (Publish’d by William Kent, with
some Additional Designs . .. 1727)

INIGO JONES 1573-1652

From the Collection of Mr. and
Mrs. Paul Mellon

Together with his copy of Palladio,
this book was one of the most im-
portant in influencing Thomas
Jefterson’s architectural style. In his
notes on the decorative structures

for Monticello, made in 1779, Jefferson
several times refers to the designs of
Inigo Jones. Whether he owned a copy
of Jones at that time or only had

access to one is not certain; by the
time he made his manuscript catalogue
of his library in 1815, he did own a

copy.

Inigo Jones was an English architect
and designer of masques who had
studied in Italy. During his lifetime
he designed many fine buildings in
England, including the Banqueting
House in Whitehall, the Queen’s
House, Greenwich, the piazza at
Covent Garden and the grand portico
at St. Paul’s Cathedral. William Kent
(1684-1748) was an English painter,
designer, architect and landscape
gardener; the collection of Jones’ draw-
ings which he published were the
property of Richard Boyle (1695~
1753), third Earl of Burlington, who
had lived several years in Italy and
was an admirer of Palladio. j.M.E.

53 The Theory and Practice of Gardening: wherein is fully handled
all that relates to Fine Gardens, commonly called Pleasure-Gardens.
... By Le Sieur Alexander Le Blond. Done from the late Edition
printed at Paris, by John James of Greenwich. The Second Edition

... (London: Printed for Bernard Lintot, 1728)

ANTOINE JOSEPH DEZALLIER
D’ARGENTVILLE 1680-1765,
JEAN BAPTISTE ALEXANDRE
LE BLOND 1679-1719, and
JOHN JAMES d. 1746

Lent by the Library of Congress

In a letter to Charles Willson Peale,
dated August 20, 1811, Thomas
Jefferson wrote: “I have often thought
that if heaven had given me choice
of my position & calling, it should have
been on a rich spot of earth, well-
watered, and near a good market for
the production of the garden. no
occupation is so delightful to me as the
culture of the earth, & no culture
comparable to that of the garden. . ..”
One of the first books Jefferson

bought to satisfy that yearning was
that of Dezallier d’Argentville which
he entered in the manuscript catalogue
of his library as “James on garden-
ing.” His own copy of the book, how-

ever, is no longer in the Library of
Congress collection.

Dezallier d‘Argentville was a
French artist who studied drawing
under Bernard Picard and landscape
architecture under Alexandre Le
Blond. When The Theory and Prac-
tice of Gardening was first published,
the initials of its author, Dezallier
d’Argentville, appeared on the title
page. At one point, the French
booksellers decided that the book
would sell better with the name of an
established authority as the author.
An edition therefore appeared with the
name Alexandre Le Blond, a French
architect who was particularly inter-
ested in architecture and landscaping
as applied to gardens, substitute
for the initials of the real author. In
the translation by John James, by
whose name the book was known to
Thomas Jefferson, the “error” was
continued. J.M.E.

54 Elements of Criticism. Volumes I-11. The Third Edition, with
additions and Improvements ( Edinburgh: Printed for A. Millar,
London; and A. Kincaid & J. Bell, Edinburgh, 1765)

HENRY HOME, LORD KAMES
1696-1782
Lent by the Library of Congress

Perhaps no other writer had as much
influence on Thomas Jefferson’s
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philosophy of art as did Lord Kames,
the Scottish jurist who was a friend
and correspondent of Benjamin
Franklin. Through Kames, Jefferson
came in contact with the main cur-
rents of criticism and aesthetics of his



own as well as of earlier times. Kames,
as did Jefferson himself, relied heavily
on the critical writers of antiquity,
and, also like Jefferson, was strongly
influenced by John Locke. The
Lockeian philosophy which centered
around the defense of the dignity of
the individual and of intellectual,
religious and social freedom has many
echoes in Kames’ Elements of
Criticism, sections of which were often
quoted by Jefferson.

Jefterson also shared Kames’ in-
terest in gardening and was greatly
influenced by his treatment of garden-
ing as an art. Jefferson wrote to his
granddaughter Ellen Randolph during

his second term as president, “To
answer your question . . . I must ob-
serve that neither the number of
the fine arts nor the particular arts
entitled to that appellation have been
fixed by general consent. many. . . .
add Gardening as a 7th fine art. not
horticulture, but the art of embellish-
ing grounds by fancy. I think L.
Kaims has justly proved this. . ..”
The Elements of Criticism was
first published in Edinburgh in 1762.
Although the copy exhibited is not
Jefterson’s, he did own a copy of
the 1765 edition, which is in the
Library of Congress in a modern
binding. j.M.E.

55 An Inquiry into the Original of our Ideas of Beauty and Virtue.
In Two Treatises. I. Concerning Beauty, Order, Harmony, Design.
I1. Concerning Moral Good and Evil. The Fifth Edition, Corrected

... (London: Printed for R. Ware,
T. Longman, C. Hitch [and others],

FRANCIS HUTCHESON 1694-1746
Lent by the Library of Congress

Francis Hutcheson was a philosopher
who taught at Glasgow University.
He had a great influence on the
“‘common-sense”” school of philosophy.
Hutcheson’s influence on Thomas
Jefferson is particularly noteworthy
because of Hutcheson’s support of the
school of moral utilitarianism as

J.and P. Knapton, T. and
1753)

opposed to the egotistic hedonism of
the schools of Thomas Hobbes and
Bernard de Mandeville.

Thomas Jefferson’s copy, exhibited
here, is inscribed with his initials
at signatures I and T, and has the
bookplate of Reuben Skelton inside
the front cover, suggesting that Jeffer-
son may have acquired the book
through his wife Martha, the widow
of Bathurst Skelton. j.M.E.

56 The Book of Common Prayer and Administration of the
Sacraments for the Use of the Church of England. (London: Printed

by His Majesties Printers, 1662)
Lent by the Library of Congress

The English Book of Common Prayer,
first published in 1549, was the first
single manual of worship in a vernacu-
lar language directed to be used
universally by, and common to, both
priest and people. Its original simplicity
has been retained through many re-
visions and has insured its permanence.
The language of the Book of Com-
mon Prayer is now, and has been for
centuries, part of the whole language,
often quoted and used even when
the original itself is unknown. Thomas
Jefferson was raised in the Church
of England and was familiar with the
Book of Common Prayer from his
earliest years. His copy, exhibited here,
is bound in sheepskin and initialed
by him at signatures I and T. The sig-
nature of Richard Harris, 1714, is at
the bottom of a preliminary page.
Jefferson was not conventionally

pious, although his father had seen to
it that he received the usual instruc-
tion in the faith of his ancestors, and
it was Jefferson’s habit to rely for
wisdom more on the classical writers
than on Biblical sources. Toward

the end of his life, however, he wrote
to Samuel Kercheval that the teach-
ings of Jesus were “the purest system
of morals ever before preached to
man.” Though he contributed funds
to local churches throughout his life
and designed the now c%estroyed Christ
Church in Charlottesville (see no. 452)
he believed that “the interests of
society require the observation of
those moral precepts only in which all
religions agree . . . and that we should
not intermeddle with the particular
dogmas in which all religions

differ. . . .” His establishment of reli-
gious toleration in Virginia was one of
the accomplishments of which he

was the most proud. j.M.E.
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57 Notes on the state of Virginia; written in the year 1781, somewhat
corrected and enlarged in the winter of 1782, for the use of a
Foreigner of distinction, in answer to certain queries proposed by him

... First English edition (London:

THOMAS JEFFERSON 1743-1826

From the Collection of Mr. and
Mrs. Paul Mellon

Thomas Jefferson’s Notes on the
State of Virginia, the only full-length
book he wrote which was published
during his lifetime, has been called
“one of America’s first permanent
literary and intellectual landmarks.”
The Notes on the State of Virginia is
a book extremely difficult to char-
acterize because of the variety of its
subject matter and its origins as an
unpublished work mainly for the
edification of Jefferson’s friends. In

John Stockdale, 1787)

The Notes begins with a description
of the geography of Virginia—its
boundaries, rivers, mountains, water-
falls and caverns—and develops into an
abundance of supporting material
and curious information. Jefferson
wrote of things which interested him
deeply and about which he knew a
great deal; the Notes, therefore, throws
a fascinating light on his tastes,
curiosities, and political and social
opinions.

Phillipe Denis Pierres finished
printing the Notes in an edition of
two hundred copies in Paris on
May 10, 1785, and Jefferson immedi-

Millicent Sowerby’s Catalogue of the ately began distributing them to friends

Library of Thomas Jefferson, the
description of the book’s origins,
publishing history and comments
about it by Jefferson and by his con-
temporaries take up thirty double-
columned pages.

In his preface to the Notes, Jefferson
wrote that the book was “written
in the year 1781, and somewhat cor-
rected and enlarged in the winter of
1782, in answer to Queries proposed to
the Author, by a Foreigner of Dis-
tinction, then residing among us.”
Sometime late in 1780 the secretary of
the French legation in America,
Frangois, marquis de Barbé-Marbois,
prepared a long series of questions
at the request of his government and
sent them to those men in the several
states most likely to know the
answers. The set on Virginia was sent
to Jefferson for whom it was a perfect
assignment and who worked on it
with tremendous enthusiasm.

THE LAND OF PROMISE

in the United States and Europe.

In most of the copies which he pre-
sented, he wrote to the recipients that
he was unwilling to expose the book to
the public eye and requested the
recipient therefore “to put them into
the hands of no person on whose

care and fidelity he cannot rely to
guard them against publication.”

In 1786, the Abbé Morellet’s French
translation of the Notes was pub-
lished in Paris by Barrois; it contained
a map of the mid-Atlantic states,
with the text in English, on which
Jefferson himself had worked. In the
next year an English edition with
the same map was published in Lon-
don; and in 1788 a pirated edition, also
with the map, appeared in Phil-
adelphia. With additional material in
an appendix, a new edition, approved
by Jefferson, was published in New
York by M. L. & W. A. Davis in
1801. j.M.E.
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Great Britain was their country as much as America. Many of them
had been born there; multitudes of them had been educated there
. ... They were the countrymen . . . of Bacon, Locke, and Newton
—of Shakespeare and Milton. . . . The noble benefactions and ac-
cumulations of ages in philanthropy and in art, in many a priceless
collection, were theirs. The ancient public and private customs—
the traditions and prejudices—the social maxims—the bravery and
loyalty in man—the stainless faith in woman—the happy and in-
violable homes—which were the birthrights of Englishmen, were
theirs.

HENRY RANDALL, Life of Thomas Jefferson
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In his Essay on the Revolution a History of Virginia, Edmund
Randolph, a member of the Virginia Convention of 1776, identi-
fied the historic origins of Virginia’s famous pride. “Being the
earliest among the British settlements in North America” and
“soon withdrawn from the humility of proprietary dependence

to the dignity of a government immediately under the crown,” the
colony’s growing wealth had allowed “the sons of the most
opulent families” to be sent abroad and “trained by education and
habits acquired in England, and hence perhaps arrogating some
superiority over the provinces, not so distinguished.”

Although Jefferson seems to have been content with his more
provincial studies and did not suffer this education in arrogance as
did many of his friends and relations, the source of his earliest
studies and learning, his introduction to architecture, music and
manners as well as philosophy and law derived from the “home”
country through books, teachers and close acquaintances coming
to the colony from Great Britain.

Jeferson was seventeen when George I1I came to the throne
in 1760. The thirty years between the Peace of Paris in 1763 and
the beginning of the French War have been called the Golden Age
of Georgian culture, and the fringes of the British Empire along
the rivers and bays of the Virginia coast reflected at a distance
something of the achievements of the British models of learning
and the arts.

Our often narrow focus on the colonial world of Boston, Wil-
liamsburg and Philadelphia distorts our perspective of the larger
canvas of the British Empire in the eighteenth century. We
need to be reminded that Jefferson, Adams, Franklin, Madison and
Washington were subjects of the same Georgian society that
produced a Johnson, a Reynolds, a Chambers, an Adam, a Gains-
borough, a Sterne and a Garrick. This section, then, continues the
exploration of the visual and intellectual world in which Jefterson
grew up, but the viewer now moves three thousand miles to its
political and cultural center in London, the remote source of much
that was to inform Jefferson’s eye and imagination at an early
age on the empire’s periphery.

In the early part of the eighteenth century, a revolution in
English taste, primarily in architecture but reflected in the other
arts as well, was carried out by Lord Burlington and his followers,
establishing the earlier work of Andrea Palladio and Inigo Jones
as the foundation for reform. The victory of English Palladianism
was overwhelming, and by the middle of the century it had,
through books, prints and polemics, conquered virtually every
aspect of architectural design. Before the “glorious close” of the
reign of George II, architecture had been recalled to her “true
principles and correct taste,” in the words of Horace Walpole.

“She found men of genius to execute her rule, and patrons to
countenance their labours.”

During the decade in which George III succeeded his grand-
father, the new wealth introduced by the success of war was bril-
liantly evident in the imperial magnificence of London drawing
rooms and, above all, in country establishments. Works of art
collected by Englishmen on the Grand Tour lined halls and stairs
of the great Whig piles.

Zoffany, Reynolds and Gainsborough celebrated the new
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generation in haughty, elegant portraits, and Canaletto followed
his English patrons home from their Italian travels to paint
Venetian views along the Thames. If he had not seen a Hogarth
painting, Jefferson was at least familiar with that artist’s popular
engravings collected in Williamsburg and with his Analysis of
Beauty published in London in 1753. If the elegant furnishings
of Thomas Chippendale that were beginning to fill the townhouses
of Grosvenor Square and the country houses throughout England
did not reach Rosewell or Tuckahoe, his followers’ productions
did, flowing in on tobacco credit. Chippendale’s influential guide,
The Gentleman and Cabinet-Maker’s Director, was acquired by
Jefferson as part of his fine arts library.

By 1760, London had a population of nearly three-quarters
of a million. With its dramatic growth in the decade following the
Peace of Paris, a new vitality, confidence and intellectual direc-
tion informed cultural and artistic leaders. William Chambers, who
had written the classic treatise on architecture of the period, and
Robert Adam, who had explored the ruins of antiquity with
Piranesi and Clérisseau, were the preeminent architectural lights
of the age. Their plans and publications quickly found their
way to the growing library of the young farmer and lawyer in
Virginia, where they joined the earlier works of Palladio, Kent,
Gibbs and Morris.

Indeed, it was almost exclusively through British publications
that Jefferson first shared the new ideas of aesthetic and romantic
literature that were to transform the arts in the last quarter of
the eighteenth century. His enthusiasm in the theory and practice
of architecture was very much in the English tradition of the
gentleman amateur, a tradition which he shared not only with
Lord Burlington’s generation but with the new king, as well, who
had studied briefly with Chambers. The other profoundly English
preoccupation in the arts was the reorganization of the landscape
to reflect the elements of design of seventeenth-century painters
such as Salvator Rosa and Claude Lorrain. This reorganization
was grounded in a complex theory evolved by philosophers and
poets who celebrated nature in its wild and natural state. The
romantic garden of the eighteenth century is, in many ways,
England’s most significant contribution to the arts, and Jefferson’s
own taste was early influenced by the arguments of its chief
proponents who sought to overcome the geometric, formal “au-
thoritarian” garden designs laid down by Le Nétre and his French
followers.

Jefterson visited England only once, in 1786, spending six
weeks in London and also a week touring the famous English
gardens and country seats with John Adams. In order to keep this
section in appropriate order, Jefferson’s garden tour and the
English background of his ideas on landscape design will be in-
cluded in later sections. Some of the topographical views of London
will, however, allude to scenes Jefferson undoubtedly saw or
actually commented upon during his brief stay.

High style furniture of the period reflecting Chippendale and
Adam inspiration, along with a few exemplary pieces of silver,
have been selected to suggest something of the achievements in the
decorative arts in England in those creative decades prior to
the American Revolution. w.H.A.
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LONDON

58 George III

Studio of ALLANRAMSAY 1713-1784
Oil on canvas c. 1765

252 x 167.6 (99 x 66)

Lent by the British Embassy,
Washington

Very few of George III's subjects in
America would ever have seen him, so
the painted portrait was the nearest
they could come to the reality. Por-
traits of English monarchs were sent
to the capitals of the American
colonies as symbols of royal authority
and cynosures of loyalty. For this
reason the king is here shown as an
image of the sovereign, wearing his
coronation robes and the Order of the
Garter, with the crown as a symbol

of his regal position. Portraits of
George 11T and Queen Charlotte by

Ramsay are recorded in the governor’s
palace at Williamsburg; they must
have been the most sophisticated
example of painting in the grand
manner to be seen in colonial Virginia.
Lord Botetourt had the portraits sent
from England soon after he arrived
in 1768, and they were hung in the
ballroom. After his death they are
recorded there in an inventory. The
Duke of Beaufort, Botetourt’s nephew,
in accordance with the late gover-
nor’s intentions, presented the por-
traits to Virginia. They no longer
survive and were perhaps destroyed
during the Revolution or when the
governor’s palace was burnt. After
1775 they would no longer have been
welcome objects in the palace.
Jefterson must have been familiar
with the pair of paintings as a visitor
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to the palace and thus would have had
some previous knowledge of the two
monarchs’ appearance before he was
presented to the king and queen in
1786, when he visited London. His
reception was ungracious, as George I11
turned his back on Jefferson to show
his displeasure. In spite of their
political separation the two men had
many interests in common: music,
science and the arts, a devotion to their
family and a preference for the
simple life of a country gentleman.
The original of the present portrait
is almost certainly the one in Buck-
ingham Palace dating from 1761-1762.
Many versions were painted in
Ramsay’s studio for official
presentation. R.w.
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59 Queen Charlotte

Studio of ALLANRAMSAY 1713-1784
Oil on canvas c¢. 1765

251.5x167.7 (99 x 66)

Lent by the British Embassy,
Washington

Charlottesville, Virginia, became the
seat of government for Albemarle
County in 1761 and was named in
honor of Queen Charlotte, who had
recently become the wife of George I11.
It had been a long-established cus-
tom, dating back to the beginning of
the colonies, to name provinces,
counties and towns after English
sovereigns and members of their
families. Virginia itself was named
after the virgin queen, Elizabeth I,
and Jamestown after the then reigning
monarch James I; and when the



colonial capital moved, it took the
name of the king, William III.
Charlotte Sophia of Mecklenburg-
Stelitz (1744-1818) was brought
up in a small German court. Although
the marriage was entirely political,
it proved a success, and strong prin-
ciples and a rigid mind made Queen
Charlotte well suited to her husband.
The queen played no part in govern-
ment, confining herself to the care
of her fifteen children with whom, as
a dutiful husband, George III pro-
vided her. She shared the king’s taste
in music and the arts and patronized
Gainsborough (acquiring a collection
of his drawings), Beechey and
Zoffany. The queen paid for Zoffany’s
visit to Florence to paint a view of
the Tribuna of the Ufhzi. Following
her husband’s example, Queen

Charlotte gave an ungracious reception
to Jefferson, when he appeared at
court.

Ramsay painted the original portrait
of the queen (of which this paint-
ing is a copy), who is shown in
coronation robes, shortly after her
marriage in 1761. Horace Walpole
remarked that “it is much flattered,
and the hair vastly too light.” Like the
companion portrait of George III,
there are many studio copies of Queen
Charlotte’s portrait, and one once
hung in the governor’s palace at
Williamsburg. r.w.
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60 Temple Bar from the West

JOHN COLLET 1725-1780
Oil on canvas ¢. 1775

98.4x 125.7 (38% x 491%)
From the Collection of the
Earl of Jersey, Island of Jersey,
Channel Islands

Temple Bar was built by Wren in

1672 on the site of an earlier gateway
that marked the boundary between
Westminster and the city of London.
This division, which is still com-
memorated every time a British
sovereign enters the city, dates back to
the time when London was con-
tained within what has become the
financial or commercial center of the
City as it is now called, whereas
Westminster was a separate district
growing up around the king’s court.
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Over the centuries the people of
London had established the right to be
self-governing, and were largely in-
dependent of royal control. By the
eighteenth century, London had spread
far outside the old City and included
areas that had originally been

separate villages.

In the foreground is the Strand, an
important street for shops, and
through the archway, Fleet Street
can be seen, where the scientifically
oriented Royal Society had its head-
quarters, numbering Wren, Newton,
Pepys and Boyle among its former
members. The iron spikes above the
pediment were used to display the
heads of executed criminals or traitors,
such as those who took part in the
Jacobite rebellion of 1745. In the
niches are statues of Charles I and



Charles II.

Off the picture plane to the left is
Somerset House, designed by Cham-
bers, and to the right the Inns of Court
where lawyers were trained for the
English bar. Occasionally, Virginians
such as Sir John Randolph, a kinsman
of Jefferson’s, and William Byrd II
of Westover, a good friend ofy effer-
son’s grandfather Isham Randolph,
went to the Inns of Court to improve
their legal knowledge. In this way,
as with other forms of education,
contact with the mother country was
maintained after the first or second
generation of settlers. R.w.

61 View of Whitehall Looking North-East

WILLIAM MARLOW 1740-1813
Oil on canvas c¢. 1765

69.8x90.2 (27%2 x 35%2)

Signed at bottom right: W Marlow

From the Collection of Mr. and
Mis. Paul Mellon

Whitehall, leading from Westminster
to Charing Cross, was one of the

main thoroughfares of London and
became the administrative center of
Great Britain and her empire. Just as
they are today, government offices
were housed on the street, and the
official residence of the prime minister
was on Downing Street to the left

just off the picture plane. Also on the
left side are the sentry boxes outside
the Horse Guards. The building on the
right with columns is the Banqueting
House by Inigo Jones, built between
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1619 and 1622, the only survivor

of the old palace of Whitehall, which
had been destroyed by fire in 1698,
and the first major Palladian building
in England. It was the same tradition
of Palladianism that was taken up

by Lord Burlington and his protégé
William Kent, who designed the
Horse Guards, in the first half of the
eighteenth century and which was

to have such an influence on English
country houses and eventually colonial
Virginia. r.w.



62 St. Paul’s from Ludgate Hill

WILLIAM MARLOW 1740-1813
Oil on canvas c. 1775
99 x 78.8 (39 x 31)

Lent by the Governor & Company
of the Bank of England

This view shows the old part of
London in the very heart of the city
with St. Paul’s and shops and offices all
around. Visitors to London remarked
on the bustle of the streets, and many
commercial and trading activities,
which would now be only seen indoors,
were carried on in the open air. As
Samuel Johnson said: “Walking in
the streets of London, which is really
to me high entertainment of itself,
I see a vast museum of all objects and
I think with a kind of wonder that
I see it for nothing.” And again: “No,
Sir, when a man is tired of London,
he is tired of life; for there is in
London all that life can afford.”
Wren’s masterpiece of St. Paul’s
Cathedral was built between 1675
and 1709, and the vast scale with dome
and towers dominated the London
skyline. No such ambitious under-
taking had been attempted in England
since the building of the medieva
cathedrals. With its borrowings from
the Italian and French baroque tradi-
tion, St. Paul’s helped to bring
English architecture closer to the
European mainstream.
The church with the prominent
spire in front of the cathedral dome
is St. Martin Ludgate, one of thé many
churches Wren designed after the
Great Fire. His general solution to the
problem of church design, a rectangu-
lar body with a tower or steeple
over the entrance, was to be endlessly
repeated in England and the Ameri-
can colonies. Bruton Parish Church in
Williamsburg is an example of this
export. The so-called Wren Building
at the College of William and Mary,
while it has nothing to do directly
with the English architect, reflects the
secular style of the age of Wren. r.w.
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63 View through an Arch of Westminster Bridge

GIOVANNI ANTONIO CANAL,
CALLED CANALETTO 1697-1768
Oil on canvas 1747

57.8x95.2 (22% x 37%2)

Lent by His Grace The Duke of
Northumberland K.G.

The dating of this view of West-
minster Bridge can be narrowed to
between 1746, when Canaletto arrived
in London from Venice, and 1747,
when the supports of the central
arch, shown here still in place, were
removed. A second bridge across the
Thames, the first in many centuries,
was indicative of the increased traffic
in London and the expansion of

the city. The bridge served not only
a growing Fopulation but, more
importantly, the richer classes, who
were moving from the old center of
the city to the suburbs, which were

laid out in streets and squares of
dignified houses. The dramaticall
framed view of the river looking Xown-
stream shows St. Paul’s Cathedral

and several spires of churches also
built by Wren. On the left is the
water tower, York Gate and Old
Somerset House. After the Great Fire
of London in 1666, there had in-
evitably been an extensive rebuildin
program, of which Wren’s cathedra
and churches are the most permanent
record. His plan for a redesigned

city, which would have included
advanced Renaissance ideas of urban
development and imposed some order
on the haphazard street patterns,
could not be adopted for economic and
practical reasons, and the lines of

the basically medieval center were
followed when it came to be

rebuilt. r.w.
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64 The Lord Mayor’s Procession, The Thames at Westminster Bridge

GIOVANNI ANTONIO CANAL,
CALLED CANALETTO 1697-1768
Oil on canvas 1746

96.5 x 127 (38 x 50)

From the Collection of Mr. and
Mrs. Paul Mellon

The Thames was still a main artery of
transport in eighteenth-century
London because of the difficulty in
threading the maze of narrow streets,
and the medieval London Bridge

was the only way for road traffic to
cross the river. Westminster Bridge,
begun in 1739 and built by the Swiss
engineer Labelye under the patronage
of the amateur Palladian architect
Lord Pembroke, was thus of great
benefit to the life of London. It com-
bined the skillful engineering necessary
to span twelve hundred feet with a
simple elegance typical of English

Georgian architecture.

This scene shows the magnificent
barges of the Lord Mayor of London
and the major livery companies, whose
ranks supplied the city’s government
on the day of the annual swearing
in of the Lord Mayor on October 29.
Canaletto, who had arrived from
Venice in search of commissions, has
taken no account of the season and
has made it summertime, and the
Thames, with all its boats and barges,
is treated like a wider Grand Canal.
Beneath the ceremony lay an im-
portant political reality. The rights
and privileges of London were jeal-

ously maintained against all encroach-

ments from the king or Parliament,
and its citizens expressed public
opinion more freely there than any-
where else in England. In the jealous
preservation of their privileges, how-
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ever, the authorities of the city of
London could be obstructive to
grogress, and their opposition to the

uilding of the new bridge led to its
construction at Westminster outside
the city limits.

The wide angle of the view gives

a panorama of London with West-
minster on the right. The picturesque
medley of roofs and towers includes
the abbey, Westminster Hall, and the
Houses of Parliament with the four
towers of St. John’s at Smith Square
in the middle distance. On the left
skyline is Lambeth Palace, the official
residence of the Archbishop of Canter-
bury. Thus we are far removed from
the commercial activity of the old
part of the city, for Westminster was
an area of fine houses and spacious
gardens where many of the members
of Parliament and other important
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people connected with church and
state lived. Originally a settlement
around the old royal palace, the district
had grown as the process of gov-
ernment became more elaborate, and
by Canaletto’s time there was con-
tinuous development between West-
minster and the heart of the city. rR.w.



ARTS AND LETTERS

65 Death of Wolfe

BENJAMIN WEST 1738-1820
Oil on canvas 1770
165.4 x 245.1 (65% x 96%4 )

Lent by the Royal Ontario Museum,
Toronto

Born in Swarthmore, Pennsylvania,
Benjamin West became president

of the Royal Academy, historical
painter to His Majesty King George 111,
and mentor, host and friend to almost
all the American artists who traveled
in Europe during his lifetime. West
started his career as a portrait painter
in Philadelphia in 1756. Aided by
generous Philadelphians, who believed
in his talents, he sought further
training in Italy in 1759. Journeying
to London for a brief visit in 1763,
West spent the remaining sixty years

to George I11 in 1767 began an as-
sociation of mutual respect and
friendship that lasted almost half a

ainting took a new turn
with West’s Death of Wolfe,
in 1770. He chose the death o
General Wolfe, who, in his victory
over General Montcalm at Quebec in
1759, secured Canada for Great
ainting General Wolfe
iers in modern dress, West
rominence of Rey-
nolds’ grand style, which had previ-
ously been used to
medieval or classica
however, created an imaginary scene
utilizing traditional baroque format
and poses. The painting revolves
around the crumpled figure of Wolfe
in the pose of a baroque Pieta, and
of his life in England. His introduction Wolfe’s pale, luminous face is high-

challenged the

lorify only the

lighted. Wolfe’s centrality to the
composition is emphasized both for-
mally and symbolically by a furled flag
and a sky that is divided partially
into the light of victory and partially
into the darkness of death and defeat.
West supplemented the strong
three-part structural design created by
the figure groupings with a variety
of emotions; each face reveals a power-
ful human response, ranging from
the concern of the doctor and the
grief of fellow officers to the impassive
stare of the “noble savage” and the
exuberance of the soldier aware of the
victory but unaware of Wolfe’s fate.
The exhibition of the painting at
the Royal Academy in 1'})71 coin-
cided with a rising historical conscious-
ness and interest, not only among
the English but on the American
continent as well. The reception of the
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painting was overwhelming. An
engraving by William Woollett, pub-
lished by Boydell, added greatly to

its celebrated popularity, and at least
four copies were commissioned. Most
important, George III made West

the royal historical painter, an appoint-
ment which was decisive in West’s
career. It promised a sinecure which
allowed him to abandon portraiture
and pursue history painting, a genre as
financially unrewarding in England

as in the colonies, though it was a
genre granted the highest rank in
European art theory.

The great popularity of the Death
of Wolfe caused George Washington
to ponder if his statue %y Houdon
might be more acceptable in modern
dress. Seeking advice, Washington
wrote to Jefferson, who responded that
not only West, but Copley, Trum-



bull and Brown all concurred on the
choice of modern dress for the statue.
West used a large part of his new
financial independence to help
American art. There were no art
schools in the United States to supply
even the basic rudiments of artistic
training, and patronage was largely
limited to portraiture. West filled this
lack by opening his house and studio
to any American artist who traveled
to London. His protégés included
Charles Willson Peale, John Trum-
bull, Gilbert Stuart, Mather Brown,
Matthew Pratt and Henry Ben-
bridge. c.v.

66 The Death of the Earl of Chatham

JOHN SINGLETON COPLEY
1738-1815

Oil on canvas 1779

52.7x64.5 (20% x 2538)

Signed lower right: | S Copley/1779

National Gallery of Art. Gift of
Mrs. Gordon Dexter 1947

William Pitt the Elder, the “Great
Commoner” (1708-1778), was per-
haps the greatest statesman in
eighteenth-century England. After a
disastrous beginning, the eventual
triumphs of the Seven Years’ War, in
Canada, India and on the seas, were
largely the result of his inspired
leadership. George I1I and his favorite,
Lord Bute, forced Pitt out of office

in 1761, because he opposed their
desire to make peace with the French.
Pitt became prime minister in 1766,
but as a result of physical and mental
illness his powers were considerably
impaired. He also had lost some of his
popularity by becoming Earl of
Chatham. It was unfortunate that for
much of his ministry, which lasted
until 1768, Chatham was incapacitated
and the government drifted, without

firm control. Although he sympathized
with the American colonists and

had opposed the Stamp Act (for which
statues were put up to him in New
York and Charleston), his sub-
ordinates were able to impose the
Townshend, Declaratory and Mutiny
Acts, which further aroused passions in
America. When war seemed im-
minent, Chatham made several at-
tempts to persuade the government to
make concessions. Jefferson acknowl-
edged in 1775 that through ... Lord
Chatham’s bill, I entertained high
hope that a reconciliation could have
been brought about. The difference
between his terms and those offered
by our Congress might have been
accomodated, if entered on by both
parties with a disposition to ac-
comodate.” Even when the war had
started in America, Jefferson recorded
the sentiment of the colonies for
Chatham in a touching way: “I hope
Lord Chatham may live till the
fortune of war puts his son into our
hands, and enables us by returning him
safe to his father, to pay a debt of
gratitude.” Chatham’s last appearance
in the House of Lords on April 7,
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1778, which this sketch represents,
was to opf)ose complete independence

for the colonies as a disaster for
England, which could only benefit
France. During the debate Chatham
collapsed and had to be carried out. He
died on May 11 of the same year.
Copley worked on The Death of
the Earl of Chatham between 1779
and 1781. The finished painting, for
which this is a sketch, is in the Tate
Gallery, London, and two earlier
oil sketches are also in the Tate Gal-
lery. Drawings of the composition and
of individual portraits have also sur-
vived. The peers are dressed in their
parliamentary robes, with the bishops
on the left and the Lord Chancellor
wearing his hat as the Speaker of
the House of Lords. Supporting Chat-
ham on his left is the Duke of
Cumberland, brother of George I11.
Lord Temple, Chatham’s brother-
in-law, is in the group behind the faint-
ing man’s head, and three of the
earl’s sons, including William Pitt the
Younger, are on their father’s right.
Copley had moved to London in
1774, following his early success as a
portrait painter in his native Boston. In
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answer to the comte de Buffon’s
charge that America had produced

no men of genius, Jefferson replied, in
his Notes on the State of Virginia,
with the names of Washington,
Franklin and Rittenhouse. Abigail
Adams sent word by her husband that
she was sorry he had not included
Copley and West as well. rR.w.



67 The “Out of Town” Party

SIR JOSHUA REYNOLDS 1723-1792
Oil on canvas 1761
53.3x 82.5 (21 x 3214)

Lent by the City Art Gallery, Bristol

The three men are, from left to right,
George Selwyn, George Williams
known as “Gilly,” and the Honorable
Richard Edgcumbe. All three were
close friends of Horace Walpole, the
youngest son of the prime minister,
Sir Robert Walpole, and they met
regularly for Christmas and Easter at
Strawberry Hill to form the “out of
town” party. Strawberry Hill was
altered by Horace Walpole beginning
in 1748 under the inspiration of
medieval art and became one of the
best-known examples of “Gothick”
architecture. It was a mixture of
enuine antiquarianism, for Walpole
%ad an extensive knowledge of English
art, especially painting, and a
more frivolous delight in novel styles.
The result is very different from the
serious Gothic revival of the nine-
teenth century. Nevertheless, the
house and its collections became a
showpiece, and Walpole was forced
to limit the number of visitors who
wanted to see it. Gothic architecture,
like the fashion for Chinese, or at
the end of the century, Egyptian, must
have been appealing in its complete
break with all the rules of classical
architecture accepted since the Renais-
sance. The conscious and picturesque
asymmetry found a parallel in the
informal garden, on which Walpole
was also an authority. Both George

Selwyn and Gilly Williams were
famous wits of the day, and Selwyn
had the peculiar reputation of being a
regular attender at public executions.
Edgcumbe succeeded his father as
Lord Edgcumbe and held minor posts
in the government. He was a close
friend of Sir Joshua Reynolds.

In the painting, the group is sitting
in the library at Strawberry Hill.

The portrait, which was commissioned
by Horace Walpole, used to hang

over the chimney piece in the refectory
or great parlor. A drawing by John
Carter showing it in situ is in the

W. S. Lewis Collection, Farmington,
Connecticut.

Reynolds’ sitter book records ap-
ointments for the portraits between
ay 1759 and May 1761. Walpole

was pleased with the result, for he
wrote in 1761 “. . . it was melancholy
the missing poor Edgcumbe [who

had died earlier that year], who was
constantly of the Christmas and Easter
parties. Did you see the charming
picture Reynolds painted for me of
him, Selwyn and Gilly Williams? It is
by far one of the best things he has
executed.”

Jefferson was in Twickenham on
April 2, 1786, and visited Pope’s villa
and Marble Hill, but although
Strawberry Hill was nearby, he did
not stop there. He would no doubt
have been welcome, for Horace
Walpole was pro-American during the
Revolutionary War and in a letter
of 1774 predicted that “the next
Augustan age will dawn on the other
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side of the Atlantic. There will, per-
haps, be a Thucidydes at Boston,

a Xenophon at New York ...and ...

a Newton at Peru.” r.w.

THE BRITISH CONNECTION

68 Sir William Chambers

SIR JOSHUA REYNOLDS 1723-1792
Oil on panel 1780

119.5x 101.6 (50 x 40)

Lent by the Royal Academy of Arts,
London

From the middle of the eighteenth
century, English architecture provided
some of the most important examples

i of neoclassicism, and as a school its

importance extended far outside

its national boundaries. Chambers and
Robert Adam were the leading archi-
tects of the older generation; George
Dance the Younger, Henry Holland,
and James Wyatt were their most dis-
tinguished successors. There was
extensive construction of individual
townhouses in London as well as
schemes on a larger scale, such as the
Adam Brothers’ Adelphi and the
rebuilding of city halls, prisons, hos-
pitals, schools and other public archi-
tecture in towns throughout the
country—all of which reflected an
increased civic pride, social conscious-

| ness and material prosperity. The

aristocracy, who benefited through
increased incomes from improved
agriculture and the beginnings of the
Industrial Revolution, built themselves
grander country houses, while the
newly rich middle classes, ever anxious
to establish themselves as landed
gentry, also helped to keep architecture
flourishing.

His position as architectural tutor
to the Prince of Wales, later
George 111, gave Chambers (1726—
1796) an introduction to court and
government circles which proved of
great advantage to his career, and his
influence with the king was crucial
to the establishment ot the Royal
Academy in 1768.

Somerset House is the most im-
portant of Chambers’ works, and its
imposing size and commanding posi-
tion on the Thames made it one of the
most striking buildings in London.
The Strand fagade of Somerset House
appears in the background of the
portrait. Having studied under Jeffer-
son’s friend Clérisseau in Rome and
having spent some time in Paris,
Chambers was well aware of the latest
developments in architecture, but
he also had the unique distinction, for
a British architect, of a firsthand
knowledge of China. His Designs for
Chinese Buildings, 1757, a book which
Jefterson owned by 1771 when he
used it as a source for proposed
pavilions at Monticello, appeared at a
time when chinoiserie was in favor
and drew public attention to Cham-
bers. The Pagoda and other buildings
at Kew were built in this style (see
no. 357). Thereafter, Chambers con-
fined himself to a combination of the

‘restrained neoclassicism he saw in



France and the English Palladian tradi-
tion. His great rival was Robert

Adam, who had also worked with
Clérisseau, but Chambers was secure
in government favor and was the lead
ing establishment architect of his
generation, becoming surveyor-general
of works. His positions of eminence,
his friendship with George 111 and his
knighthood all enhanced the general
status of the professional architect, and
more and more the amateur country
gentleman, rather than relying on
treatises and manuals to build his
house, turned to those who were pro-
fessionally qualified. In Virginia,

up to the time of the Revolution and
for a long time afterward, plantation
owners had to follow books on archi-
tecture, just as Jefferson, who later

did so much to promote professional
architecture in the United States, was
obliged to do in his early plans for
Monticello.

The portrait of Chambers is very
much an official one—it shows the
president of the Royal Academy paint-
ing the treasurer—and fittingly, it
was Reynolds’ diploma piece. R.w.

69 James Macpherson

SIR JOSHUA REYNOLDS 1723-1792
Qil on canvas 1772
76.2x 61 (30x 24)

Lent by the Petworth Collection,
England

By the middle of the eighteenth
century, there were evident signs that
poets were no longer confining them-
selves to classical themes written in
a cool and measured style but were dis-
covering the virtues of the heart and
beginning to appreciate the beauties

of nature. Antiquarian interest in the
distant past also affected writers,

and often the public was willing to
accept as genuine works that were
later exposed as forgeries, such as
Macpherson’s Ossian and Chatterton’s
Rowley poems.

Encouraged by the publication in
translation of genuine Gaelic manu-
scripts which he had collected,
Macpherson (1736-1796) claimed to
have found epic poems by Ossian,
which he published from 1761 to
1765. In spite of Dr. Johnson’s
skepticism in the memorable “I hope
I shall never be deterred from detect-
ing what I think a cheat by the
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menaces of a ruffian,” it was widely
believed to be the product of a Gaelic
culture comparable to the world

of Homer. In fact Macpherson had
composed the poem himself, usin
some genuine fragments. Nevertheless,
the influence of Ossian was immense,
especially in France and Germany.
Goethe and Herder translated his
poems, and Napoleon was a great
admirer.

The widespread appreciation of
Ossian can be explained as part of the
general phenomenon of early roman-
ticism. It is interesting to note that the
poems of Gray, Young and Shen-
stone, whose famous garden Jefferson
was later to visit, were included on
the 1771 book list he made for Robert
Skipwith, as were Goldsmith’s
Vicar of Wakefield and a translation
of Rousseau’s La Nouvelle Héloise.
They show how remarkably advanced
was this young Virginian, on the
periphery of European culture, and
how deep was his early appreciation of
the poets of nature and sentiment.
The same sensibility later led him to
respond enthusiastically to that other
manifestation of English romanticism,
landscape gardening.



Jefterson became fascinated with
the writings of Ossian, in which he
implicitly believed, and in 1773
corresponded with Charles McPherson
of Edinburgh, whom he had met in
Virginia and who was a kinsman of
the “translator,” in an attempt to
secure a manuscript copy of the poems
in their original tongue regardless
of expense. In his letter he said:
“These peices [sic] have been, and
will I think during my life continue to
be to me, the source of daily and
exalted pleasure. . . . The tender, and
the sublime emotions of the mind
were never before so finely wrought up
by human hand. I am not ashamed
to own that I think this rude bard
of the North the greatest Poet that has
ever existed.” So enthusiastic was
he that he wanted to learn the lan-
guage and asked McPherson to send a
dictionary, a grammar and other
printed books in Gaelic. The embar-
rassment to James Macpherson when
this request was passed on can be
imagined, and he was obliged to make
the excuse that even if someone
could be found to copy it, he would
not permit the unique manuscript to
leave his hands. Jefferson had to be
content with a New Testament in
Gaelic. When the marquis de
Chastellux visited Monticello in 1782,
he and Jefferson shared their enthu-
siasm by indulging in an Ossianic
evening. And at the end of his life,
when the fraud had long been exposed,
Jefferson still maintained that Ossian,
“if not ancient, it is at least equal
to the best morsels of antiquity.” r.w.

70 Dr. Charles Burney

SIR JOSHUA REYNOLDS 1723-1792
Oil on canvas 1781

75 x 61 (29%: x 24)

Lent by the Trustees of the

National Portrait Gallery, London

Charles Burney (1726-1814) was a
member of Dr. Johnson’s Club, and
his sympathetic and attractive nature
made him a popular figure in con-
temporary society. He was more a
writer and a critic than a practicing
musician, although he had been a
pupil of Thomas Arne, and began his
career as a most successful teacher
of music. The History of Music estab-
lished his reputation as a leading
musicologist and, like the accounts of
his tours 1n Europe, which Jefferson
owned at least by 1782, is still read
today. Jefferson read Burney’s musical
tours and mentioned in a letter to
Burney that they “had prepared me to
expect a great deal of pleasure from
your acquaintance.” Burney’s daughter
Fanny was the celebrated novelist
and diarist.

The portrait was commissioned by
Henry Thrale the brewer as part of
a series of portraits for the library
of his house at Streatham. Mrs. Thrale,
like Burney, was a close friend of
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Samuel Johnson, the writer and
lexicographer who, in his famous Club,
attracted many of the most cele-
brated men of the day: Reynolds,
Goldsmith, Garrick, Burke, Gibbon
and Boswell. Drinking and dining
clubs of friends, often meeting at
regular intervals in taverns and profes-
sional associations, were common in
London at that time. Burney is wear-
ing his robes as Doctor of Music,
which he received from Oxford in
1769. It is significant that Burney is
portrayed as the learned writer on
music rather than as a musician. Per-
haps this was to establish Burney’s
enhanced social position, in the same
way that the self-portrait by Rey-
nolds, which he gave to the Royal
Academy, shows the artist in the robes
of Doctor of Civil Law, which Ox-
ford had conferred on him; only the
bust of Michelangelo refers to
Reynolds’ profession as a painter.
Copies of this painting made by
Burney’s relative, Edward Burney, are
in the School of Music, Oxford,
and the Liceo Musicale, Bologna.
Jefferson had met Dr. Burney briefly
when he was in London, and they
afterwards corresponded about a
Kirckman harpsichord for Martha
Jefferson. r.w.



71 David Garrick as “Lord Chalkstone,” Ellis Ackman as “Bowman” and Astley Bransby as

“Aesop” in “Lethe”

JOHANN ZOFFANY 1734/35-1810
Oil on canvas c. 1766
100.4 x 124.5 (39%2 x 49)

Collection of the City Museums and
Art Gallery, Birmingham, England
NOT IN EXHIBITION

David Garrick (1717-1779) was the
most famous actor of eighteenth-
century England. His place in con-
temporary society did not rest solely on
his great acting talent, however, for
actors were not then highly regarded
socially. Rather, through his charm
and ability, Garrick was received in the
best company and was much féted
when he visited France. He played
in Shakespeare, did much to restore
the production of the plays and was the
leading figure behind the Jubilee
celebrations in Stratford in 1769.
Comic parts, however, were more
congenial to Garrick. As a close friend
of Samuel Johnson, who had taught
him at school, he was a prominent
member of the Club which was formed
around the great writer and conversa-
tionalist and counted most of the
literary and intellectual men of the day
as his friends.

Lethe was one of many plays written

by Garrick. The painting represents
those actors who took part in the
production at Drury Lane in 1766

the prime minister, or theaters would
become caught up in opposition to
the government, as when Frederick,

by command of George III and Queen Prince of Wales, who had quarreled

Charlotte. From about that time,
Garrick gave up acting and concen-
trated on managing Drury Lane
theater, rebuilt by Robert Adam.
Another version of this painting is in
the Somerset Maugham Theatre
Collection. Zoffany painted the actor

in character roles several times, includ-

ing another scene from Lethe also

at Birmingham. The artist was keenly
interested in the theater and was a
friend of Garrick’s who had helped
Zoffany in his earlier career.

Although there was still licensing of
plays in London at this time, censor-
ship did not prevent considerable
theatrical activity with a varied pro-
gram, from oratorio and Italian operas
to farce. The audience often took
an unintended part in the drama by
forcefully showing their appreciation
or displeasure with the performance,

and celebrated actors and actresses had

their noisy claques. Sometimes the
plays had political overtones, as in

Gay’s Beggar’s Opera with its unflatter-

ing references to Sir Robert Walpole
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with his father, patronized “The Opera
of the Nobility” in rivalry to Handel,
who was supported by George I1.
Theater in the American colonies
derived most, if not all, of its in-
spiration from British models, and
Jefferson as a young lawyer in Wil-
liamsburg saw in 1768 such plays as
Addison’s The Drummer, The Mer-
chant of Venice, and The Beggar’s
Opera, performed by the Virginia
Company of Comedians, a grou
which undoubtedly lacked none of the
sgirit, if a considerable amount of
the polish, possessed by Garrick and
his contemporaries. R.W.
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72 The March to Finchley

WILLIAM HOGARTH 1697-1764
Oil on canvas 1746

100.2 x 133.3 (39%2 x 521%)
Signed on inn sign on left: To
TENHAM/COURT/NURSERY/ 1746

Lent by the Thomas Coram
Foundation for Children, London

The scene represents the Guards
marching north through Finchley to
Scotland to subdue the Jacobite rebel-
lion under Prince Charles Edward
Stuart. Although Hogarth was strongly
anti-Jacobite and therefore had every
reason to support the government,

he could not resist making fun of its
soldiers, who are portrayed in a most
unmartial condition as they unwill-
ingly abandon the ale houses and their
wives and sweethearts for an un-

certain future in Scotland. There is a
tradition that the dedication of the
engraving was oriéinally offered to

George 11, but when he saw the paint-
ing, the king was furious at this
insult to his soldiers: “I hate bainting
and boetry [sic] too! Neither the

one nor the other ever did any good!
Does the fellow mean to laugh at m
guards?” When it was explained that
Hogarth had intended the painting as
a joke, the king replied: “What, a
bainter [sic] burlesque a soldier? he
deserves to be picketed for his in-
solence! Take his trumpery out of my
sight.” Comical details and satirical
allusions abound in the composition,
as in so many of Hogarth’s paintings,
but even without the arcane knowl-
edge of the specialist, The March can
be enjoyed for its obvious humor and
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the bursting vitality which so well
mirrors mid-eighteenth-century
England. The Jacobite uprising of
1745 was the last serious internal
threat to the government until the
unrest of the French Revolution.
Many of the rebels and those sup-
porting the Jacobites emigrated to the
colonies, and by the time of the
American Revolution the Stuarts no
longer presented any danger. A feeling
of security and self-confidence after
the defeat of the rebellion no doubt
allowed Hogarth to treat it in such a
lighthearted way, although at the
time there was widespread panic and
a real possibility the government would
be overthrown.

The date on the inn sign must refer
to the painting rather than to the
event depicted which took place in
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September 1745. Hogarth in his adver-
tisement for the engraving of 1750
advanced the date of the march to
1746, and various impressions of the
print give the two different dates.
Subscribers to the engraving were also
given the chance to win the painting
of The March to Finchley through

a lottery. Two thousand tickets were
issued, and those unsold were given to
the Foundling Hospital, which drew
the winning number.

Jefterson had no sympathy with the
house of Stuart. In tﬁe Rights of
British America he wrote: “The trea-
sonable crimes [of the Stuarts] against
their people brought on them the
exertion of those sacred and sovereign
rights of punishment, reserved in
the hands of the people for cases of
extreme necessity, and judged by the



constitution unsafe to be delegated
to any other judicature.”

Maria Cosway, who played such an
important part in Jefferson’s emo-
tional life in Paris, must have seen
Prince Charles Edward, or Charles 111
as he styled himself in exile, when
he spent several years in Florence be-
ginning in 1770. Charles "Hadfield,
Maria’s father, kept a well-known
boarding house and the prince at one
time considered staying there. r.w.

73 Chiswick Villa from the North-West

GEORGE LAMBERT 1710-1765
Oil on canvas 1742

88.9 x 105.4 (35x41%%)

Signed lower right: G. Lambert 1742

Devonshire Collection, Chatsworth.
Lent by the Trustees of the
Chatsworth Settlement

Lord Burlington, who was the leading
supporter of the Palladian move-

ment in eighteenth-century England,
was also a fine amateur architect, and
had studied the works of Palladio

in Italy during his travels, including
the Villa Rotonda near Vicenza.
Between 1725 and 1727, Burlington
added a villa to an earlier house at
Chiswick, outside London, to contain
his library and collections of art and

to entertain his friends. The design was
based mainly on the Villa Rotonda,
with some reference to Palladio’s pupil
Scamozzi, and the interior, sumptu-
ously decorated by Kent, with the
sequence of differently shaped rooms,
owes much to the study of Roman
baths. Because of the social distinction
and political importance of Lord
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Burlington, who was one of the leading
Whigs, Chiswick became something
of a showpiece for admirers of the
Palladian style in England. Pope, the
friend of Burlington, to whom Pope
wrote his Epistle on Taste, was full of
praise: “I assure you Chiswick has
been to me the first thing this glorious
sun has shin’d upon.” Lord Hervey,
the diarist, was less complimentary:
“House! Do you call it a house? Why!
it is too little to live in, and too

large to hang on one’s watch.”

For about thirty-five years Palladian
became the dominant style in English
architecture, especially for counttlz
houses. There was something in t
simple geometry and clear lines that
appealed to the ruling aristocracy,
especially those of Whig politics.
Pope’s great couplets summed up Bur-
lington’s triumph, linking him
through Jones and Palladio with
Vitruvian antiquity:

You too proceed! make falling arts
your care,

Erect new wonders, and the old
repair;
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Jones and Palladio to themselves
restore,
And he whate’er Vitruvius was
before:
IVth Epistle, 11. 191-194

While the rule of common sense in
England in the eighteenth century
must not be exaggerated, it cannot
be accidental that such a rational
style found favor. No doubt for the
same reasons Jefferson approved of
Palladianism.

By the time of Jefferson’s visit in
1786 such architecture was quite out
of fashion, and while the dukes of
Devonshire, to whom it had passed by
inheritance, used Chiswick for enter-

taining, the great days when the
magnificent Burlington received his
guests were a foriotten memory.
Jefterson noted that “the Octagonal
dome has an ill effect, both w1thm and
without,” but otherwise was silent
on his reactions to the house, though
it must have made some impression on
his later plans for the renovation of
Monticeﬁo (see nos. 476-477).

The view is of the north front of



74 A Coursing Party

the distance is a gateway designed by 1N THE STYLE OF GEORGE STUBBS

Chiswick with the main entrance. In

Inigo Jones, the seventeenth-century
originator of English Palladianism.
The gateway was given to Lord
Burlington in 1736 by Sir Hans
Sloane, founder of the British Mu-
seum. There are two other views by
Lambert, also at Chatsworth, although
the figures were probably painted

by another artist as was often the case
with his pictures. r.w.

1724-1806
Oil on canvas ¢. 1765-1770
152.4x 251.5 (60 x99)

From the Collection of Mr. and
Mis. Paul Mellon

Horses were naturally of the greatest
importance in an age when they

were the main means of transport, but
they also played a large part in the
sEorting life of Georgian England
through racing and the hunting of
foxes and hare. English gentlemen
were notorious for their devotion

to the chase; for many it was their sole
interest. Even the higher levels of
government were affected by it, for
members of Parliament were usually
anxious to return to the country for
the hunting season, and Sir Robert
Walpole, himself a sporting squire,
realized he could not hope to secure a
good attendance in the House of
Commons after Christmas.

The Virginia gentry, who generally
came from a similar social level, felt
much the same way about riding and
hunting. The earliest settlers noted the
great abundance of game and, after
satisfying their needs, hunted birds and
animals as sport. After about 1730,
when the flourishing tobacco trade had
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brought prosperity to many land-
owners, the gentry’s style of living
became more sophisticated and luxuri-
ous, with larger houses and all the
appurtenances of their English
counterparts. This included foxhunt-
ing, with hounds brought over from
England. John Clayton, author of
Flora Virginica, mentions in a letter of
1739 the great variety of game:

“Some hunt the fox w’th hounds as
you do in England. . . .” In 1742 the
Castle Hill hunt was founded by

Dr. Thomas Walker, a friend and
neighbor of Peter Jefferson’s. In 1746
Thomas, sixth Lord Fairfax, came over
to Virginia, where his family had
estates, and soon he, an enthusiastic
foxhunter, established his own pack.
He introduced George Washington,
whose brother Lawrence had married
into the Fairfax family, to foxhunt-
ing, and Washington became a keen
follower of the hounds as his diary
amply reveals. He was occasionally
joined by his wife.

Jefferson, too, hunted in his youth,
from the time he attended Rev. James
Maury’s school and took an interest
in his horses and was proud of being a
good horseman. He continued to ride
to the end of his life and traveled
much on horseback, whether on busi-
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ness or pleasure, or when supervising
work on his estate. His fondness for
the chase and for racing is brought out
in a letter Jefferson wrote in 1808

to his grandson, Thomas Jefferson
Randolph, recalling his own youth:
“and many a time have I asked myself
in the enthusiastic moment of the
death of a fox, the victory of a favorite
horse, the issue of a question elo-
quently argued at the bar or in the
great council of the nation, well, which
of these kinds of reputations should

I prefer? That of a horse jockey?

a fox hunter? an orator? or the honest
advocate of my country’s rights?” r.w.
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75 The Sharp Family on a Yacht on the Thames

JOHANN ZOFFANY 1734/5-1810
Oil on canvas 1779-1781

115.6 x 125.7 (45%2 x49%3)
Collection of Charles Lloyd-Baker,
Hardwicke Court, Gloucester, England
NOT IN EXHIBITION

Musical life in eighteenth-century
London was full and varied. Groups
met in taverns to sing glees and
catches, and permanent clubs, such as
the Noblemen and Gentlemen’s

Catch Club, provided amateur singers Pleasure boats on the Thames were music lovers, especially those outside
with an opportunity to perform. common during the eighteenth cen-  London or the large towns, seldom had
Italian opera wds patronized by Lord  tury, and the tradition of playing an opportunity to hear public con-
Burlington and his friends, and Handel music on the river had a most dis- certs, depending instead on available
wrote many of the operas in vogue tinguished precedent in Handel’s local talent. An accomplished young
at that time before turning to oratorio. Water Music. Zoffany himself used to lady was expected to perform on the
Other foreigners, both composers give concerts on the river, and harpsichord or pianoforte, and many
and performers, settled in London, ~ George 111 and Queen Charlotte, who men also learned to play instruments,
such as Geminiani and Johann were very interested in music, visited  so that a family or group of friends

Christian Bach, as well as many lesser  the Sharps’ yacht and listened to the could make their own chamber music.
native composers of whom Arne and  concerts. Despite this musical activity  In the same way, Jefferson and his
Boyce were the most distinguished. and interest, it was an age when friends performed music at Wil-
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liamsburg and Monticello. While
studying law with George Wythe, he
was mtroduced to Governor Fauquier
and took part as a violinist in the
chamber concerts at the palace. At
Williamsburg, Jefferson also had ample
opportunity to hear music publicly
performed, ranging from ballad operas
to subscription concerts. The per-
formers consisted of visiting musicians,
talented amateurs such as Jefferson
himself, or resident professionals like
Peter Pelham, organist at Bruton
Parish Church. Later at Monticello
there were concerts drawn from
paroled British and German officers.
In a letter of 1778 to Giovanni
Fabroni, Jefferson expressed his deep
love of music. “If there is a gratifica-
tion which I envy any people in this
world it is to your country [Italy] its
music. This is the favorite passion
of my soul, and fortune has cast my
lot in a country where it is in a state of
deplorable barbarism.” He goes on
to wonder if he could import Italian
craftsmen who would also be musi-
cians; thus ““a passion for music might
be reconciled with that oeconomy [sic]
which we are obliged to observe.”
Jefterson listed the musical instru-
ments he wanted for his wind band:
“two French horns, two clarinets and
hautboys and a bassoon.” The men-
tion of clarinets indicates Jefferson was
well aware of the latest developments
in musical instruments, for they had
only recently become an accepted
part of an orchestra. Jefferson was by
no means alone among Virginians in
his devotion to music. %t. George
Tucker, his family and friends were
able to assemble a violin, harpsichord,
welsh-harp, flute, drum and timbrels
as he recorded in his poem Musical
Evening in the Family.

This musical group represents the
family of William Sharp, surgeon
to George III and a friend of Zoffany’s,
his brothers and sisters with their
children. William Sharp is standing
with his hat in hand at the top of the
composition (a pose Zoffany had
already used in his portrait of the third
Earl Cowper). The Reverend John
Sharp, Archdeacon of Northumber-
land, is on the right, and their brother,
Granville Sharp, is seated in the
center behind the harpsichord. Gran-
ville Sharp devoted himself to worthy
causes and was a sufficiently strong
supporter of the American colonies to
resign his government position,
thereby depriving himself of his in-
come. He made an important con-
tribution to the abolition of slavery
and was responsible for bringing before
Lord Manstield the famous Somersett
case, which established that a slave
became free when he set foot in
England. Sharp’s interest in America
was also shown by his help in estab-
lishing the first episcopal bishoprics

in the United States—for which he
received honorary degrees from
Harvard and William and Mary Col-
lege. The setting is by the Sharps’
house at Fulham. r.w.

76 The Dutton Family

JOHANN ZOFFANY 1734/35-1810
Oil on canvas

100.3 x 124.5 (39%2x49)

Lent by the Honorable Peter M.
Samuel, Farley Hall, Reading, England

The restrained elegance and lack of
ostentation in the room shown here
were typical of English houses of

the eighteenth century. Except in the
case of the leading grandees, whose
residences were on a palatial scale, the
emphasis was on comfort, and as a rule
the English aristocracy were not as
fashion conscious in architecture or
decoration as were their counterparts
in France, and did not feel the need
to remodel and redecorate in every
passing style.

When bad weather prevented
visiting, the family had to make their
own amusements, the most popular
of which were reading, embroidery,
and card playing. Though the latter
was usually some innocent game, as
it is in Zoffany’s painting, sometimes

losses and ruin for the addict or the
inexperienced player. Governor Fau-
quier of Virginia was a notorious
gambler, and his “rage for play intro-
duced it more generally among the
People than his more useful and esti-
mable Qualities. . . .” He must have
found partners already experienced, for
“he visited the most distinguished
landholders in the Colonies, and the
rage for playing deep, reckless of time,
health, or money, spread like a con-
tagion amon% a class proverbial for
their hospitality, their politeness and
fondness for expense,” wrote a Vir-
ginia historian 1n the early nineteenth
century.

Jefferson was aware of the moral
and economic dangers of gambling,
and kept clear of it. He wrote to his
daughter Martha in 1787, “It is our
own fault if we ever know what ennui
is, or if we are ever driven to the
miserable resource of gaming which
corrupts our dispositions, and teaches
us a habit of hostility against all

more serious gambling led to enormous mankind.”
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The family portrayed by Zoffany in
the drawing room of Sherborne Park,
Gloucestershire, are James Naper of
Loughcrew, Ireland, who assumed the
name Dutton as his mother was the
daughter of Sir Ralph Dutton, Baron
Sherborne; his second wife, Jane;
their eldest son, James, later first Baron
Sherborne (born in 1744); and their
youngest daughter, Jane, who mar-
ried Thomas Coke of Holkham, later
first Earl of Leicester. While not in the
front rank of aristocracy, the Duttons
were clearly of considerable social
position and not only married into the
peerage but eventually achieved that
status themselves. The possessor of
a title was always treated with the
greatest respect in eighteenth-century
England, but there was no marked
distinction between the titled peerage
and the untitled gentry, as there was in
the rest of Europe. r.w.



77 A Midsummer Afternoon with a Methodist Preacher

PHILIP JAMES

DE LOUTHERBOURG 1740-1812

Oil on canvas 1777

96.5x126.4 (38x49%)

Signed lower left: P. de Loutherbourg/
1777

Lent by the National Gallery of
Canada, Ottawa

There is an element of satire in the
treatment of both the preacher and his
audience. The Methodist might be
any traveling showman or salesman
setting up his booth, and his lis-

teners’ reactions vary from serious
meditation, to indifference, to ir-
reverent scoffing. On the right, not
mingling with the crowd, are the
fashionably dressed gentry, and on the
left the incumbent parson with his
porcine wife present an amusing con-
trast. However it might appear to
some, Methodism performed lasting

religious and social benefit to those
dissatisfied with the Church of
England and in need of a more emo-
tional faith or to those who lived in
the growing towns of the industrial
areas, where the parishes could not

absorb the great increase in population.

The Anglican Church was the
official state-supported religion, in a
privileged position, but tolerating the
various dissenting Protestant sects,
which were, however, excluded from
some aspects of social and political
life. The vigor of English religious
nonconformity came as a surprise to
visitors such as Voltaire, accustomed
to the religious persecution by govern-
ments on the continent. Even Roman
Catholics, now discredited through
their support for the exiled Stuart
dynasty, were left in peace. Few
Englishmen did not belong to one or
other of the churches, although there
was a group among the intellectuals
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who rejected Christianity and sub-
scribed to deism based on reason and a
rejection of the supernatural. The
eighteenth century in England was
not a period of great religious fervor,
and “enthusiasm” or fanaticism was
discouraged. Yet John Wesley, the
founder of Methodism, and his fol-
lowers must have supplied a great
spiritual need for the immense crowds
who assembled to hear them preach

in the open air, because the churches
were closed to them or were incapable
of containing such numbers.

John Wesley had visited Georgia
with his brother Charles in 1735 and
had been greatly impressed with
the Moravians who traveled on the
same ship to escape persecution. One
of his disciples, George Whitefield,
visited America several times on
missionary tours and was one of the
preachers in the spiritual revival known
as the Great Awakening from 1740-
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1745 in New England. He preached in
Bruton Parish Church, Williams-
burg, in 1739.

The Anglicans were the established
church in Virginia, although with
few of the privileges of the Church of
England. Other colonies had official
churches also. To many colonists
any form of support for a particular
religion was an infringement on liberty.
In Virginia, at the time A Mid-
summer Afternoon was being painted,
Jefterson drafted a bill for religious
freedom. When the statute was finally
passed in 1785, Jefferson was justifi-
ably proud that the Virginia Assembly
had been the first in the world to de-
clare complete freedom of religion.

R.W.



78 Warley Camp: The Mock Attack

PHILIP JAMES

DE LOUTHERBOURG 1740-1812
Oil on canvas 1779

1219 x 184.1 (48 x 72%2)

Signed: P.]. De Loutherbourg 1779

Lent by Her Majesty
Queen Elizabeth II

George 111 and Queen Charlotte
attended a review at the militia camp
at Warley, Essex, on October 20,1778.
In the morning the troops marched
past the royal party, which included
Lord Amherst, former commander-in-
chief in North America. Afterwards
“. .. many manoeuvres of attack
and defence were performed, with the
continued firing of musquetry and
cannon, to which the situation and
variety of the ground were very favour-
able and afforded much pleasure to
the numerous spectators.” The king
and his suite are stationed in the center
middle distance beside an observatory.
Because of the depletion of men
caused by the fighting in America,
the military establishment in England
was dangerously reduced by 1778,
when France declared war. To meet

the threat of invasion, militia regi-
ments were greatly expanded, their
purpose being to deal with rebellion at
home or to resist foreign attack. Un-
like their American counterparts, the
English militia never actually had
to engage the enemy; and a dashing
costume, the attractions of military
life, without any of its dangers and in-
conveniences, and the convivial
society in camp encouraged the scions
of many leading families to join their
county regiments. Except in time of
grave national emergenc¥, there was,
among the English popula
rooted suspicion of large professional
armies, going back to the time of the
Stuarts and Cromwell’s military rule.
The number of troops in Britain was
never large until the Napoleonic
wars, and these units were used as
much to keep domestic order as to
repel invaders. The royal navy was
always considered the main line of de-
fense. It was customary for some
European powers to use mercenaries,
and the British government relied
on soldiers hired from the smaller Ger-
man states for service abroad.

The years 1778 and 1779 were a
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tion, a deep-

turning point in the Revolutionary
War. The two opposing forces had
reached a stalemate, for the British had
not followed up their early successes
or made adequate use of their
superiority in matériel. Philadelphia
had been captured and then aban-
doned, and the grand strategy of sub-
duing the middle colonies had not
been successful. Washington, how-
ever, had managed to keep his army
together, even during the hard winter
at Valley Forge, and had shown that
Americans could defeat professional
soldiers at the battles of Trenton and
Princeton. Furthermore, the sur-
render of Burgoyne at Saratoga in
1777, while not an irreversible blow to
the British, meant their chances of
a quick victory were slight. This defeat
encouraged the French, already un-
officially helping the colonists, to make
a formal treaty of alliance in 1778
and later to fight on their side against
Britain.

Although the British invasion of the
south was successful in 1779 and
1780, there was not the popular sup-
port from the colonists that had been
hoped for by the British. On the
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British home front, the effects of vic-
tories and defeats several thousand
miles away were muted in the time it
took news to arrive. This added to
the government’s difficulties in assess-
ing the situation and making sensible
decisions. Land wars had always
seemed remote to the British, and
popular interest was far more con-
cerned with naval battles. In Britain
there was little anti-American senti-
ment outside official circles, and con-
siderable sympathy was felt among
the Whigs and all who suffered from
the dislocation of trade. To fight
against men of the same national origin
and language seemed like a civil war.
French entry into the war was a
different matter, for France was the
traditional enemy, and even the pos-
sibility of invasion aroused patriotic
feeling. r.w.



DECORATIVE ARTS

79 Kneehole writing table
English, c. 1750

Carved mahogany

82.5 (32%2) high; 110.5 (43%2) long

Lent by The Metropolitan Museum
of Art

Rectangular top with broken front
and corners, supported by eight full-
length cherub terms carved with

81 Settee

English, c. 1750

Carved mahogan

104.8 x 208 x 75 (41%4 x 82x 29%2)
Lent by The Metropolitan Museum
of Art

The back rectangular with crested
corners, framed by carved and pierced
scalloped molding. Supported by

acanthus on latticework ground. The

frieze fitted with three drawers. The

apron edged with gadrooned moldings
and fitted with one drawer on each

side of the arched center. The sides

each fitted with three small drawers;
the recess with four drawers. On a
molded plinth. E.H.

cabriole legs with claw and ball feet;
the three front legs carved at the

knees with acorns and oak leaves. Re-

upholstered in eighteenth-century
Italian green silk damask. One of a
pair of settees en suite with sixteen
chairs, one of which is shown at
number 82. E.H.

80 Side table

English, c. 1750

Deal with rosewood veneer and
mahogany drawer linings; gilt brass
handles and escutcheon
77.5x95.2 (30¥2 x 37V2)

Lent by The Metropolitan Museum
of Art, Bequest of Bernard M. Baruch,
1965

Rectangular top veneered with rose-
wood, the edge carved with quatrefoils
in stippled reserves. The frieze fitted
with single drawer, bead and reel
edged and mounted with a pair of gilt
brass handles and keyhole escutcheon.
Projecting apron strip carved with
asymmetrical shell flanked by floral
sprays. Supported on hipped cabriole
legs, the upper parts carved with
rosettes in long cartouches surrounded
by shell strips and scrolls, with folded
leaves below. The brackets carved with
scrolls above shell strips. Terminated
by hairy claw and ball feet raised

on drums carved of separate pieces of
wood. One of a pair. E.H.
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82 Side chair
English, c. 1750
Carved mahogany
100.6 x 67.3 x 60.7
(39% x 26Y2 x 23%)

Lent by The Metropolitan Museum
of Art

Rectangular back carved with flowers,
oak leaves and acorns. The top rail
with scrolled center and ends. The
splat pierced, scrolled, and carved with
pendant leaf, drapery swags, and
tassels. Supported on cabriole legs with
claw and ball feet; the front legs

with foliate ornament on the knees.
Upholstered in green silk damask. En
suite with the settee shown at

number 81. E.H.




83 “Ribband-back” chair
English, Chippendale, c. 1755
Carved mahogany
95.2x64.1x62.9 (37V2x25% x
24%)

Lent by The Metropolitan Museum
of Art

Pierced “ribband-back” splat; shaped
scrolled apron; front legs cabriole
with scrollwork on the knees and
scrolled feet; back legs plain. Identical,
except for the absence of horizontal
“ribbands” joining splat to frame, to a
design for a “ribband-back” chair
published by Chippendale in The
Gentleman and Cabinet-Maker's
Director, 1754, plate 16 center. Seat
u?holstered in yellow damask. One

of a set of four. E.H.

84 Tripod tea table

English, c. 1750

Carved mahogany
71.1x87.6x76.2 (28 x 34%2 x 30)

Lent by The Metropolitan Museum
of Art

Rectaniular tilt-top with pie-crust
edge. The shaft baluster shaped and
fluted. The three legs carved with
shells and scrolled foliage, terminating
in claw feet. E.H.
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85 Pair of brackets

English, Chippendale, c. 1755
Carved mahogany

54.6 x 42.5 x 28 (21%2 x 16% x 11)

Lent by The Metropolitan Museum
of Art

Gryphons among foliate scrolls, sup-
gorting shaped shelves. From a design

y Thomas Chippendale in The
Metropolitan Museum of Art, pub-
lished in The Director, 1754, plate
131, figure A. E.H.

87 Dressing table

English, c. 1760

Carved mahogany

79.7x104.8x 59 (31%6 x 41%4 x 23%%)

Lent by the Colonial Williamsburg
Foundation

Shaped rectangular top, the front
corners projecting and chamfered,
carved with egg and dart molding. The
front fitted with four drawers,
mounted with gilt brass foliate handles
and escutcheons. The apron with
scrolled foliate ornament centering a
pendant scroll and rosette at the
kneehole. The chamfered corners
carved with floral festoons ending in
foliate framed cartouches at the knees.
The legs cabriole terminating in
foliateg scroll feet on low drums. E.H.
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86 Fire screen

English, c. 1760

71.1x69.8 (28 x 27%2); pole:

174 (68Y2) high, 2.5 (1) diam.
Lent by The Metropolitan Museum
of Art

The pole of carved mahogany with
spirartumed oval finial and turned
base; on three scrolls carved with
foliage enclosing an acorn finial on
carved foliage and scrolls. The three
cabriole legs carved with cartouches
on the knees, volutes and pendant
acanthus; terminating in flattened
volute feet, on casters. Stamped II on
one leg.

The screen of English tapestry de-
picting a crimson and blue parrot, and
a crested white cockatoo on a brown
ground. E.H.

88 Armchair
English, c. 1750
Carved mahogany
1029x72.4x61.6
(40%2 x 28%2 x 24%4)

Lent by the Colonial Williamsburg
Foundation

Upholstered with original eighteenth-
century needlework. Shaped rec-
tangular back and seat. Scrolled arms
carved with simple foliate ornament
and moldings; the seat rail with cross-
hatch and carved rococo ribbon-work
centering a trefoil cartouche; cabriole
legs with foliate ornament at the

knees and scrolled foliate feet on low
drums. The back, seat and upper



arms upholstered in needlework de-
icting, on the back, a parrot in a
andscape surrounded by a scrolled

architectural border centering a grotes-

que fountainhead at the base; on

the seat, a fruit and floral design in
similar frame. The upholstery is said
to have been drawn and partly exe-
cuted by Lady Barbara North, daugh-
ter of the eighth Earl of Pembroke
and wife of the original owner of the
chairs, Dudley North. Originally

one of a set of twelve. E.H.

90 Sideboard

English, c. 1775

Mahogany and mahogany veneer
with brass rail and curtain

88.3 x 244 x 104.2 (34% x 96 x 41)

Lent by The Metropolitan Museum
of Art

The frieze and projecting shaped
apron carved with urns, paterae, and
husk swags centering a large urn.
Supported by square tapered legs orna-
mented in front with husk swags,
terminating in tapered block feet
carved with paterae. En suite with a
pair of pedestals and urns exhibited
here at number 91. E.1.

89 Overmantle mirror

English, Rococo Chinoiserie, c. 1780
233.6x181 (92x 71%)

From the Collection of Mr. and
Mirs. Paul Mellon

Gilded pine frame carved with rococo
chinoiserie ornaments in the style

of Thomas Chippendale . At the top,
scrolled corners supporting ho-ho birds,
and in the center a piping Pan seated
beneath a rustic “umbrella” hut, with
an arcade at his side and steps leading
down to an asymmetrical compart-
ment containing a wooded landscape
with grazing sheep. At the base, a
central circular scroll framing a similar
landscape with sheep. The mirror

may be related to a design by Thomas
Johnson published in his New Book of
Ornaments, 1760 (plate 2). E.H.
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92 Card table

English, c. 1780-1790

Mahogany and satinwood, ebonized
and gilded

75.5x49.5 (29% x 19%2);

97.1 (38%) long

Lent by The Metropolitan Museum
of Art

The shaped rectangular top, when
folded, 1s ornamented with a fanned
oval in satinwood, the border banded
in green. The frieze channeled with
beaded moldings; supported on slender
fluted legs with calyx-shaped feet.

The channels of the frieze and legs
gilded. The back legs pull out to sup-
port the open top leaf. £.1.

91 Pair of sideboard pedestals
and urns

English, c. 1775

Mahogany and mahogany veneer;

the water urn with brass spigot
189.8x57.1x59.3 (74x22Y2x 23%4)

Lent by The Metropolitan Museum
of Art

The pedestals square with chamfered
corners; the chamfers and frieze
ornamented with urns, husk swags, and
paterae; the front panels with tall
tripod candlestands.

The urns, one for wine and the
other for water, ornamented with a
wide border of paterae, ribbons, and
husk swags, between a gadrooned base
and a fluted frieze with mask finials.
The foot spiral fluted. The domed
lid with gadrooned cap and fluted urn
finial. En suite with sideboard shown
at number 90. E.H.
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93 Knife box

English, c. 1770-1780
Mahogany inlaid with boxwood
57.8x33.6 (22% x 13%)

Lent by The Metropolitan Museum
of Art

In the shape of an urn with gadrooned
body, inlaid band of floral guilloche,
and projecting calyx. The base fluted.
The top carved with leaf cap, and
surmounted by acorn finial. Carved
foliate handles. E.u.

94 Card table

English, c. 1770-1780

Mahogany inlaid with boxwood strings

69.2 (27% ) high; 94 (37) long

Lent by The Metropolitan Museum

of Art

The top bowed front and sides, with

folding leaf. The frieze edged with

carved leaf and husk molding, and with
atera blocks at the front angles.
upported by square, tapered legs with

foliate capitals and Marlboro feet. E.H.

95 Pair of pedestal candlestands
English, c. 1775

Mahogany and mahogany veneer

and ormolu

183.8 (72) high; pedestal:

136 x 30.5 x 30.5 (53%2 x 12x 12)

Lent by The Metropolitan Museum
of Art

Pedestals: Square, tapered towards

the plinth. The frieze ornamented with
paterae and husk swags; the panel

with patera.

Candlestands: Each with a single
candle socket supported on a scrolled
and foliate tripod. E.H.

96 Pair of candlesticks

JOHN CARTER active ¢. 1767-1789
Silver 1767/68

34.6 (13%8) high

London hallmark, 1767/68, maker’s
mark of John Carter

Lent by Leeds City Art Galleries

Three drawings in the Sir John Soane
Museum, London, by James or Robert
Adam have been used as models for
these candlesticks which are part of a
more extensive set. The delicacy of the
ornament, covering almost the whole
surface, is typical of the Adam style in
both architecture and decoration

and must owe something to Clérisseau,
who had been employed by both
Robert and James, when they were
studying architecture in Italy. r.w.

97 Pair of candelabra

JOHN CARTER active ¢. 1767-1789
Silver 1774/75

38.1 (15) high

London hallmark 1774/75; maker’s
mark of John Carter

Lent by Permission of the
Committee of Lloyd’s, London

Robert Adam provided a drawing, now
in the Soane Museum, London,

which served as a basis for a set of

four candelabra. The drawing is dated
1773, and the candelabra were prob-
ably intended for the dining room

of 20 St. James’ Square, London, the
town residence of Sir Watkin Wil-
liams Wynn, whose house Adam was
then building. Another Adam drawing
for the dining room shows differently
designed candelabra on tripodal stands,
and these pedestals may well have
been used for the present pair. Such

a combination would have been very
popular in the neoclassical period,
when the tripod in both England and
France was flr)equently used in furni-
ture and silver. The combination also
appeared in paintings of classical
subjects to give a correct historical
appearance to the setting. In spite of
their substantial weight, Adam has
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contrived to avoid any feeling of
heaviness through the elegant arms of
the candleholders, which give a feeling
of movement, further increased by the
rippling decoration of the surfaces. r.w.

98 Cup

WILLIAM CRIPPS?

Silver 1774/75

42,5 (16%) high

London hallmark 1774/75; maker’s
mark W.C. (William Cripps?)

Lent by the Victoria and
Albert Museum

Originally a drinking vessel for the rich
and powerful, the standing cup had
become entirely ornamental by the
eighteenth century and looked well on
a dining room sideboard. It was a
favorite in the neoclassical period and
was often used when an official pre-
sentation had to be made. The general
ovoid form is ultimately based on
classical vases, but the severity of the
originals, which had been offset by
painted decoration, is not copied here.
Rather, the cup is decorated with
satyrs’ masks, swags, palm leaves,

aterae and an urn finial, all drawn

rom the classical repertoire. In the
case of the palm leaves, the source may
be a plate from Sir William Hamil-
ton’s collection of antique vases pub-
lished in 1766-1767. r.w.
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99 Tureen and stand

THOMAS HEMING

active ¢. 1745-1780

Silver 1776/77

28x45.25x22.9 (11 x17136x9)
tureen; 49.5 x 29.25 (19%2 x 1144)
stand

London hallmark 1776/77; maker’s
mark of Thomas Heming

Lent by the Victoria and
Albert Museum

Although tureens were certainly used

102 Pair of sauce tureens
MATTHEW BOULTON 1728-1809,
and JOHN FOTHERGILL

c. 1700-1782

Silver 1776/77

14x 26.7 (5% x 10%2)

Birmingham hallmark 1776/77;
makers’ marks of Matthew Boulton
and John Fothergill

Lent by the Guardians of the
Standard of Wrought Plate in
Birmingham (The Birmingham Assay
Office), England

The original owner of these sauce
tureens and their matching soup

in the eighteenth-century dining
room, their imposing size and weight
made them among the grandest pieces
on the table or sideboard. Roman
vases provided the inspiration for many
neoclassical soup or sauce tureens,
and such publications as Piranesi’s
Vasi were widely used as sources. The
palm leaf decoration and guilloche
and paterae frieze were common motifs
derived from antiquity.

The matching pair is in the City
Art Gallery, Bristol. r.w.

tureens, which have also survived, was
Mrs. Montagu, the celebrated intel-
lectual and hostess. Her house in
Portman Square, built by “Athenian”
Stuart in the pure neoclassical style,
was a meeting place for some of the
most distinguished people of the day:
Johnson, Burke, Reynolds, Garrick,
Horace Walpole and Fanny Bumey
Boulton supplied fittings for Mrs.
Montagu’s house and silver for her
table, for which Mrs. Montagu had
precise ideas. “I wish to talk with you
on the subject of making me a Service
of Plate. I should never invite more
than a dozen or thirteen guests, rarely
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100 Jug

MATTHEW BOULTON 1728-1809,
and JOHN FOTHERGILL

c. 1700-1782

Silver 1776/77

27.3 (10%) high

Birmingham hallmark for 1776/77;
makers’ marks of Matthew Boulton
and John Fothergill

Lent by The Museum of Fine Arts,
Boston

The shape of the jug is clearly based
on the classical ewer, and the handle
may well have come, as has been
suggested, from d’Hancarville’s cata-
logue of Sir William Hamilton’s vases.
The bands of decoration using Greek
waves and anthemia and rosettes are
also probably based on the same
publication. While the jug could well
be used for wine, it is more likely

that its function was mainly orna-
mental, that is, it probably served to
grace a sideboard. r.w.

so many, therefore 9 dishes for each
course with Tureens for Soup, and
a suitable number of plates would be
sufficient. . . .
very large nor the dishes of the first
magnitude.”

The oval vase or urn was a popular
form in the neoclassical repertoire,
ideally suited to tureens. A design for

this pair is among a sheet of drawings

in Boulton and Fothergill’s pattern
book now in the Birmingham
Reference Library.

Matthew Boulton knew Jefferson,
and they had common acquaintances

My Tureens must not be

101 Pair of candlesticks
MATTHEW BOULTON 1728-1809,
and JOHN FOTHERGILL

c. 1700-1782

Silver 1774/75

30.5 (12) high

Hallmark of Birmingham 1774/75;
makers’ marks of Matthew Boulton
and John Fothergill

Lent by The Museum of Fine Arts,
Boston

Boulton and Fothergill were not
silversmiths but industrial entrepre-
neurs engaged in many manufacturing
activities connected with metalwork.
They were, therefore, constantly look-
ing for d631§ns from engraved sources
which would extend their repertoire.
In this case, the motif of guilloche
and rosettes exactly repeats a border in
volume II, plate 106 of d’Hancar-
ville’s catalogue of Sir William
Hamilton’s vases, and was frequently
used in silver from Boulton and
Fothergill’s factory. This is exactly
what had been intended by d’ Hancar-
ville who wrote in the preface: “[the
manufacturers] will be glad to find
here more than two hundred forms,
the greatest part of which, are ab-
solutely new to them: then, asina
plentiful stream, they may draw ideas
which their abx]xty and taste will know
how to improve to their advantage,
and to that of the public.” r.w.

and Dr. William Small, Boulton’s
physician and one-time professor at the
College of William and Mary in
Jefferson’s student days. Jefferson also
corresponded with Boulton about a
possible order for silver-plated tureens
and dishes “plated in the best man-
ner, with a plain bead....”

In 1786, Jefferson and John Adams
visited Boulton’s industrial mills at
Blackfriars Bridge, where Boulton’s
collaborator, James Watt, had per-
fected the steam engine. Later Boulton
visited Jefferson in Paris, where they
further discussed the revolutionary

in Benjamin Franklin, Joseph Priestley effect of steam power. r.w.
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103 Tea urn

THOMAS HEMING active 1745-1780
Silver 1777/78

44.5 (17%2) high

London hallmark 1777/78; maker’s
mark of Thomas Heming

Lent by the Cooper-Hewitt Museum
of Design, Smithsonian Institution

The urn is unusually sculptural for a
piece of silver of the period, and it
seems to relate to baroque and

to Regency designs. Yet the tripodal
base with the acanthus decoration

is characteristically neoclassical. The
feeling of top-heaviness is no doubt
deliberately intended to convey the
burden of the world, which Atlas held
on his shoulders. The globe has al-
legorical reliefs of the tour continents.
Such a distinctive design may have
been specially commissioned. r.w.







But I know also that laws and institutions must go hand in hand
with the progress of the human mind. As that becomes more devel-
oped, more enlightened, as new discoveries are made, new truths
disclosed, and manners and opinions change with the change of cir-
cumstances, institutions must advance also, and keep pace with

the times.

JEFFERSON to Samuel Kercheval, July 12, 1816

Let me then describe to you a man, not yet forty, tall, and with a mild
and pleasing countenance, but whose mind and attainments could
serve in lieu of all outward graces; an American, who, without ever
having quitted his own country, is Musician, Draftsman, Surveyor,
Astronomer, Natural Philosopher, Jurist, and Statesman. . . .
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Asason of the Enlightenment, with all of its optimism, curiosity
and confidence in the world of experimentation and exploration,
and its faith in nature and reason, Jefferson moved quickly and with
utter assurance into the intellectual scene of Europe when he
arrived in 1784. Something of his own credentials, which secured
this impressive intellectual passport placing him on easy terms with
the accomplishments and tastes of Europeans, is suggested in the
range of interests he shared with the Enlightenment, including his
concern with science and exploration and his interest in the
classical world of antiquity. The charge by European leaders of the
Enlightenment, notably the comte de Buffon and the abbé
Raynal, that the American environment was degenerative and

CHASTELLUX, Travels in North America unsuitable for man or beast only sharpened Jefterson’s own aware-
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ness of the cultural and political divisions that separated the New
World from the Old.

The Scientific Revolution, ushered in with the publication of
Isaac Newton’s Principia in 1687, was a revolution in man’s way of
viewing the world. The literature of the Enlightenment is rich
with titles beginning with “Observations” and “Views,” indicating
a heightened visual awareness. The law of optics became an im-
portant branch of scientific study after Newton’s discoveries, and
the iconography of the eye itself, from Masonic ritual to Ledoux’s
architectural engraving of the Théitre de Besangon, became a
key symbol of the age. The “experimental method” of Newtonian
science insisted on the development of keen observation and
visual analysis, whether one was identifying plants according to the
new Linnaean botanical system, discovering new lands in the
American West or the South Pacific, or divining the Golden Mean
from antique ruins as a guide to building a capitol for a modern
legislature in the wilderness.

The cumulative process of scientific discovery, as it accelerated
in the seventeenth century from even before the time of Newton,
through the genius of Galileo, Kepler and Harvey, prepared the
way for the eighteenth century’s new religion, which one might
call the Church of the Progress of the Human Mind. It was this
intellectual atmosphere that gave the Age of Reason its name and
which shaped the imagination and vision of Jefferson. “Nature
intended me for the tranquil pursuits of science, by rendering them
my supreme delight,” he wrote at the close of his second term
as president as he prepared to retire with his family and books to
Monticello, where his astonishing accomplishments had impressed
the marquis de Chastellux almost thirty years earlier.

By the time the young Jefferson had begun to comprehend
the laws of the natural world through his “canine appetite” for
learning at William and Mary, as well as by following his own
“supreme delight” in the practical methods of scientific experi-
ments and observations, the philosophers of the Enlightenment
had already extended the “Method of Reasoning,” in the words of
the Scottish philosopher David Hume, to embrace man him-
self, his laws, his language, his morals, his history and his political
organizations. Extending Newton’s discovery of the order of
the universe into the daily affairs of men led naturally to the search
for the ideal society, of which the American Revolution was
to be the great experiment. It was not by chance that Jefferson
declared Newton one of the three greatest men of all ages and that
the French architect, Etienne Boullée, should design one of

-his greatest visionary monuments in honor of Newton, whom he
believed to be the supreme neoclassical hero.

Paralleling the intellectual ferment in the sciences, leading
to the discovery of electricity, oxygen and the reorganization of the
study of chemistry, was the seeming paradox of a new interest
in the antique world. Political philosophers seeking models for
revolution were as avid as sculptors, painters and architects in their
detailed explorations of the remains of the antique landscapes
scattered about the Mediterranean in France, Italy and Greece. It
was an international phenomenon and interest that extended
by means of publications and engravings from St. Petersburg to the
farms of Albemarle County, Virginia. This paradox, moreover,
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was to have a profound impact on the arts. In the neoclassical
European vision, the perfect form of antique art embodied the
pure, noble, true alternative to the corrupt, jaded excesses of the
existing order of the Ancien Régime, manifest in the frivolous pro-
ductions of rococo court painters and decorators. If the Founding
Fathers had no such first-hand decadence to react to in Phil-
adelphia or Williamsburg, they were delighted nevertheless to see
themselves wrapped in the neoclassical trappings of the toga
virilis. The virtue of the New World could have no more appro-
priate garb as a symbol of the purity of the simple republican
society.

The triumph of the American Republic quickly recalled the
supposed innocence of antiquity to the imagination of its ambitious
leaders, and with his genius for dramatizing that particular
moment in history, Jefferson embraced the classical panoply in his
own architectural vision, beginning with his designs for the
Virginia state capitol. His earliest enthusiasm for classical art
had been kindled by the architectural and archaeological publica-
tions that were beginning to appear in great profusion, and
when he went to Europe, he took every opportunity to study the
remains of antiquity first hand. It was in southern France that
Jefferson had, in fact, first seen and fallen in love with the little
Maison Carrée at Nimes, an encounter which led to its inspiration
for the Richmond capitol.

Whether it was governments, capitols, expeditions, gardens or
houses, as Merrill Peterson has pointed out, Jefferson was by
instinct a planner. The scientific discoveries of the eighteenth
century and the universal curiosity generated by these advances led
inevitably to geographic explorations such as the Cook expedi-
tion, which opened up undreamed-of worlds of flora and fauna,
peopled with societies untouched by the corrupt manners and
influences of Western man. Again, acute observation—a keen
vision—was essential to the careful recording and assimilation of all
this new information, and Jefferson’s philosophic and scientific
interests and his extraordinary vision as a planner inspired his
organization of the Lewis and Clark expedition, one of the great
achievements of his first administration.

His Notes on the State of Virginia, first published in Paris
in 1785, was itself a scientific record and literary exploration of his
own native state. This compilation of facts on rivers, climate,
population, mountains and aborigines led him inevitably to
philosophic speculation on the political and moral implications
of a vast continent, conceived as an “empire of liberty,” and
the American destiny to build there a noble and enlightened
society. In the natural sciences, exploration had led to the dis-
covery of thousands of new species of plants and animals. Botany
ranked “with the most valuable sciences,” as Jefferson put it,
and it was this interest that recommended his nomination to the
American Philosophical Society, which was considered the
headquarters of the Enlightenment in the United States. Jeffer-
son’s contribution to this aspect of the widening horizons of
the Enlightenment in America and his anxious investigation of
the environment is presented in the appropriate setting of the
West Garden Court and adjacent galleries on the main floor, under
the title “The Pleasures of Nature.” w.H.A.
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104 Exhuming the First American Mastodon

CHARLES WILLSON PEALE
1741-1827

Oil on canvas 1806

134.6 x 167.6 (53 x 66)

Signed lower right: C WPeale 1806

Lent by The Peale Museum, Balti-
more. Gift of Mrs. Harry White

From very early in our history gigantic
bones found scattered in the wilder-
ness stirred much conjecture and
scientific inquiry. Legends grew of a
race of giants warring to the death
with immense monsters. Savants from
overseas came searching, and shortly
after Jefferson became president, the

American Philosophical Society listed were sent to Jefferson. This was in
the solution of the mystery as a goal
of prime importance. It would finally
refute, as Jefferson’s Notes on the
State of Virginia had sought to do
some fifteen years earlier, Buffon’s
theory that the American climate sup-
ported only weak and degenerative

February 1801, when the vote of the
presidential electors, a tie between
Burr and Jefferson, had thrown
Jefferson’s public career into the bal-
ance, yet he was corresponding with
Dr. Caspar Wistar and others as if “the
great American Incognitum” were
the only issue at stake.

At the same time Charles Willson
Peale, reading of the finds, learned
of a farmer near Newburgh, New York,
who was said to have unearthed a
nearly complete skeleton. He traveled
north at once, found the bones spread
out on John Mastin’s granary floor
and was able to purchase all that he

Soon after the Notes appeared, dis-
coveries in the marshes and marl
pits of Orange and Ulster Counties,
New York, brought new excitement.
Over the years more fragments
emerged and were passed from hand
to hand. From one site at Shawangunk,
lower and upper jaws with teeth
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saw there, along with the right to
search the swamp for the remainder.
Here was all that a final solution
required—a skeleton indisputably from
only one animal.

He wrote at once to Jefferson for
help and was immediately granted the
loan of army tents and navy pumps,
while the Philosophical Society, of
which Jefferson was president, ad-
vanced money and joined in what was
to become America’s first organized
scientific expedition. Peale’s great
wheel, dominating the picture, worked
better than the navy pumps, but
the army’s tents were used, and one
may be seen pitched in the left back-
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ground. The painting dramatizes a
crucial moment when a Catskill Moun-
tain storm threatened to undo all
that had been accomplished. Peale has
depicted lightning ripping the sky
and horses galloping in response to a
thunderclap, but the labor goes on
apace. In contrast to the storm are
the scientists, absorbed in their work,
as a workman holds up a new-found
fragment of bone.

In the crowd scene, Peale amused
himself by including portraits of
family and friends, many of whom

were not actually present at the time. |

In the group with the life-size draw-
ing, left to right, are the artist, his
third wife Hannah in her Quaker cap,
Eleanor and Rembrandt Peale, Rubens
Peale with his little half-sisters
Sybilla and Elizabeth, and next, Patty
and Raphaelle Peale. Coleman and
Sphonisba Sellers are behind the

roup, under a prudently raised um-
brella. Small Linnaeus and Franklin
Peale hold the shaft that keeps the
bucket chain in place below. Farther to
the left, James Peale, hat on head,
gazes into the pit. Betsy, the painter’s
second wife, who died in 1804, stands
just beyond with her young son
Titian, a cautionary hand raised toward
the storm. Her relatives, Colonel
and Mrs. Stagg, are nearby. The
ornithologist Alexander Wilson stands
alone to the left, arms folded. John
Mastin is the man on the foreground
ladder.

For Peale, the discovery had raised
a bright prospect. He had labored long
in an expectation that his Phil-
adelphia Museum must inevitably
become, like the great museums of
Europe, a national institution. That
hope had been rebuffed before, but
now, with a friend and a scientist
as president, his own political party in
power, and with the popular furor
that accompanied his discovery, he felt
hopeful. It was one of the great dis-
appointments of Peale’s life that Jeffer-
son was unwilling to act without the
support of a constitutional amend-
ment. However, their mutual interest
in the fossils went on as before, the
president still finding refreshment from
affairs of state in scientific study.

In 1808, when this picture was
doing duty both as record of the find
and as one of Peale’s illustrations of
habitat, unfinished rooms in the
president’s house had become a labora-
tory in which huge bones from the
Lewis and Clark expedition were being
assembled. Peale’s vision of seein
his museum in Washington had taded,
but he still had hopes of its comin
into the Jeffersonian orbit as part o
the University of Virginia. c.s.

105 Lavoisier and his Wife

JACQUES-LOUIS DAVID 1748-1825
Oil on canvas 1788

286 x 224 (108% x 77)

Signed and dated lower left: L. David
Parisis. Anno 1788

Lent by Rockefeller University,
New York

One of the founders of modern
chemistry was Antoine-Laurent
Lavoisier (1743-1794), who with his
revolutionary approach to chemical
experiments formed the basis of the
science as we know it today. Although
Priestley had been the first to isolate
dephlogisticated air, it was Lavoisier
who gave it the name of oxygen.

Later he discovered the composition of
water and published his theories in
his Traité €lémentaire de chimie in
1789. He also established and pub-
lished the chemical terminology still in
use.

Lavoisier served as a farmer-general
of revenues after 1769 and as general
director of the Administration of
Gunpowder and Saltpeter after 1771,
showing himself to be a capable ad-
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ministrator. He also concerned himself
with agriculture and ran a model

farm. Although Lavoisier continued in
government service in the Treasury
after the Revolution and worked on
the new system of weights and meas-
ures, some of the popular hatred for
the farmers-general fell on him. He had
already aroused unpopularity by the
wall built around Paris in 1787 to
collect the customs dues, and many of
Ledoux’s tollgates were destroyed

in the first days of the Revolution.
Lavoisier was arrested with the other
farmers-general and guillotined in
1794.

David portrayed Lavoisier with his
wife and collaborator, Anne-Pierrette
Paulze (1756-1836), daughter of
a farmer-general. Mme Lavoisier was a
painter and skillful engraver; she
engraved a number of plates to illus-
trate her husband’s Traité élémentaire
de chimie. At one time she executed
a portrait of Franklin, for which the
American politician thanked her
warmly.

According to tradition David hoped
to show his gratitude to Lavoisier by
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ainting this portrait, but no one

as yet been able to clarify the nature
of the painter’s debt to the scientist.
Lavoisier was interested in the arts,
went to the Salon at the Louvre
and noted in the margins of his cata-
logue of the Salon of 1785 his observa-
tions, particularly about the Oath

of the Horatii.

The portrait was painted in Paris

| in 1788, and normally it would have

been exhibited at the Salon of the fol-
lowing year, but an incident pre-
vented it. On August 6, 1789, Lavoi-
sier, who wanted to exchange some
commercial gunpowder for some

| musket gunpowder, commandeered

the gunpowder from the arsenal, which
led to a riot in which he almost
perished. The directeur des bitiments
du roi, who was in charge of the
Salon, felt that it would be better not
to exhibit the portrait. Jefferson be-
longed to the Société de 1789, a club
in Paris that also included Lavoisier
and David as members. He un-
doubtedly enjoyed the discussions on
art, science and revolution that took
place there.

In this portrait, David has em-
phasized the talents of his models: the
chemist’s equipment, the balloon
flask on the floor, the testing device for
gunpowder, all allude to Lavoisier’s
experiments. He is shown recording
the results of his research. The talents
of his wife, “depicted as a kind of
muse inspiring her husband,” are re-
called by the drawing portfolio placed
on the armchair. A.B. de L.
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106 The Astronomer

NICOLAS-BERNARD LEPICIE
1735-1784

Oil on canvas

91.2x72.2 (3576 x 2838)

Lent by the Museum, Calouste
Gulbenkian Foundation, Lisbon

Jefferson’s interest in astronomy began
quite early in his life. There was a
telescope on the roof of Rosewell, the
home of Jefferson’s friend John Page.
Jefterson also had a telescope at
Monticello and observed the solar
eclipse of June 1778, but was handi-
capped by the lack of an accurate
clock. His correspondence over the
years frequently mentions astronomy,
and among the astronomers to whom
he wrote was Jacques Dominique
Cassini, the director of the Paris Ob-
servatory. Astronomy was included

in the list of subjects Jefferson advised
Thomas Mann Randolph, Jr., to
study, for apart from furthering man’s
knowledge of the universe, astronomy
had a practical use in surveying
boundaries, so necessary in a still
largely unsettled United States. In the
dome room of the rotunda at the
University of Virginia, Jefferson de-

signed a planetarium on the ceiling
above the library stacks (see 511).
This portrait of an astronomer,
whose identity is unfortunately not
known, may have been in the Salon of
1777 as number 17. The catalogue
entry recorded “Deux autres Portraits
sous le méme numéro” and from
a similar oval format, size and style,
the present painting would seem to be
a pendant to the Self-Portrait,
which is also in the Gulbenkian Foun-
dation and which certainly was in
the Salon. Saint-Aubin’s illustrated
catalogue for the 1777 Salon provides
additional evidence. The Astronomer
remains one of the most beautiful
of Lépicié’s many portraits. The com-
position is very simple, with a sober
background, and the artist has con-
centrated on a psychological study of
the sitter. A sensitive use of light
focuses on his head and through high-
lights defines his hands and cloth-
ing and the instruments. A.B. de L.

60

107 Portrait of Balthazar Sage

JEAN-FRANGOIS GILLES,
CALLED coLsoN 1733-1803
Oil on canvas 1777

100 x 81 (39% x 31%)
Signed and dated at lower left:
Colson Pinxit 1777

Lent by the Musée des Beaux-Arts,
Dijon

Jefterson’s approach to geology was
strictly practical. “To learn .. . the
ordinary arrangements of the different
strata of minerals in the earth, to

know from their habitual collocations
and proximities where we find one
mineral; whether another, for which
we are seeking, may be expected to be
in its neighborhood, is useful.” He
realized the importance of coal and
metals to the growth of the United
States and its economic independence
from Europe, and he listed the mineral
resources of Virginia in the Notes

on the State of Virginia.

The portrait of the chemist and
mineralogist Balthazar-Georges Sage
(1740-1824) is one of Colson’s most
beautiful paintings in its refinement
of coloring, appropriateness of expres-
sion and exactness of some of the still-
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life details such as the minerals and the
jars on the shelves in the background.

At the time of the execution of this
portrait in 1777, the sitter was as-
signed a teaching post at the new
sc%mool of pharmacy. The following
year he was to be awarded a newly
created chair in experimental mineral-
ogy at the Hotel des Monnaies. It
was there that the Royal School of
Mines was founded at his instigation in
1783, and Sage served as its first
director.

Colson portrays Sage in his study,
half-length, seated be%ore a Louis XVI
style table on which are placed some
glass containers, next to an oven
used for his demonstrations, with
papers in hand. The minerals displayed
behind him recall that the scholar,
in his home, gave free courses in
mineralogy for which he had formed a
collection of more than five hundred
samples. A.B. de L.
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108 Robert Fulton

JEAN-ANTOINE HOUDON
1741-1828

Plaster c. 1803

54.6 x 39.4 x 31.1

(212 x 15%2x 1218)

Signature on right shoulder: houdon f.

Lent by Mirs. Thomas S. Kelly,
New York

Robert Fulton (1765-1815) began
his career as a portrait painter and
by the age of seventeen was established
successfully in Philadelphia. A few
years later, in 1786, however, he went
to England to improve his health
and, presumably, his prospects as a
portraitist, since the artist Benjamin
West, a family friend, had established
himself there. Fulton was to remain
in Europe twenty years, though his
interests quickly shifted from Yortrait
painting to engineering, particularly
to the development of canal systems
and naval design. His efforts cul-
minated in his attempt to build a sub-
marine, the design for which he
tried to sell to the French government
with the support of Joel Barlow,
whom he met in Paris in 1797 and in
whose household he lived for a period.
It was through Barlow that Fulton
met Robert Livingston, an association
that was to prove so fruitful that
Fulton’s steamboat, built after his
return to the United States in 1807,
was named the Clermont after Livings
ton’s manor on the Hudson. During
his years in France, Fulton tested
wooden models of both the Clermont
and the submarine on the waters
of the Seine, doubtless to the amuse-
ment and wonder of passersby.
Jefferson had been fascinated with
the possibilities of steam power,
beginning in about 1786 with his visit
to a steam-powered grist mill in
England. He must have been delighted
to meet his inventive counterpart in
Fulton, and he was fascinated by
Fulton’s experiments with the sub-
marine and what Fulton called
“torpedoes.” There is an extensive
correspondence between Jefferson and
Fulton on the subject, and in one
letter Jefferson declared that “I am not
afraid of new inventions or improve-
ments, nor bigoted to the practices of
our forefathers. It is that bigotry
which keeps the Indians in a state of
barbarism in the midst of the arts,
would have kept us in the same state
even now, and still keeps Connecticut
where their ancestors were when
they landed on these shores. . ..
Where a new invention is supported
by well-known principles, and promises
to be useful, it ought to be tried.
Your torpedoes will be to cities what
vaccination has been to mankind. It
extinguishes their greatest danger.”
The plaster bust of Fulton is a

superb example of Houdon'’s late style.
The dress of the period is sober and
undecorative, though Fulton’s cravat is
somewhat more elaborate than that

of Barlow. His face is serious and
dedicated, combining the sensitivity
and imagination of the artist with a
certain aggressiveness appropriate to his
character as a promoter and man

of affairs.

The relationship of Fulton with his
friend and financial patron Joel
Barlow, whose bust is shown at num-
ber 346, is interestingly documented
in an unsigned letter from Fulton to
Ruth Baldwin Barlow in 1813, a year
and a half after Barlow’s death:

Houdon you remember did M. Bar-
low’s Bust, while I was in Paris. I
wish him to do one for me from it in
white marble of the best kind and
in his best style provided it can be
done for 1000 francs. If so let him
set about it immediately and I will
remit the money. Mr. Parker or
Gregoire will have the goodness to
execute this commission. I should
also like to know what M. Houdon
would charge for a Bust in his best
style of Franklin, Washington,
Jefferson, Barlow and Self. This is
five, if he will do it for 5000 francs
he may commence and I will remit
funds. If not, please to let me know
his price.

[Written vertically on the left margin:

“The bust was executed costing

6000 francs which Barlow now has.”]

H.H.A.

109 Experiment with an Air Pump

JOSEPH WRIGHT OF DERBY
1734-1797

Oil on canvas c¢. 1768

182.9x 243.8 (72x96)

Lent by the Trustees of the
Tate Gallery, London

The Industrial Revolution, which
athered momentum in England from
the middle of the eighteenth century,
changed the history of Europe, the
United States and eventually the whole
world. It was a combination of
scientific discoveries, technological in-
ventions and a new acceptance of
the idea of large-scale industrial pro-
duction. Perhaps the most important
single development was Watt’s im-
proved steam engine which provided
unprecedented power to run machines
and, later, boats and locomotives.
Although admitting that he did not
understand all the technical com-
plexities, Jefferson showed an interest
in the experiments of Fulton and
Rumsey and observed the use of steam
to raise water and to grind corn in
Paris and London. He must have been
reminded of the dangers of relying
on water power to drive grist mills from
his own experience when the Shad-
well mill was lost in the flood of 1771.
While he was in Paris, Jefferson
met Boulton, who told him about the
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steam engines he made in partner-
ship with Watt, and in a typical Jeffer-
sonian equation Jefferson compared
the efficiency of a steam engine with
that of horses: ‘“This makes a peck and
a half of coal perform exactly as
much as a horse in one day can per-
form.” He also realized the more
general domestic use to which steam
could be put and in an 1815 letter
to George Fleming, described the way
in which ““it might perhaps be pos-
sible to economize the steam of a com-
mon pot kept boiling on the kitchen
fire . . . to raise from an adjacent
well the water necessary for daily use;
to wash the linen, knead the bread,
beat the hominy, churn the butter,
turn the spit, and do all other house-
hold offices which require only a
regular mechanical motion.” Jefferson
paid twelve guineas for “air pumps
and apparatus” when he was in
London.

Wright lived mainly in Derby in the
Midlands of England, which were
the industrial center of the country. He
knew many of the leading manu-
facturers and scientists from the sur-
rounding area: Josiah Wedgwood,
the potter, Matthew Boulton, the lead-
ing industrialist in Birmingham, and
Erasmus Darwin, grandfather of
Charles Darwin. All these men were
members of the Lunar Society, a group
concerned with scientific discoveries,
which included Dr. Small, Jeffer-
son’s former teacher in mathematics at
the College of William and Mary,
Joseph Priestley and Benjamin
Franklin. Wright was not himself a
member, but he was sufficiently in-
terested in science to use it as the
subject for his two masterpieces,
A Philosopher Giving a Lecture on the
Orrery and the present painting. The
popularity of science and the dif-
fusion of specialized knowledge among
laymen, which were so widespread
in the later eighteenth century, are
demonstrated by the large audiences
who attended “philosophical lec-
tures” or by the interest in watching
“drawing room” experiments such as
this group of well-dressed people
is observing. Air pumps and other
scientific instruments were often found
in houses as part of the equipment
of an educated gentleman and could
be of considerable elegance. They were
even occasionally found in schools.
The demonstration which is being
carried out creates a vacuum in the
glass and thereby deprives the bird
of air. R.w.
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110 The Cast Iron Bridge near Coalbrookdale

WILLIAM ELLIS 1747—. 1805,
after Michael “Angelo” Rooker
1743-1801

Engraving 1782

37.5x60.3 (14% x 23%)

Signed lower left: Drawn by

M. A. Rooker, lower right:

Engraved by Wm Ellis.

Inscribed center: To George the Third,
King of Great Britain &c./This View
of the CAST-IRON BRIDGE, near
COALBROOK-DALE in the County of
Salop/Is by permission most respect-
fully inscribed, by His faithful and
dutiful Subjects—The Coalbrook Dale
Company—/1LoNDON Published as
The Act directs, 4th June 1782, by
Jas. Phillips, George Yard, Lombard
Street

Lent by the Ironbridge Gorge
Museum Collection, Telford,
Shropshire, England

The bridge at Coalbrookdale, de-
signed by Thomas Pritchard and made
at Abraham Darby’s works, was
opened in 1779 as the first in the
world to be made of iron. It has a span
of a hundred feet and is still in exist-
ence. Together with the iron works in
Coalbrookdale (see no. 113), the
bridge aroused considerable interest
among artists and was engraved several
times. Once the practicality of iron
had been demonstrated, other more
ambitious projects were begun in
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England and elsewhere, and the im-
provement of road surfaces greatly
helped to speed up transportation

for both travelers and commerce.
When Jefferson was in London in
1786, he apparently purchased an
engraving of the bridge, for in his ac-
count book, April 11, there is the
following entry: “plates of iron bridge
13/ [shillings].” Marie Kimball cites
Coalbrookdale bridge as being in
Jefferson’s collection of prints at the
time he finished his second term as
president.

Jefferson took an interest in Thomas
Paine’s bridge-building schemes,
which went back to the time Paine
lived in Philadelphia. First it was a
three-hundred-foot wooden bridge
across the Harlem River, though later
he planned an iron bridge across the
Schuylkill. Paine’s inspiration derived
from observing organic forms such
as the bone structure of animals, tails
of birds, reeds and spiders’ webs:
“When Nature enabled this insect to
make a web, she taught it the best
method of putting it together.” A
model in iron was made in 1786 of a
single span, which received the ap-
proval of Franklin and Rittenhouse.
When Paine moved to Paris the model
was shown and commended by the
Academy of Sciences. Paine wrote to
Jefferson: “A Bridge over such a
River as the Seine, might be put up in
three Months time or less, as all the
arches would be begun at once,
and the work would admit of as many
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hands being employed at the same
time as you please.” Jefferson was
helpful, but in spite of Jefferson’s suc-
cess in interesting some influential
French friends in the idea, Paine’s
bridge was not built, since Beau-
marchais put up a rival scheme. Paine
then turned to England and sent an
account of his experimental arch
to the Royal Society. Sir Joseph Banks
wrote of the society’s “great satis-
faction at the Communication” and
added, “I expect many improvements
from your Countrymen who think
with vigor, and are a great measure free
from those shackles of Theory
which are imposed on the Minds of
our people before they are capable of
exerting their Mental faculties to
advantage.” Walker Brothers of
Rotherham agreed to build an arch of
ninety feet, and in 1790 it was trans-
orted in pieces to London and erected
in a field. But Paine’s idea of a toll
bridge across the Thames remained,
like his other building plans, unreal-
ized, and after the publication of
The Rights of Man he had to leave
England. There was, however, an
indirect progeny of his inventive genius
in the iron bridge at Sunderland,
designed by Rowland Burdon and
made in 1796 by Walker Brothers,
who undoubtedly profited from their
experience with Paine’s experi-
ments. R.W.
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111 William Hunter Lecturing on Anatomy

JOHANN ZOFFANY 1734/5-1810
Oil on canvas c. 1775
77.5x103.5 (30%5 x 40% ) oval

Lent by the Royal College of
Physicians, London

William Hunter (1718-1783) was
one of the most distinguished
anatomists and surgeons of his day,
specializing in obstetrics. He was
appointed professor of anatomy at the
Royal Academy when it was founded,
where it was standard academic
ractice for a young artist to study the
unctions of the human body so
that he could draw it correctly. Hunter
is seen here lecturing to students
and members of the Royal Academy,
among whom Sir Joshua Reynolds can
be recognized with his ear trumpet;
Hunter is using as illustrations a live
model, a cast and a skeleton. Another

group by Zoffany, The Academicians
of the Royal Academy in the Royal
Collection, treats a similar subject; it
shows a model posing for the life
class and includes a portrait of Hunter.
Great advances were made in medi-
cine in the eighteenth century. For
the first time, emphasis was placed
more on experimentation and ob-
servation than on the repetition of
traditional methods, and thereby a
greater knowledge of the body and
understanding of diseases were estab-
lished. Hospitals were founded in in-
creasing numbers in Europe and
America and provided a place for the
poor to be treated, though in many
cases they might have survived better
at home. The extension of medical
knowledge and the conquest of disease
and suffering were fundamental ideas
of the Enlightenment.
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Jefferson had an extensive library

on medical subjects. This not only
reflected his interest in the science, but
also gave him some practical knowl-
edge for use in home doctoring, since
a professional medical man would
only be called in for grave cases. At
least one piece of antique sculpture on
his list of desiderata came from
Cheselton’s Anatomy. Jefferson rated
surgery higher than medicine; he felt
“surgery . . . is a comfortable art
because its operations are freed from
those doubts which must forever haunt
the mind of a conscientious practi-
tioner of the equivocal art of medi-
cine.” He also felt there was a danger
of passing fashions in the various
theories propounded and wrote:

The patient, treated on the fashion-

able theory, sometimes gets well in

spite of the medicine. The medicine

P

e\

therefore restored him, and the
young doctor receives new courage
to proceed in his bold experiments
on the lives of his fellow creatures.
I believe we may safely affirm, that
the inexperienced and presumptuous
band of medical tyros let loose upon
the world, destroys more of human
life in one year, than all the Robin-
hoods, Cartouches & Macheaths
do in a century. . . . The only sure
foundations of medicine are, an
intimate knowledge of the human
body, and observation on the effects
of medicinal substances on that.
The anatomical and clinical schools,
therefore, are those in which the
young physician should be formed.
Jefferson designed an “anatomical
theater” for such study at the Univer-
sity of Virginia (see no. 521). The
theater was destroyed in 1936. r.w.
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112 An Inoculation

CONSTANT DESBORDES 1761-1827
Oil on canvas

112 x 147 (44Y8 x 5778)

Lent by the Musée de la Chartreuse,
Douai

Vaccination as a form of disease
prevention had been developed b_/y the
English doctor Jenner around 1775
andg was used, from the beginning of
the nineteenth century, in reducing
the danger of smallpox. An earlier form
of inoculation against smallpox,
actually introducing the virus itself,
had been brought to England from
Turkey by Lady Mary Wortley-
Montague in the 1720s. This was the
kind of inoculation that Jefferson
received, probably from William
Shippen, Jr., in Philadelphia in 1766.
Presumably such a novel and still
little-practiced technique could only be
found in large towns, where there
were enough sophisticated and en-
lightened people to support it. At a
time when there was little understand-
ing of diseases, many considered it
impious to try to prevent a natural
scourge. Jefferson’s decision to be
inocu%ated must, therefore, have been
a deliberate affirmation of his belief in
reason and enlightenment. Smallpox,
apart from its lethal effects, could

also disfigure survivors with pock
marks. At the time of the Second Con-
tinental Congress, Jefferson wrote
from Philadelphia about the misfor-
tunes of the American army, half of
which was down with “the ravages of
the small pox.” He welcomed the
introduction of the new type of vac-
cination in a letter to Dr. Benjamin
Rush in 1801 and included in his
instructions to Meriwether Lewis the
need to spread the information among
the Indians. “Carry with you some
matter of the kine pox; inform those of
them with whom you may be, of
its efficacy as a preservative from the
small pox; and instruct and encourage
them in the use of it.”” His library
contained several books on the subject,
including those by Drs. Benjamin
Waterhouse and John Coxe, pioneers
in the introduction of vaccination to
America who presented their works to
Jefferson. Repfying to Waterhouse,
Jefterson stated his belief that “every
friend of humanity must look with
pleasure on this discovery, by which
one evil more is withdrawn from
the condition of man; and contemplate
the possibility, that future improve-
ments & discoveries, may still more &
more lessen the catalogue of evils.”
Later Jefferson received from Jenner
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“evidence at large respecting the
discovery of the vaccine inoculation.”
In his reply he recorded that “having
been among the early converts, in

this part of the globe to its efficiency,

I took an early part in recommending
it to my countrymen . . . Medicine
has never before produced any single
improvement of such utility . . . You
have erased from the calendar of
human afflictions one of the greatest.
Yours is the comfortable reflection
that mankind can never forget that you
have lived. Future generations will
know by history only that the loath-
some small-pox has existed and by you
has been extirpated.”

The painting probably represents
Dr. Alibert vaccinating a child, who is
held by the artist’s niece Marceline
Desbordes-Valmore, a poet from
Douai. In the background are the cows
which no doubt were the source of
the vaccine. Dr. Alibert was a noted
dermatologist, who became royal
physician to Louis XVIII and
Charles X and doctor to the Opéra
Comique in Paris. A.8. de L.
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113 Coalbrookdale by Night

PHILIP JAMES

DE LOUTHERBOURG 1740-1812
Oil on canvas 1801

68.8x 106.7 (26% x 42)

Signed lower right: R. A. 1801/

P. ]. de Loutherbourg

Lent by the Science Museum, London

Coalbrookdale in Shropshire became
an attraction to visitors from the
mid-eighteenth century because of its
picturesque scenery. Located where
the river Severn passes through the
Wenlock Hills, the town and sur-
rounding district became the subject of
sketches by several artists such as
Joseph Farington, Cornelius Varley
and Michael “Angelo” Rooker (see
no. 110). In addition to natural beauty
there were the first manifestations

of the Industrial Revolution, which
was to give Britain such economic
power, in the important foundry of
the Abraham Darby family, using coke
for the first time to smelt iron. This
contrast between the beauty of

nature and the devastation of indus-
trialism was strangely attractive to the
eighteenth-century eye. It provided the

emotional distinction between the
beautiful and the sublime in terms of
Burke’s aesthetic theories. The agri-
culturist Arthur Young, who visited
Coalbrookdale in 1776, compared the
“romantic spot,” the “winding glen”
and “hanging wood” to “that variety
of horrors art has spread at the bot-
tom: the noise of the forges, mills & c.
with all their vast machinery, the
flames bursting from the furnaces with
the burning of the coal and the smoak
of the lime kilns.” Except that
Young’s visit was by day, the descrip-
tion might well be of de Louther-
bourg’s painting, but the artist has
chosen the night for dramatic pur-
poses. This gives an almost hellish
aspect to the scene, undoubtedly
stemming from de Loutherbourg’s
experience as a theater painter and
the creator of the Eidophusikon, a
peep show of contrasting incidents
enhanced by mechanical and optical
effects. r.w.
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114 The Ascent of Lunardi’s Balloon

JULIUS CAESAR IBBETSON
1759-1817

Oil on canvas c. 1788-1790
50 x 60.6 (20 x 24¥%)

Lent by the Trustees of the London
Museum

The age of ballooning began with the
success of the Montgolfier brothers
in Paris in November 1783, and for the
next few years there were several
flights in hot-air or hydrogen-filled bal-
loons throughout Europe. Jefferson’s
letters from Paris make frequent
reference to ballooning. In one he gave
detailed comparative accounts of the
various ascents, the material of the
balloons, the height reached and
distance traveled with drawings of their
shape. Others record the first bal-
loon crossing of the English Channel
by Blanchard and the Massachusetts
Loyalist Dr. Jefferies and an unsuc-
cessful attempt, when an accident
killed “the two first martyrs to the
aeronautical art.”

Vincenzo Lunardi, secretary at the
Neapolitan embassy in London, made
the grst successful flight from
England in a hydrogen balloon on
September 15, 1784. The scene rep-
resented here is his third balloon ascent

of June 29, 1785. On that occasion
George Biggin, who provided the
financial backing for the venture, made
the journey accompanied by a Mrs.
Sage, while Lunardi remained below to
supervise the launching from St.
George’s Fields. A great crowd as-
semb?ed to witness the event, and the
sensational flight brought business
to a standstill, even interrupting the
royal levee at St. James’ Palace. The
present painting is a replica, omitting
Mrs. Sage in the basket, of that ex-
hibited at the Royal Academy in 1788
and now in a private English collection.
It is interesting to note that
Trumbull was in London at the time
of Lunardi’s first successful attempt
and made a sketch of the event which
he never finished. r.w.
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115 The Interior of the Pantheon, Oxford Street

MICHAEL ‘“‘ANGELO’’ ROOKER
1743-1801

Watercolor with pen and ink c. 1778
23.5x31.1 (9% x1244)

Lent Anonymously

Benjamin Wilson (1721-1788),
painter and scientist, made experi-
ments with electricity and lightning
conductors and published several works
on the subject. He disagreed with
Benjamin Franklin on what type of
lightning conductor was most efficient,
and his experiment with blunt-
ended lightning rods, which is illus-
trated here, was intended to disprove
Franklin’s theory, and won the support
of George 1II and the government.
Violent thunderstorms in Virginia
made the danger of people and houses
being struck by lightning a real one,
and Jefferson took an interest in
Franklin’s research. As a fellow mem-
ber of the American Philosophical
Society, moreover, Jefferson would
have been kept informed of Franklin’s
latest studies. It was these which
brought Franklin to the attention of
the European scientific world and
which justified Jefferson’s remarks in
the Notes on the State of Virginia,
that “in physics we have produced a

Franklin, than whom no one of the
present age has made more important
discoveries, nor has enriched phil-

(1707-1788), was the director of
the Jardin du Roi, later the Jardin des
Plantes, when Jefferson arrived in
Paris, and was the most eminent
naturalist of his time. Jefferson had
already in his Notes on the State of
Virginia taken spirited exception to
Buffon’s view that both animals and
men degenerated in the climate of
the New World, and before he sailed
for Europe, Jefferson sent to Buffon by
his friend the marquis de Chastellux
a large panther skin intended to
convince him that the panther and the
cougar are not identical. In 1787,
Jefferson had the skin, skeleton and
horns of a moose shipped from
New Hampshire for the edification of
the French naturalist. Jefferson and
Chastellux dined with Buffon at
the Jardin du Roi, and their relations
remained cordial until Buffon’s death
in 1788.

In Buffon’s respect for evidence
obtained through careful observation
and experimentation, he was a pioneer

" of the modern scientific method

116 Comte de Buffon

JEAN-ANTOINE HOUDON
1741-1828
Terra cotta 1782

osophy with more, or more ingenious » 59.7 (23%) high

solutions of the phenomena of nature.
The Pantheon in Oxford Street,

London, where Wilson’s experiments

took place, was built by James Wyatt

Signed lower front edge: houdon f.
1782
Lent by the Fine Arts Museums of

between 1770 and 1772 and was used San Francisco

first as assembly rooms. Here Lunardi
exhibited the balloon in which he
made the first ascent in England

in 1784 (see no. 114). The great room
shown in this painting was based

on the Hagia Sophia in Constanti-
nople, though the dome followed that
of the Pantheon in Rome. Jefferson
must have looked with interest at

the architecture of one of the most
notable contemporary buildings in
London, and from his account book we
know that he visited it on March 23,
1786. r.w.

George Louis Leclerc, comte de Buffon

and anticipated in broad outline the
theories of Darwin, in terms of the
evolution of plant forms. Houdon
executed a marble bust of Buffon in
1782 at the request of Catherine the
Great, a passionate admirer who

called him “the first mind of the cen-
tury in his field.” The terra-cotta bust
exhibited here dates from the same
year. At the time of the portrait,
Buffon was seventy-four years old, but
his strong features make him seem
younger. The sharp turn and lift of the
head, his slightly parted lips, the

heavy compressed brows and the wide,
searching eyes all reflect a forceful
personality. H.H.A.

117 Telescope

JOHN DOLLOND 1706-1761, and
PETER DOLLOND 1730-1820
Mahogany and brass

103.5 (40% ) long (open); 87.3
(34%) long (shut); 48.9 (19%8) high
Marked: Dollond-London

Lent by the University of Virginia,
Charlottesville

Used for both terrestrial and celestial
observations, this compact telescope is
mounted on a collapsible brass stand
designed for use on a tabletop. The
instrument has an objective lens

2% inches in diameter. When the
draw-tube containing the eyepiece
was extended, focusing was achieved
with the knob visible near the

end of the mahogany tube. The tube
of the telescope could be unfastened
from the brass stand and was cus-
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tomarily packed in a mahogany case
for traveling. Eyepieces of different
powers of magnification were also
provided.

This instrument was made and
sifned by the well-known London firm
of Dollond, which produced scien-
tific instruments of outstanding quality
and workmanship throughout the
second half of the eighteenth century.
John Dollond, Sr. (1706-1761),
was a Huguenot silk weaver, who in
1752 joined his son, Peter Dollond
(1730-1820), in the latter’s optical
business in London. In 1757 John
Dollond reinvented the achromatic
lens, which had been first invented in
1733 by Chester More Hall. Dol-
lond’s lens was patented, and he
produced his first achromatic telescope
in 1758. In 1766 Peter Dollond
took his younger brother, John Dol-
lond, Jr., into his business and sub-
sequently his nephew, George Dollond,
born Huggins. The firm continues
under the Dollond name to the
present. References to instruments
purchased from this firm can be found
in Jefferson’s account books, and
it is possible that this one was bought
during his visit to London in 1786,
since his account book shows that on
March 21 he “pd. Dollond fora
telescope £10-10—solar microscope
£5-16."

This telescope is typical of several
that Thomas Jefferson is known to
have owned during his lifetime, and it
is likely that in addition to observ-
ing distant scenes or arriving visitors,
Jefferson used such an instrument
for observations of the stars and the
planets in the determination of
longitude. Jefferson ranked astronomy
with the most useful of studies, and
in a letter to young Thomas Mann
Randolph, Jr., who four years later
would marry Jefferson’s daughter Patsy,
he advised him to study “Astronomy,
Natural philosophy (or Physics)
Natural history, Anatomy, Botany and

¥
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Chemistry. No inquisitive mind
will be content to be ignorant of any
one of these branches.” s.A.B.

118 Theodolite and tripod

JESSE RAMSDEN 1735-1800

Brass and mahogany

Theodolite: 28 x 17.1 x 21

(11 x 6% x 8¥4); tripod: 106.7 (42)
high

Theodolite is marked Ramsden-
London

Lent by the Thomas Jefferson
Memorial Foundation, Charlottesville

Thomas Jefferson’s preoccupation with
precision measurement may have
been inherited from his father, who
produced the first accurate map of

Virginia (see no. 3) and was one of the:

Crown commissioners who estab-
lished the Fairfax line between the
source of the Rappahannock River and
the Potomac River. In any case,
Jefferson purchased for his own use
the finest scientific instruments
available. This theodolite, made and
signed by Jesse Ramsden, is a superb
example.

The instrument measures both
horizontal and vertical angles by means
of the movable upper telescope and
the fixed one beneath it. The vertical
arc and toothed rack enable the upper
telescope to be precisely adjusted
to any elevation, while the upper sur-
face of the flat horizontal plate can
be rotated to any position around
a full 360 degrees simultaneously. A
comparison of readings can then
be made between the two telescopes.

Thomas Jefferson used this instru-
ment, which represents the most

sophisticated kind of surveying instru-
ment available in his time, and similar
ones for surveying his estate and

for determining the heights of nearby
mountains.

Jesse Ramsden (1735-1800) was
an optical instrument-maker in Lon-
don. He had been trained by a
maker of fine scales named Barton and
worked for such prominent makers
of mathematical instruments as
Jeremiah Sisson, George Adams, Peter
Dollond, whose sister he married,
and Edward Nairne. Between 1768
and 1773 Ramsden devised an engine
for graduating mathematical instru-
ments which revolutionized the pro-
duction of precisely engraved scales.
He pioneered in the'development
of sophisticated astronomical and sur-
veying instruments, and after his
death he was succeeded in business by
his principal workman, John
Berge. s.A.B.
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119 Louis XVI, Accompanied by M. the Maréchal de Castries, Ministre de la Marine, Gives His Instructions to M. de La Pérouse for His
Trip Around the World

NICOLAS-ANDRE MONSIAU
1754-1837

Oil on canvas

172 x 227 (67% x 89)

Lent by the Musée National
du Chiteau de Versailles

Louis XVI giving instructions to

M de La Pérouse was painted by
Monsiau in 1816 for the galerie de
Diane in the Tuileries, where it was
placed as an overdoor. It was part of an
important royal commission con-
ceived with the goal of rehabilitating
the recently restored monarchy by
illustrating events from the lives of
former kings. Four paintings were

concerned with Louis X VI, the sub-
jects having been chosen by his
brother Louis XVIII.

Jean-Frangois de Galaup, comte
de La Pérouse and famous French
navigator, was born at Gua, near Albi,
in 1741, and died near Vanikoro
Island on an unknown date, but prob-
ably during the course of the year
1788. In 1785, the French govern-
ment, wanting to complete the work
of Cook, resolved to have the
northwest coast of America investi-
gated and to explore the seas around
Japan, the Solomon Islands and
the southwest of New Holland. La
Pérouse was selected as head of this

expedition, memoranda were drawn
up by the Académie des Sciences and
the Société de Médecine; instruc-
tions, outlined by a friend of La
Pérouse, captain de Fleurieu, were an-
notated and completed by Louis XVI.
These instructions, in which a noble
feeling for humanity is expressed, were
too detailed and encompassed too

vast a range of projects for a limited
stay. As for the rest, the preparations
were well made. Two frigates, La
Boussole and L’Astrolabe, took a large
number of people on board: scholars,
mathematicians, astronomers, natural-
ists, geologists and physicians. La
Pérouse took command of La Boussole

expedition. In order to prepare for the and gave that of L’Astrolabe to

captain de Langle. Leaving from Brest
Aucfust 1, 1785, the expedition

ended in tragic circumstances in about
February 1788, when the two frigates
and their crews were lost.

Before the departure of the two
ships, Louis X VI received La Pérouse
in his study at Versailles in the
presence of the maréchal de Castries,
ministre de la marine, and person-
ally gave him his last instructions. It is
this moment that the artist has
represented. A.B. de L.
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120 Sir Joseph Banks, Omai and Dr. Solander

WILLIAM PARRY 1742?7-1791
Oil on canvas ¢. 1775
149 x 149 (59 x 59)

Lent by the Trustees of the Parham
Discretionary Settlement, Parham
Park, Pulborough, Sussex, England

Sir Joseph Banks (1743-1820), who
is the central figure in the painting,
was a rich man who devoted himself to
natural history and later became
president of the Royal Society. He
traveled with Captain Cook on his first
voyage, 1768 to 1771, which was
organized by the admiralty to observe
the passing of the planet Venus across
the face of the sun. At the same time
Cook explored in the South Pacific
and along the coasts of Australia and
New Zealand. Because of his wealth
and influence, Banks was able to take

with him Dr. Daniel Charles Solander
(1736-1782), the distinguished
Swedish botanist who was a pupil

of Linnaeus, and two draftsmen to
record the many new species they en-
countered. It is noteworthy that all
three of Cook’s voyages included
qualified artists, to provide pictorial
evidence of the strange lands and
peoples they visited (see no. 121). At
the time of Cook’s second voyage,
1772-1774, Lord Sandwich, First Lord
of the Admiralty, suggested that it
would be “delightfully instructive to
observe how one of the noble savages
would conduct himself among people
of superior breeding.” As a result,
when the expedition returned, it
brought baci a young Tahitian man,
called Omai, who had asked to be
taken to England. He was made much
of by society as, in the words of
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Dr. Solander, Omai was “‘well-behaved,
easy in his manners and remark-

ably complaisant to the ladies.” The
Tahitian met many famous people

of the day, was painted by Reynolds
and shown the sights of London. On
being presented to George III he
greeted him with “how do, King
Tosh.” De Loutherbourg, the painter
and state designer, produced a play
at Drury Lane in 1785, based on
Captain Cook’s last voyage called
Omai, or Obesa Queen of the Sand-
wich Islands. Omai returned to Tahiti
with Cook on his last voyage, taking
back with him an odd assortment

of bric-a-brac, representative of western
civilization. A somewhat similar
experiment was carried out in 1806,
when during his second term as
president, Jefferson was to receive a
delegation of Indians in Washington

who were given an extensive tour

of the capital and other east coast cities
and returned to their homes with
gifts and messages of peace and friend-
ship (see nos. 126-129).

Sir Joseph Banks did not meet
Jefferson when the latter was in Lon-
don, but they certainly knew of each
other, as frequent references are made
in Jefferson’s correspondence both
to Banks and to friends they had in
common. One of these was Thomas
Paine, author of The Rights of Man,
in whose project for an iron bridge
both Banks and Jefferson took an
interest. Another was John Ledyard,
the explorer, for whom Banks opened
a subscription to further his journey
across Russia, and on whose behalf
Jefterson spoke to baron de Grimm,
Catherine the Great’s unofficial am-
bassador in Paris. It was through Banks
that Jefferson heard of Ledyard’s
death in Cairo. Finally, both men
were keenly interested in agriculture
and in promoting the introduction of
new plants into different parts of
the world. Banks inquired about the
possibility of growing rice in the West
Indies, just as Jefferson investigated
the rice production of northern Italy
in the hope of improving the Ameri-
can crops. R.W.
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121 Matavai Bay, Tahiti

WILLIAM HODGES 1744-1797
Oil on canvas 1776

91.4 x 137.2 (36 x 54)

Signed lower left: Hodges 1776

From the Collection of Mr. and
Mis. Paul Mellon

Hodges was the official artist on
Captain Cook’s second voyage to the
Pacific. Zoffany had been the original
choice of the First Lord of the Ad-
miralty, Lord Sandwich; but when Sir
Joseph Banks, who was to finance

the expedition, withdrew, the ship

was declared unseaworthy, and Zoffany
declined to go. The reports on the
ship, Resolution, must have been un-
duly alarmist, because she survived

the voyage satisfactorily and is seen,
together with the Adventure, in
another version of the present painting
now in the National Maritime
Museum, Greenwich. The ships were
in Matavai Bay from August 25 to
September 1, 1773. The Mellon ver-
sion has concentrated instead on

the native craft which would naturally
attract a European artist on account

of their strangeness.

Philosophers in the eighteenth
century were always looking for ex-
amples of men who had kept their
original virtue unspoiled by civilization.
For a time the South Sea Islands
were put forward as a latter day Eden.
One of the inhabitants, Omai, was
brought back to England so that
polite society could see a “noble
savage” in the flesh (no. 120). Un-
fortunately, the paradisaic islands were
soon spoiled by intruders, who
brought disease, alcohol and other un-
desirable effects of European life.

Jefferson’s interest in Cook’s voy-
ages of discovery is attested to by
several books on the subject in his
library. He also had a personal con-
nection in John Ledyard, a Connecti-
cut man who published an account
of Cook’s third and last voyage (1776-
1779) which explored the North-
west Passage and the Pacific. Jefferson
met Ledyard in Paris in 1786 and

became interested in his scheme to find
a way through Siberia to the west
coast of America and then across the
continent. The Empress Catherine
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did not approve of the scheme and had
Ledyard arrested and deported.

Later, André Michaux suggested to
the American Philosophical Society
that an expedition should be sent
across the Mississippi in the direction
of the Pacific, an idea which Jefferson
supported and which was to cul-
minate in the Lewis and Clark expedi-
tion after the negotiation of the
Louisiana Purchase. r.w.



122 Rhinoceros

GEORGE STUBBS 1724-1806
Oil on canvas c. 1772
69.9x92.7 (27% x 36%2)

Lent by The Royal College of
Surgeons of England, London

Diirer’s engraving in 1515 of a rhi-
noceros, even though the bizarre
armor-plated animal was not done from
life, remained the standard image
until the eighteenth century. From
1748 to 1751 a rhinoceros traveled
through Europe and was recorded

by several artists, including Pietro
Longhi in Venice. But Stubbs was the
first artist to look at the rhinoceros
with the eyes of a naturalist and to pro-
duce an accurate representation.

Apart from Stubbs’ profound interest
in animals, which would make him
view the rhinoceros as more than

just a curiosity, the fact that the paint-
ing was destined for John Hunter’s
museum of anatomy and physiology
would have demanded particular
accuracy. The model was probably a
rhinoceros that was exhibited at
Pidcock’s menagerie in London in
1772. There is a drawing of it in an
English private collection, and “nine
studies of the Rhinoceros, in dif-
ferent attitudes” were sold at Stubbs
sale after his death. John Hunter

»

commissioned other paintings of exotic
animals from Stubbs for his museum
as did Sir Joseph Banks and Hunter’s
brother William, who also formed

a museum, now part of Glasgow
University.

To Jefterson, “natural history. . . .
is my passion,” and his observations
both in the United States and in
Europe, together with books he had
read on the subject, gave him an exten-
sive knowledge. The Notes on the
State of Virginia are full of details
about the animals of his native state,
and he was constantly championing
American fauna against the dis-
paraging opinions of the great natural-
ist Buffon. In an attempt to disprove
the latter’s theories that animals in
America were smaller because of the
climate, Jefferson, after considerable
difficulty and expense, had a moose
sent over which was stuffed and dis-
played, and the horns of caribou, elk
anz deer were also sent to Paris as
evidence of the superiority of New
World species. In this there was of
course an element of propaganda,
but Jefferson’s genuine interest and
curiosity—so typical of his time—in all
branches of natural history is shown
constantly throughout his career, in his
extensive correspondence and in the
many specimens sent back by the
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Lewis and Clark expedition.

In 1787 John Ledyard, the explorer,
wrote Jefferson from Siberia pro-
viding some descriptions of that distant
waste and maintained that he had
discovered a fossil of “either the
Elephant or Rinoceros bone, for
the latter Animal has also been in
this country.” r.w.



123 Green Monkey

GEORGE STUBBS 1724-1806
Oil on panel 1774

70.5x 60.3 (27% x 23%)

Signed lower left: G. Stubbs 1774

Lent anonymously

In the eighteenth century, Europeans
and Americans, while vaguely aware

of countries and even continents
waiting to be discovered, still had only
the haziest understanding of much
of the supposedly known world.
Travelers to Africa and Asia were few
and were confined to merchants,

soldiers and officials. Rarely, a native
from China or the South Seas (see

no. 120) might appear to provide con-
crete evidence of other cultures.

From the animal kingdom, foreign
potentates sent presents of strange
beasts to European rulers, or travelers
brought them back as curiosities.
George III was presented with a
cheetah and a zebra, and the long-
established royal menagerie was one of
the attractions of the Tower of Lon-
don. Jefferson must have had some
early curiosity about exotic animals, for
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at Williamsburg, he paid 7% pence
to see an elk in 1768 and the fol-
lowing year “paid for seeing a tyger
14 [one shilling, three pence].” While
in Philadelphia for the first Con-
tinental Congress he paid a shilling
to see a monkey. Meriwether Lewis
shipped a live magpie to Jefferson from
the upper Missouri during the Lewis
and Clark expedition.

The green monkey is of the guenon
group of monkeys and a native of
Africa. Because of its attractiveness, it
is often seen in captivity, and no

doubt Stubbs sketched the animal

in a London menagerie. He has painted
the monkey’s portrait with the sen-
sitivity and sympathy that would
normally be given a human sitter. Per-
haps it is too much to suggest that the
artist has attempted psychological
insight, but Stubbs has emancipated
himself from viewing a strange animal
as a mere curiosity and at the same
time avoided any false sentimentality.
Another version dated 1798 is in the
Walker Art Gallery, Liverpool. R.w.
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124 Meriwether Lewis

CHARLES-BALTHAZAR-JULIEN
FEVRET DE SAINT-MEMIN
1770-1852

Crayon on paper 1803 or 1807
55.8x40.6 (22x16)

Lent by the Missouri Historical
Society, St. Louis

Meriwether Lewis (1774-1809) was
the official leader of the Lewis and
Clark expedition, which traveled
overland to the Pacific Ocean and back
between 1803 and 1806. The suc-
cessful completion of such an arduous
Journey was of great importance to

the history of the United States. Lewis
laid the primary American claim to.
the vast northwestern area, established
a route to the Pacific, bringing back
accurate anthropological and geo-
graphic data, and helped make feasible
the American fur trade. Mounting

an expedition to the Pacific had been
one of Jefferson’s persistent visions

for more than twenty years. Lewis
shared Jefferson’s enthusiasm for ex-
ploration, and at the age of eighteen
Lewis applied for the post of leader to

the overland expedition proposed
by Jefferson under the auspices of the
American Philosophical Society.
Lewis was turned down, and the
expedition under André Michaux,
which had been turned into a covert
attempt by the French to capture
Spanish New Orleans, was stopped by
the French government before reach-
ing the Mississippi. Eleven years
later, Lewis was Jefferson’s undis-
puted first choice. In 1813, four years
after Lewis’ death, Jefferson wrote

to Paul Allen, a poet and editor who
supervised the printing of a history of
the expedition,

Of courage undaunted, possessing a
firmness & perseverance of purpose
which nothing but impossibilities
could divert from it’s direction,
careful as a father of those com-
mitted to his charge, yet steady in
the maintenance of order & dis-
cipline, intimate with the Indian
character, customs & principles,
habituated to the hunting life,
guarded by exact observation of the
vegetables & animals of his own

74

country, . . . honest, disinterested,
liberal, of sound understanding and
a fidelity to truth . . ., I could have
no hesitation in confiding the enter-
prize to him.

Lewis was born at Locust Hill, a
family estate lying within sisht of
Monticello. With his father’s pre-
mature death in 1779, Lewis was taken
with his mother to the home of his
stepfather, John Marks, on the Broad
River in Georgia. Growing up on
the Georgia frontier, he acquired the
skills of woodsmanship which were to
be so important to him. Tutored in
Virginia, Lewis planned to attend
William and Mary College but was
advised by his guardians to assume the
management of Locust Hill in 1790.
While indifferent to farming as a
life-long occupation, Lewis developed
a familiarity with the land that
played a crucial role in his being chosen
as the expedition leader. His knowl-
edge of the flora of the east enabled
him to differentiate the new species in
the west from those already known.
Volunteering to serve in the militia in
the Whiskey Rebellion in 1794, he
found army life so appealing that
he enlisted in 1795. Serving in the old
Northwest Territory and at Fort
Pickering near present-day Memphis,
Tennessee, Lewis gained further knowl-
edge of the ways of Indians and the
skills needed for wilderness survival.

On February 23, 1801, Jefferson
asked Lewis to become his private
secretary, professing an interest in
Lewis’ particular abilities, perhaps with
a thought to the forthcoming ex-
pedition: “Your knolege of the
Western country, of the Army, and of
all it’s interests & relations has ren-
dered it desireable for public as well as
private dpurposes that you should be
engaged in that office,” he wrote.
While Lewis performed many domes-
tic duties for the widowed president,
he was also privy to affairs of state
and diplomatic maneuverings. In addi-
tion, he must have enthusiastically
aided Jefferson’s continuing plans for
an expedition to the Pacific.

After Congressional approval had
been obtained in January 1803, Lewis
hurriedly began his preparations.
Tutored in Philadelphia by Caspar
Wistar, Benjamin Smith Barton,
and Benjamin Rush in botany, zoology,
medicine and Indian history, he
traveled to Lancaster to learn about
astronomy from Andrew Ellicott. At
the same time he oversaw the acquisi-
tion of necessary supplies and equip-
ment, taking time to modify the size
and action of the standard rifle, to
devise a collapsible iron-frame canoe,
and to concoct a dehydrated soup.

Taking leave of Jefferson on July 4,
1803, Lewis hurried to Pittsburgh
to pick up his fifty-five-foot keelboat.
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After traveling down the Ohio River,
he met his friend and fellow-explorer
William Clark, and wintered his

men outside St. Louis. Heading up the
Missouri River on May 14, 1804,
Lewis led the expedition to winter
quarters near a Mandan settlement in
present-day North Dakota. Proceed-
ing again in April 1805, he conducted
his small band through unexplored
and hostile territory across the Rocky
Mountains to the mouth of the
Columbia River. After another winter,
he headed back along much the

same route, arriving in St. Louis on
September 23, 1806, with the loss of
only one man due to sickness.

He reported to Jefferson, “In obedi-
ance to your orders we have peni-
trated the Continent of North America
to the Pacific Ocean, and sufficiantly
explored the interior of the country
to affirm with confidence that we
have discovered the most practicable
rout which dose exist across the
Continent by means of the navigable
branches of the Missouri and Colum-
bia Rivers.” As the expedition had
been given up for lost, years later
Jefferson recalled to Paul Allen that
“never did a similar event excite more
joy thro’ the United States.”

Arriving in Washington with a

roup of Indian representatives, Lewis,
along with Clark, to whom he always
gave equal credit, was toasted and
féted. As a suitable reward for such a
successful mission, Lewis was granted
fifteen hundred acres of western
land and appointed governor of the
Territory of Upper Louisiana.

Upon arriving in St. Louis in March
1808, over a year after his appoint-
ment, Lewis found local affairs in
chaos. He soon brought about order by
having the laws codified, establish-
ing a militia, and stabilizing the
frontier. Riding east in 1809 on his
way to Washington to conduct govern-
mental business and oversee the
publication of his journals, Lewis died
in a cabin in Tennessee. While the
evidence strongly points to murder,
Lewis was officially declared a suicide.

By tradition, this portrait was
made by Saint-Mémin, just before
Lewis departed on the expedition, and
was sent to his mother at Locust
Hill. The engraved plate which accom-
panied all Saint-Mémin portraits was
unfortunately destroyed in a fire at
Locust Hill about 1837. The portrait

‘could also have been done with the

Indian portraits in 1807, but there is a
second profile by Saint-Mémin lack-
ing the engraved plate which was
more likely to have been done at that
time. Saint-Mémin also drew a rough
full-length sketch of Lewis in buck-
skin and Indian dress. However, the
model for that drawing may have been
Charles Willson Peale’s identically
dressed wax effigy in the Philadelphia
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Museum, completed after Lewis’
death, since the sketch belonged to
Clark. About 1815 William Strickland
made an aquatint of the full-length
sketch for publication in the

Analectic Magazine. G.v.

125 Thomas Jefferson

CHARLES-BALTHAZAR-JULIEN
FEVRET DE SAINT-MEMIN
1770-1852

Black and white crayon on paper 1804
60.5 x 43.2 (231346 x 17)

Lent by The Worcester Art Museum,
Massachusetts

Jefferson’s payment on November 27,
1804, for the original crayon, the
copperplate engraved from this draw-
ing, and forty-eight small engravings
struck from it, was most probably
made, as was customary, on the day of
the sitting. Jefferson, portrayed at

age sixty-one, approaching the end of
his first term as president and already
elected to a second term, must have sat
for the thirty-four-year-old Saint-
M¢émin at the artist’s rooms in David
Shoemaker’s house on F Street in
Washington, where the profilist’s
cumbersome physiognotrace was
housed.

Saint-Mémin engraved a second
copper plate of his Jefferson and was
striking prints from it for commercial
sale at the time of Jefferson’s second
inauguration. That Jefferson’s con-
temporaries found these prints attrac-
tive is indicated by the many examples
which have survived. It was this
print, in fact, which Thomas Gim-
brede used as the basis for his likeness
of Jefferson in the apotheosis titled
Jefferson the Pride of America, which
he engraved just after Jefferson’s
retirement from the presidency. Later
this likeness was copied in Paris in a
lithograph by Langlumé dedicated to
Jefferson’s friend David Warden,
“ancien Consul des états Unis a Paris.”
Through further copies the Saint-
M¢émin portrait, Jefferson, became a
widely circulated and familiar image
in France. Cherished by some of
Jefferson’s descendants as an especially
characteristic likeness, the Saint-
Mémin portrait was extensively dis- replica, bearing the likeness within

and persistently admired. University of Virginia. Besides the
Both copperplates still survive: the original prints taken from the oval

without letters in recent years. The  Society and in bronze at Monticello
tributed in both America and France an oval, in the Alderman Library of the Langlumé lithograph and its various  and the Henry Francis DuPont

derivations survive in the Bibliothéque Winterthur Museum) are only the
nationale. Gimbrede’s apotheosis more notable of the many likenesses

original, enclosed in a circle, in plate early in the nineteenth century, and a bas-relief by George Miller (in  copied from the image engraved from

the Princeton University Library; the  printings from it have been made

plaster at the American Philosophical the oval copperplate. A.B.
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126 Portrait of an Osage Warrior
CHARLES-BALTHAZAR-JULIEN
FEVRET DE SAINT-MEMIN
1770-1852
Crayon on pink paper c. 1807

53.4x38.7 (21% x 15%)
Inscribed: Guerrier/Osage

In a secret message to Congress on
January 18, 1803, Jefferson officially
initiated the expedition of Meriwether
Lewis and William Clark some
months before the actual signing of
the Louisiana Treaty. Jefferson had
conceived of an overland expedition to
the Pacific Ocean as early as 1783.

He hoped to establish trading posts
with the Indians and to determine a
feasible trade route to the coast; in
addition, he wanted to obtain a reli-
able record and collection of geo-
graphical, geological, and botanical
data, and an account of the Indian
tribes, their history, culture, and
language.

Jefterson maintained a life-long in-
terest in the Indians: “A people with
whom, in the early part of my life,

I was very familiar, and acquired im-
pressions of attachment and com-
miseration for them which have never
been obliterated.” In the Notes on

the State of Virginia, he defended the
Indian from the uninformed dis-
paragement of the French naturalist,
Buffon. He also noted, “Itis. ..

very much to be lamented, that we
have suffered so many of the Indian
tribes already to extinguish, without
our having previously collected and
deposited in the records of literature,
the general rudiments at least of

the languages they spoke.” Jefferson
began to record the vocabulary of as
many different Indian tribes as was
possible. In 1801 he wrote to William
Dunbar that he had a “tolerably

full” collection that included thirty
tribal languages. These manuscripts
were unfortunately destroyed while
being shipped from Washington

to Monticello. With this long-standing
interest, Jefferson instructed Lewis

to invite members of the various
Indian tribes to send envoys to Wash-
ington. Delegations began arriving
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Crayon on paper c. 1807
54x38.7 (21%4 x 15%)
Inscribed: Cachasunghia/guerrier
Osage

almost continually, beginning in July
1804. Mrs. Margaret Bayard Smith
described a group of Mandan, Osage,
Delaware, and other Indians from
the plains who arrived in Washington
in December 1805: “Tall, erect,
finely proportioned and majestic in
their appearance, dignified, graceful
and lofty in their demeanor, they
seemed to be nature’s own nobility.”
In December 1806, Lewis himself
returned with members of the
Great Osage, Little Osage, and
Mandan tribes. On Jefferson’s order,
Lewis, Clark, and several other mem-
bers of the expedition kept extensive
journals, and Lewis planned to have
his published in three volumes by
C. and A. Conrad of Philadelphia, the
second volume to be entirely de-
voted to descriptions of the western
Indians. While in Philadelphia in
May 1807, Lewis recorded in his ac-
count book, “paid St. Mémin for like-
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nesses of the indians &c necessary

to my publication.” It is not known if
Saint-Mémin made the physiogno-
traces in Washington or Philadelphia
as he and the Indians were in both
cities in 1807, but the crayon portraits
of the Osage warrior, Cachasunghia,
and the chief of the Little Osages

are probably among those drawings
purchased by Lewis.

The watercolor, reduced from the
sketch of the Little Osage chief, is one
of five watercolors originally owned
by Sir Augustus John Foster, secretary
to the British minister in Wash-
ington from 1804 to 1807. Fascinated
by the plains Indians, Foster wrote
extensive notes on the various Indian
delegations in Washington, and
commissioned paintings from at least
two artists. The five highly tinted
watercolors, unique in Saint-Mémin's
oeuvre, were intended to record the
exact dress, ornament and clothing of
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128 Portrait of a Chief of the Little Osages

Crayon on paper c. 1807
54x38.7 (21%4x15%)
Inscribed: Indien chef/des petits
Osages

the Indians. Historically, these por-
traits are important, as the physiogno-
trace technique offered the first
ethnological depiction of the American
native and introduced a new degree

of scientific exactitude in depictions of
them.

Jefferson’s wish that the Indians
appear in their native dress in Wash-
ington was a direct indication of his
concern for recording and preserving
Indian culture. The entrance hall
at Monticello he describes as “a kind
of Indian Hall” with Indian statuary,
weapons, implements, maps, and other
paraphernalia arranged on the walls
and tables. The crayon portrait of the
Little Osage chief in his American
military jacket shows how quickly
Indian dress was relinquished for that
of the white man. c.v.

129 Indian Chief of the Little Osages
Watercolor on paper c. 1807

19x16.2 (7% x6%8)

Signed: St. Mémin fecit

Lent by the New-York Historical

Society, New York
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130 Indian peace medal

ROBERT SCOTT active ¢. 1800

Silver

10.1 (4) diam.

Inscribed on obverse: TH. JEFFERSON
PRESIDENT OF U.S. A.D. 1801;

on reverse: PEACE AND FRIENDSHIP
Lent by the National Museum of
History and Technology, Smithsonian
Institution

It had been the custom for the British,
French and Spanish governments
to present medals bearing the mon-

131 Telescope

CARY OF LONDON

Brass and wood with leather wrap

c. 1800

143.8 (56%8) long

Lent by the Missouri Historical Society,
St. Louis

When the party of explorers led by
Lewis and Clark set off up the Missouri
River “under a jentle brease,” they
carried in their baggage the Ship’s
Master’s Telescope. It belonged to
Meriwether Lewis, Jefferson’s neighbor
and private secretary, who had been
asked by the president to organize the
expedition with William Clark in

the spring of 1803. Jefferson was con-
cerned that the party be well equipped
and authorized Lewis to secure the
necessary navigation instruments, but
in Lewis’ summary of accounts the
large telescope is not mentioned,

arch’s portrait to friendly Indian chiefs.
The medals were used to establish
authority over the tribes and to sym-

bolize friendship between the Euro-
peans and the Indians. After the

American Revolution, the United

States wished to emphasize that the
government now had legal right to

the territories between the Alleghenies

and the Mississippi and continued

the custom of issuing medals, although
under Washington and Adams none

of these showed the image of the
president. Three of them were de-

although a small pocket glass was pur-
chased in Philadelphia. In all likeFi-
hood he had acquired it before em-
barking on preparations for “the dar-
ling project of my heart,” as Lewis
called the expedition. W.H.A.

signed by Trumbull and struck in
England by Boulton and Watt. Jef-
ferson’s peace medal was the first to
show the “Great Father” in the tradi-
tion of European monarchs. The
reverse shows the hands of an Ameri-
can officer and an Indian clasped

in friendship. A bracelet worn by the
Indian signifies his loyalty to the
United States government. The medals
were worn around the neck as can

be seen in some of Saint-Mémin’s por-
traits of the Indians who visited
Washington in 1805-1806 and were
received by Jefferson (see nos. 126-
129). On that occasion Jefferson
explained that with the acquisition of
Louisiana, “we are now your fathers;
and you shall not lose by the change.”
A Philadelphia newspaper corre-
spondent noted that: “Some had the
likeness of Jefferson, engraved in

silver, I believe, hanging at their
breasts. . . .” Jefferson’s interest in
Indians went back to the time when he
was a boy and met the Cherokee chief
“Ontassété” several times at his father’s
house. In 1762, while at Williams-
burg, the same chief visited the

town before traveling to England

to be received by George I11. Many
years later, Jefferson remembered a
moving speech made by “Ontassété”
to his tribe: “His sounding voice,

distinct articulation, animated action,
and the solemn silence of his people

at their several fires, filled one with awe
and veneration, although I did not
understand a word he uttered.” He
took his responsibilities toward the
Indians very seriously and on several
occasions made speeches to visiting
groups of chiefs. In one of these

he said:

We are all now of one family, born
in the same land, and bound to live
as brothers, and the strangers from
beyond the great water are gone from
among us the great Spirit has given
you strength, and has given us
strength; not that we might hurt one
another, but to do each other all

the good in our power.

The Jefferson peace medals came
in three sizes: just over four inches,
three inches, and 28 inches in
diameter. They were considered so
handsome that even after Madison be-
came president they continued for
a time to be used. William Thornton,
the architect, who was asked to make
a drawing of Madison, considered
“The Figure of Mr. Jefferson on the
medal is like nothing human or
divine.” r.w.

131a Moon Globe
JOHN RUSSELL 1745-1806

Lent by the Science Museum, London

Russell’s moon globe was the most
accurate representation of the visible
side of the moon that had yet been
attempted. His careful observations
through a telescope were recorded in
many pencil sketches and used as a
basis for a large pastel map of the
moon in the Radcliffe Observatory,
Oxford. Two maps, known as the
Lunar Planispheres, were also en-
graved to show the full face of the
moon. Russell also advertised in 1796
a globe or Selenographia made up of
tapering gores, which had details

of the moon’s surface engraved on
them. Although the price was a modest
five guineas, the public response was
disappointing and very few examples
were made. R.W.
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132 Alexander von Humboldt

FRIEDRICH GEORG WEITSCH
1758-1828

Oil on canvas 1806

125 x92 (49%6 x 36%46)

Inscribed lower center: ALEXANDER/
von HUMBOLDT

National-Galerie, Berlin

Alexander von Humboldt (1769-
1859) was one of the most distin-
guished scientists and most famous
men of his day. He had an interest in

a wide range of subjects including
zoology, geology, botany, and astron-
omy, but he was most celebrated

for his travels with Aimé Bonpland
between 1799 and 1804 in South and
Central America, territories, which,
until then, had hardly been scien-
tifically explored or surveyed. It was on
his way back to Europe in May and
June 1804 that Humboldt visited the
United States, which he was particu-
larly anxious to see, and met Jeffer-
son, who had not long before sent off
the Lewis and Clark expedition to

the Pacific. In his letter to Jefferson,
announcing his arrival, Humboldt
wrote, “I feel it my pleasant duty to
present my respects and express my
high admiration for your writings, your
actions and the liberalism of your
ideas which have inspired me from my
earliest youth . .. I could not resist
the moral obligation to see the United
States and enjoy the consoling as-
pects of a people who understand the
precious gift of liberty.” Even before
then the two men may have been in
touch, because a twenty-two-page
manuscript in Humboldt’s handwrit-
ing, now among the Jefferson Papers,
is annotated by the president and
dated April 7, 1804, before Humboldt
even landed in the United States.

The subject was statistical information
on Mexico and Louisiana, one which
naturally greatly interested Jefferson
after his successful Louisiana Purchase
of 1803, especially as he would not
have been able to glean any informa-
tion from the obstructive Spanish
government.

While staying in Philadelphia,
before going on to Washington, Hum-
boldt was made a member of the
American Philosophical Society. Dr.
Benjamin Rush, the friend and cor-
respondent of Jefferson, Benjamin
Smith Barton, the botanist, and others
took the savant in charge. Charles
Willson Peale showed Humboldt the
curiosities of his museum, including
the celebrated mastodon (see no. 104).
Jefferson’s reply to Humboldt’s letter
indicated how anxious he was to
meet the traveler. “The countries you
have visited are of those least known
and most interesting, and a lively
desire will be felt generally to receive

the information you will be able to
ive. No one will feel it more strongly
than myself, because no one, per-
haps, views this new world with more
partial hopes of its exhibiting an
ameliorated state of the human condi-
tion.” When the two finally met,
Jefferson was able to take advantage
of Humboldt’s first-hand knowledge of
Mexico, through political, economic
and geographic statistics together with

an invaluable collection of maps,

to gain more information about the
new southern neighbor of the United
States and establish the proper fron-
tier between them. In the absence of
accurate surveys there were certain

to be disputes over boundaries. Jeffer-
son must have found his visitor, who as
well as meeting the president in
Washington, also visited Monticello,
ready to talk on any subject. Ac-

cording to the president’s secretary,
“Jefferson welcomed him with the
greatest cordiality and listened eagerly
to the treasure of information.”
Albert Gallatin, who was later to be a
close friend of Humboldt’s in Paris,
wrote about him, ‘“He speaks twice as
fast as anyone I know, German,
French, Spanish, and English all
together, but I am really delighted, and
received more information of vari-
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ous kinds in less than two hours than

I had for two years past in all I read
and heard.” Humboldt was equall
delighted with his impression of!e er-
son and in his farewell letter before
returning to France wrote of his “good
fortune to see the first Magistrate of
this great republic living with the
simplicity of a philosopher. . . .” Both
men had much in common in their
boundless curiosity and polymathic ap-
proach to knowledge and their liberal
politics; support for the French
Revolution and detestation of slavery
would have been further links.

There were plans for Humboldt to
return to the United States and ex-
plore the Pacific coast as far as Alaska,
continuing, as it were, the work of
Lewis and Clark, but his researches and
the publication of the monumental
Voyage de Humboldt et Bonpland
kept him in Europe. Humboldt corre-
sponded with his American friends,
and the first part of the Essai politique
sur le Royaume de la Nouvelle Espagne
arrived in 1808 and was duly acknowl-
edged just as Jefferson was pre-
paring to leave office and bury himself
“in the groves of Monticello and
become a mere spectator of the passing
events.” Later parts of the Essai
were also sent to Jefferson, and Hum-
boldt recalled his happy memories:
“My thoughts dwell often in Monti-
cello, and 1t is then that I picture
the statesman, who established the wel-
fare of an entire continent, among
his magnolia trees. Tears come to my
eyes when I imagine the most virtuous
of men living in such happiness.”

In his book Humboldt was following
Jefferson’s idea of a geographic, eco-
nomic and social survey of a region, the
larger area of Mexico being substi-
tuted for Virginia. Humboldt had of
‘course read Notes on the State of
Virginia, and he refers to it in several
complimentary remarks on Jefferson.
He mentions that the slave trade would
have been abolished long before had
Jefferson, “a magistrate whose name is
dear to all true friends of humanity,”
been permitted to do so. On the

Lewis and Clark expedition, Humboldt
explained that “this praiseworthy
journey of Captain Lewis was carried
out under the patronage of Mr. Jef-
ferson who by this important service
to science has added new reasons for
the gratitude owed him by scholars of
every nation.” In return Jefferson

sent Humboldt, at his request, a

copy of the Notes, with a letter ex-
pressing diffidence that “they must
appear chétif enough to the author of
the great work on South America.

But from the widow her mite was
welcome. . ..”

In this painting, Humboldt has been
depicted somewhere on the Orinoco
about to put an alstroemeria into his
specimen book for pressing. R.w.

ANTIQUITY

133 The Medici Venus;
Aphrodite Rising from the Sea

Ist century B.C.~1Ist century A.D.
Large-grained Greek Island (?) marble
153 (6024) high

Signed on the front of the base by the
Athenian copyist Kleomenes, son of
Apollodoros, as maker: KAEOMENHZ
A7TOAAOAQPOT AGHNAIOZ
ETOQEZEN (authenticity of
signature contested)

Lent by the Galleria degli Uffizi,
Florence

About 1771, when Thomas Jefferson
was twenty-ei§ht years old, courting
Martha Wayles Skelton and complet-
ing designs for the main house of
his proposed Palladian villa at Monti-
cello, he composed a list of desiderata
for “Statues, Paintings &c” that would
have made, had he acquired them,
one of the first art galleries of virtl in
the Western Hemisphere. Heading
the list was the “Venus of Medicis.
Florence,” the best-known image of
the goddess of love and of female
beauty during his age. Like the rest of
Jefterson’s selections and their order-
ing, the choice shows that he was fully
aware of the best aesthetic judg-
ments of the cultured and influential
English gentleman of taste, long
before he arrived in Europe in 1784 as
Minister Plenipotentiary to France.
Jefferson’s very early humanistic
studies in classical languages and
literature were further cultivated and
refined in the select company of his
tutor William Small, his lawyer-
mentor George Wythe, and Virginia’s
governor Francis Fauquier, when
Jefferson was a student at William and
Mary College and a young lawyer
in Williamsburg. But his specific in-
terest in the visual arts probably began
in discussions with Dr. John Morgan
(1735-1789) of Philadelphia and his
circle, with whom Jefferson visited
in 1766 (the year before commencing
work on Monticello), preceded by
recommendations as a “‘gentleman
eminently worthy of your acquain-
tance.” The accomplished physician,
who became the founder of the Penn-
sylvania School of Medicine and who
no doubt knew Governor James
8 Hamilton and Captain Charles Cruik-
g - shank, both collectors of paintings
. and antiquities, had visited Scotland
&:*‘é‘ P " for additional medical training, and
KL k. WA after that had undertaken a Grand
s . =t Tour of the continent. There he met
R e o ny many persons of distinction in sci-
s ence, politics, and the arts, including
not only such notables as Voltaire
but the lesser-known Scottish émigré
artist, art dealer, and sometime
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archaeologist-excavator, James Byers,
his teacher and guide to the antiquities
of Rome. Morgan, who formed a
small art collection and commissioned
copies of famous works, including
cartoons of Raphael, kept a journal
recording many of the notable sculp-
tures and paintings he saw in the
manner OF Joseph Addison’s and, espe-
cially, Jonathan Richardson’s travel
books that accompanied touring
English amateurs. These and other
books on the mirabilia of Italy were
also known to Jefferson, and they were
in his well-used library. It is ap-
parently on the basis of their descrip-
tions and illustrations, as well as

prints and other sources, that he made
his selections.

Many of the sculptures Jefferson
listed were considered by his sources to
be the major works of antiquity. And
the Medici Venus was especiaﬁy
prominent among them. Daniel Webb
praised her unsurpassed “beauty
and tenderness,” ranking the work
even above the efforts of Raphael. In
chatty dialogues where her copy served
as a vehicle for long rhapsodic de-
scriptions of the virtues and seductive
charms of the goddess, the antiquarian
Joseph Spence concluded that “there
is nothing in marble equal to the
Venus of Medicis for softness and
tenderness.” And, for his part, Addison
observed that “the Softness of the
Flesh, the Delicacy of the Shape, Air,
and Posture, and the Correctness of
Design in this Statue are inexplicable.”

Of special interest is the account of
Richardson:

... the Tribunal. It is octangular,
about 25 or 30 foot diameter with
windows at the top. . . . The figure
fronting the door is the Venus

of Medicis, of clear white marble. . .:
When the sun shines on it, (for I
have seen it at all hours of the

day, and in all accidents of light)
tis almost transparent. . . . it has too
such a fleshy softness, one would
think it would yield to the touch. It
has such a beauty, and delicacy; such
a lightness. . . . When I had spent
above ten hours in this gallery con-
sidering the beauty of the statues
there |including the Faun, Knife-
Grinder, and Wrestlers of the list;
see Note, below] and perpetually
found something new to admire
"twas yet impossible to keep my eyes
off this [figure] three minutes whilst
I was in the room.

Similarities are noteworthy between
this description of the Tribune and
the proposed plan for the Medici
Venus and her companions from the
villas and palaces of Florence and
Rome, in Jefferson’s “Parlour” at
Monticello. That central hall—first
planned as a solitary rectangular space,
then backed by a gallery which was

subsequently incorporated into an
enlarged quasi-octagonal room, later
meant to be wholly faceted—was
designed with two niches for sculptures
facing the entry portico. The Venus
was surely intended by Jefferson for
that place, along with a pendant—
initiaﬁy a consort of male beauty, the
Apollo Belvedere, whose cold and
awesome narcissistic perfection was,
after consideration, replaced by a

more human and sustainedly com-
patible example of heroic strength and
moral virtue, the Farnese Hercules
(see Note, below).

Descriptions of Martha Wayles
Skelton, the young widow and recent
mother whom Jefterson married on
New Year’s Day 1772, bear a striking
resemblance to the youthful and
experienced appearance of the Medici
Venus. She was reportedly distin-
guished for her beauty, was slight and
exquisitely formed, had luxuriant
hair, a glowing complexion, and large
expressive efres; she was also vivaci-
ous, musically gifted, well read, in-
telligent, and capable in many practical
ways. Jefferson reportedly won her
affections over various rivals and after
their marriage took her to his solitary
mountain, where work had already
begun for a house, made after his own
ideas and with classical imagination.

Whether the Medici Venus in-
tended for Monticello was to be an
antique version of the statue type,

a modern marble copy, a cast, or some
other sort of reproduction is not
known. Many copies of this statue, and
others on the list, were noted by
Jefterson’s several sources. The observa-
tions of Addison are especially
informative:

There are many ancient statues of
the Venus de Medicis . . . the Her-
cules Farnese, the Antinous, and
other beautiful originals of the
ancients, that are already drawn out
of the Rubbish where they lay con-
ceal’d for so many ages. I have
observed more that are formed after
the Venus of Medicis than any other,
from whence I believe . . . it was
the most celebrated statue among
the ancients, as well as among the
moderns.

The Venus of the pudica type, rep-
resented in the Medici statue, had
profoundly influenced the designs of
Western artists ever since the late
Middle Ages. By Jefferson’s time, this,
its best-known example, had been
reproduced in a range of media and
sizes. It had become a favorite pur-
chase of eighteenth-century antiquarian
collectors and amateurs for the art
galleries of their palatial homes.

Unfortunately, no version of the
Medici Venus statue was ever acquired
for Monticello. Jefferson did, how-
ever, later own a marble copy of
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another famous ancient work described
by his sources—the Sleeping Ariadne
in the Vatican Museum, then popu-
larly called a “Nymph” or the “Dying
Cleopatra.” In 1;71 he had con-
templated using such a figure in a
grotto by a temple and brook in his
garden. The scheme and the Latin
nscription to accompany it were
elements in a venerable classic-roman-
tic idyll once realized at the country
house of Alexander Pope, whose
quatrain-translation Jefferson wished
to use.

Like the Venus of Melos, which,
since its discovery in the early nine-
teenth century, has become a rival in
fame, the Medici Venus is a Hel-
lenistic-academic improvisation upon
several well-known more ancient
sculptural motifs. The nude’s modest
(pudica) pose, which ostensibly
conceals but also identifies the source
of her elemental powers, originates in
fertility figures og) the ancient Near
East; these in turn descend from a
Stone Age ancestry. The classical pose
was the famous late-fourth-century
invention, or revival, by Praxiteles of
Athens in the Bathing Aphrodite
at Knidos, whose beauties reportedly
moved its owners to prodigal lust and
attracted, for over half a millenium,
a ceaseless pilgrimage of admirers to
the eastern Greek island. In the
Medici Venus, the melting, pulsating,
impressionist rendering; the dainty
qualities found especially in the head;
and much else in the treatment follow
directly upon, and amplify, the
means of the great Athenian master
of sensuality. The body ;})lose is ap-
parently still closer to the work of his
followers, or a Skopasian rival, known
from a more self-covering variant,
Aphrodite Surprised at Her Bath, best
represented by a fine copy in the
Capitoline Museum. The youthful,
very feminine proportions, the lifelike
scale, and the coquettish demeanor
of the Medici statue are innovations
presenting a more provocative formula
than either of its forerunners. The
subject, the birth of Venus, is also new,
but adds a measure of dignity in its
very humanized interpretation. The
original version of this Aphrodite has
been variously attributed by archae-
ologists to naturalistic interpreters
from the end of the fourth to the late
second century B.C. The Medici
Venus was probably made in the same
early Roman imperial school as the
Louvre Germanicus, signed by the
Athenian copyist Kleomenes, son of
Kleomenes, and the better-known
Augustus Prima Porta, which has a
virtually identical support. Despite its
variations from other copies of the
same type, an extensively renovated
surface, erroneously reset head, and
somewhat stiffly restored arms (by
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Ercole Ferrata, c. 1680), the Medici
Venus is, if not the original com-
position, clearly our finest replica. s.H.

NOTE: THOMAS JEFFERSON’S
PROJECTED ART GALLERY FOR
MONTICELLO

The following list of works intended
for Monticello appears in a part of
Jefferson’s building notebook that has
been dated about 1771. The modern
identifications of the ancient sculp-
tures, their present locations, the
probable inspirations for their selec-
tion in the library of Jefferson, and

one or two recent comprehensive treat-
ments are given in the annotations

for the numbered entries. It is diffi-
cult to assess the identity of item
number 8 from Jefferson’s known
sources; the identities of numbers 4
and 10, though conjectured, seem as-
sured; number 13 is probably the
famous Renaissance statue group. The
paintings whose titles (occasionally
amplified) reappear in Jefferson’s
library notebook, with a list of art
books and other paintings that he may
have wished to acquired from Europe
about 1782, were apparently derived
from sources besides books. Addi-
tions to the Monticello list, below,
like the reference to Bellini, etc., made

" about 1782, show that the paintings,

and perhaps the rest of the works,
were probably intended to be copies
and have decorative functions; the
sculptural groups (11-13) apparently
were meant to be duplicated in
ceramic figurines. For reproductions of
the lists and brief discussions of their
date and contents, see Fiske Kim-
ball’s Thomas Jefferson, Architect,
p- 136, fig. 79; and his “Jefferson and
the Arts,” pp. 241f.; and Berman,

p- 77, 96t.
Fl] Venus of Medicis. Florence
Apollo of Belvedere. Rome [struck]
line division)
2] Hercules Farnese. Rome [joined
to 1 with a bracket]
[3; interlineated] Apollo of Belvedere.
Rome
[4] Antinous. Florence [sic] [joined
to 3 with a bracket]
(line division]

5] Dancing Faunus

6] Messenger Pulling out a thorn

7] Roman slave whetting his knife
8] The gladiator at Montalto

9] Myrmillo expiring. Rome

10] The Gladiator reposing himself
after the engagement. (companion
to the former.)
di terra cotta. [written vertically before
the next three entries]

[11] Hercules & Antaeus. see
Cheselden’s anatomy

[12] the two wrestlers

1 3}1 the Rape of the Sabines

(3

[wide space]

gures)
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Venus de” Medici, engraving from
Perrier (see no. 161)

[14] St Paul preaching at Athens.

[15] St Ignatius at prayer

[16] Jephtha meeting his dautr.

[17] Sacrifice of Iphigenia.

[18] History of Selencus giving his
beloved wife Stra-/-tonice to his only
son Selencus who languished/for her.
Florence.

[19] Diana Venatrix [sic] (see
Spence’s Polymetis)

[later addition in another ink]

Bellini tells me that historical paintings
on canvas 6.f. by 12 f. will cost £15
sterl. if cop?. by a good hand/

(line division]

Fresco painting of landscape or archi-
tecture/cost 4?’*]% the sq. foot.

(line division]

damask silk hangings cost 30/the

sq. yard.

[page struck through with diagonal
line]

1. Copy by Kleomenes of Athens of
Hellenistic Aphrodite Rising from the
Sea, Tribune, Ufhzi, Florence.

2. Copy by Glykon of Athens after
Lysippos, Herakles Resting After His
Labors, National Museum, Naples.
Addison, pp. 197, 202, 260; Perrier,
pls. 2—4; Richardson, pp. 66, 127f.,
130f., 156; Spence, pp. 83, 114f.,

pl. 16; Webb, p. 46; Johnson, pp.
196ft., 298, no. Sla; A. Reusch, Guida
illustrata del Museo nazionale di
Napoli (Naples, 1909), p. 90, no. 280.
3. Copy after Leochares (?), Apollo
Shooting His Bow (?), Belvedere
Court, Vatican Museum, Rome.

Addison, pp. 202, 260; Perrier, pls.
30-31; Richardson, pp. 126, 156, 275;
Spence, pp. 83f. (in a rotunda),

pl. 11; Webb, pp. 43, 54, 63, 159, 197.
W. Helbig, Fiihrer durch die
offentlichen Sammlungen klassicher
Altertiimer in Rom (Tubingen,
1963-), no. 226; W. Amelung, Die
Sculpturen des vaticanischen Museums
(Berlin, 1903-1908), 2:256, no. 92,
pl. 12.

4. (?) Copy after Praxiteles(?),
Hermes Psychopompos (of Andros
type), Belvedere Court, Vatican
Museum, Rome. Addison, pp. 197,
203; Perrier, pl. 53; Richardson, pp. 46
(“Bust . . . divine” in “Florence”),
55 (“Florence™), 126, 148, 149, 156,
164, 167, 280 (*Vatican), 284.
Helbig, no. 246; Amelung, 2:132,

no. 53, pl. 12.

5. Copy of Hellenistic Satyr Sound-
ing a Kronpezion (clapper), from
“Invitation to the Dance” group,
Tribune, Ufhizi, Florence. Richardson,
p- 57; Spence, p. 253, pl. 35, fig. 8.
Mansuelli, no. 51.

6. Copy of Hellenistic Boy Pulling
Thorn from His Foot (“Spinario”),
Conservatory Museum, Rome. Perrier,
pl. 42; Richardson, p. 115 (“Slave
taking a thorn out of his Foot”).
Helbig, no. 1448; H. S. Jones, Sculp-
tures of the Palazzo dei Conservatori
(Oxford, 1926), pp. 43ff.,, no. 2,

pl. 60.

7. Copy of Pergamene(?) Scythian
Sharpening Knife, from Flaying of
Marsyas group, Tribune, Ufhzi,
Florence. Addison, p. 243, “Roman
slave whetting knife”; Perrier, pl. 17
“Explorator . . . Hortis Mediceis”;
Richardson, p. 57. Mansuelli, no. 55.

8. (?) (a) Copy by Agasias after a
Hellenistic follower of Lysippos,
Fighting Warrior (“Borghese Gladia-
tor”), Louvre, Paris. Perrier, pls.
26-29; Richardson, pp. 156, 298. (b)
An athletic figure from the Montalto-
Negroni-Massimi collection (bought
and dispersed by Thomas Jenkins in
Rome during the late 18th C.). Cf.,
e.g., F. de Clarac, Musée de sculpture
antique et moderne . . . (Paris,
1841-), nos. 2175c (Massimi Athlete),
2182 (Negroni Boxer), 2196 (Mon-
talto copy of Naukides’ Practicing
Discobolos, illustrated in B. Cavaceppi,
Raccolta d’antiche statue . . . [Rome,
1769], 2: pl. 42), or D. de Rossi

and P. A. Maffei, Raccolta di statue
antiche e moderne . . . (Rome, 1704),
pl. 69 (Kleomenes’ pastiche of a
Julio-Claudian Prince and a 5th cen-
tury B.C. Hermes; “Germanico . . .

fu nella villa Montalto, oggi in
Francia”) and pl. 70 (Lyssipic Hermes
Binding His Sandal; “Cincinnato . . .
fu nella Villa Montalto”). (The rest
of the statues on Jefferson’s list

appear in Rossi and Maffei’s popular
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picture book [Jefferson list no. 1:
Rossi and Maffei pl. 27; 2: 49-50;
3:2;4:3;5:35;6:23;7:41;8:275-
76, “Gladiatore . . . Borghesii”; 9:

65; 10: 66, “Marte”; 11: 43; 12: 29];
it was perhaps used by him [cf. further
13].) (c) Other.

9. Copy after Epigonos of Pergamon
(?), Dying Gaul Captain (“Dying
Gladiator”), Capitoline Museum,
Rome. Perrier, pl. 91, “Mirmillo
deficiens . . . Hortis Ludovisianis”;
Richardson, p. 301, “Myrmillo dying
. .. see print in Perrier”; Spence,

p- 83. Helbig, no. 1436; H. S. Jones,
The Sculptures of the Museo Capi-
tolino (Oxford, 1912), p. 338, no. 1,
pl. 85.

10. (?) Copy of Skopaic or Lysippic
(?) Resting Ares with Eros (“Ludovisi
Ares”), National Museum, Terme,
Rome. Perrier, pl. 38, “Mars quiescens
... Hortis Ludovisianis.” Helbig,

no. 2345.

11. Copy of Hellenistic Wrestlers
(“Herakles and Antaeus”), Court-
yard, Pitti Palace, Florence. Addison,
pp. 1781, 236; W. Cheselden, The
Anatomy of the Human Body, 5th ed.
(London, 1740), p. 131, pl. 120,
“after famous statue of Hercules and
Antaeus muscles explained . . .”;
Spence, pp. 121f,, pl. 19, fig. 1,
“Palazzo Pitti, Florence.” H. Diitschke,
Antiken Bildwerke in Oberitalien
(Leipzig, 1878), 2:18, no. 37; P. B.
Bober, Drawings After the Antique

by Amico Aspertini (London, 1957),
pp. 72f., fig. 93; H. H. Brummer, The
Statue Court in the Vatican Belvedere
(Stockholm, 1970), figs. 117f.

12. Copy of Hellenistic Wrestlers,
Tribune, Ufhzi, Florence. Addison,
p. 243; Perrier, pls. 35-36; Richardson,
p- 57. Mansuelli, no. 61.

13. (?) Giovanni da Bologna, Rape
of the Sabines, Loggia dei Lanzi,
Florence. Rossi and Maffei, pp. 46f.,
pl. 47, “. . . Ratto delle Sabine. Opera
di Gio Bologna. In Firenze .. .”

]J. Pope-Hennessey, Italian High
Renaissance and Baroque Sculpture
(London, 1963), 3:82f., pls. 85f.
(erected 1583).

14. School of Raphael, cartoon of

St. Paul Preaching at Athens, Victoria
and Albert Museum, London. Jef-
ferson 1782 list, “Paul Preaching at
Athens, from a cartoon of Ra. Urbin”
(cf. Bridenbaugh, p. 214, Morgan
Raphael cartoons). J. Richardson, An
Essay on the Theory of Painting
(London, 1720), pp. 63, 96f., 126fF.,
136; Webb, pp. 140, 188. J. Shear-
man, Raphael’s Cartoons . . . (Lon-
don, 1972), pp. 212 and passim, pls. I,
39-46.

15. Estebdn Murillo(?), St. Ignatius,
untraced. Probably a copy of the
painting reportedly taken from a cap-
tured Spanish ship and in the collec-

THE PROGRESS OF THE HUMAN

tion of James Hamilton, former
governor of Pennsylvania, at Bush
Hill in the 1760s (cf. Bridenbaugh,
pp- 213£,; thence Kimball, ““Jefferson
and the Arts,” pp. 238f.). Jefferson
1782 list, “‘St Ignatius at Prayer

by .” Not listed in the extensive
catalogues of C. B. Curtis (Velasquez
and Murillo [London, 1883], p. 241)
or P. Lefert (Murillo [Paris, 1892],
p. 88).

16. (?) Giuseppe(?) Zocchi, Jephtha
and His Daughter(?), untraced.
Jefferson 1782 list, “Jeptha meeting
his daughter by Zocchi.” (Reference
to a painting by another artist repro-
duced by this eighteenth-century
Florentine painter, etcher, and repro-
ductive printmaker? See, further, lists
of the subject in A. Pigler, Barock-
themen, 2nd ed. [Budapest, 1974],
1:1194F.)

17. Jefterson 1782 list, “The sacrifice
of Iphigenia.” Reference to some
version of (a) Timanthes, Sacrifice of
Iphigenia, lost in antiquity; Webb,
pp. 147, 160, 192; (b) a “vase with
the sacrifice of Iphigenia . . . ad-
miranda”; Richardson, Statues . .. in
Italy, p. 126; or (c¢) another painting
of the subject (cf. lists in Pigler,
2:324f1.)?

18. Pietro Berrettini called da Cor-
tona, Seleucus and Stratonice, fresco,
Salon of Venus, Pitti Palace, Florence.
Jefferson 1782 list, “Seleucus giving
his wife Stratonice to his son.” Known
to Jefterson through a reproductive
print? (Cf. Stil und Uberlieferung

in der Kunst des Abendlandes; Akten
des 21. Internationalen Kongresses
tiir Kunstgeschichte in Bonn %Ber]in,
1967], 1: pl. 42, fig. 2.) G. Briganti,
Pietro da Cortona (Florence, 1962),
pp. 142f., 2254, 322 (G. Zocchi
reproduction, “Ceres”), fig. 206;

N. Cipriani, La galleria palatina nel
palazzo Pitti a Firenze (Florence,
1966), p. 98, fig. no. 114584.

19. (?) Gem of Diana as Huntress.
Spence, p. 100, pl. 13, fig. 4, “Diana
Venatrix [sic]: an Onyx; in Senator
Buonarotr’s collection, at Florence.”
(Cf. F. Buonaroti, Osservazione
istoriche sopra alcuni medaglioni
antichi [Rome, 1698] and, further,
the copy after Leochares’ [?] Artemis
and Stag [“Versailles Diana”], Louvre,
for the figure-type.) s.H.

MIND



134 Charles Towneley in His Gallery

JOHANN ZOFFANY 1734/5-1810
Oil on canvas 1782

127 x99.06 (50x 39%)

Lent by the Burnley Borough Council,
Towneley Hall Art Gallery and
Museum, England

Charles Towneley (1737-1805) came
from a Roman Catholic and Jacobite
family and was thereby prevented from

taking part in English political life.
His collection of classical sculpture
was thus a substitute activity and,
until the arrival of the Elgin Marbles,

was considered the finest in England.

Subsequently the government bought
the Towneley marbles for £20,000
and presented them to the British
Museum.

The painting shows the upstairs
library i 7 Park Street, now Queen’s
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Gate, Westminster, with an assem-
blage of the best of the Towneley
collection put in at the wish of the
owner. These include the Venus found
at Ostia, particularly admired by
Canova; the Discobolos and A Faun
and Nymph; a statue of Diana crouch-
ing; a bust of Homer excavated at
Baiae; statues of a Youth Silenus

and Cupid; busts of Marcus Aurelius,
Lucius Verus and prominently on
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a table in the center, Clytie. This
last was a particular favorite of
Towneley’s which he called “his
wife.” During the Gordon Riots of
1780, when Towneley, as a Roman
Catholic, had to leave his house

in haste, he took the Clytie with him.
On the top of the bookcase is the
Towneley vase, which is shown in the
exhibition at number 135. The
Discobolos was added to the painting
sometime after 1791, as it was only
discovered in that year. The other
sculpture had been acquired mainly
while Towneley was living in Italy, in-
cluding four years at Rome. This
period, 1765-1772, was one of con-
siderable archaeological activity, and
there was great competition between
Italian and visiting collectors, mainly
English, for newly excavated works
of art, as well as for those being sold
from existing collections.

Towneley is seated on the right,
Pierre Frangois Hugues, known as
d’Hancarville, is sitting at the table
and behind him are Charles Greville
and Thomas Astle. D’Hancarville
was a well-known antiquary and cata-
logued the Towneley collection and Sir
William Hamilton’s collection of
vases, Antiquités étrusques, grecques
et romaines. Jefferson knew him and
they both were at the Pavillon de
St. Denis to say goodbye to the Cos-
ways when Maria and her husband left
Paris. Greville is perhaps known
best for sending his cast-off mistress,
Emma Lyon, to his uncle, the British
envoy at Naples, and so launching
the career of Lady Hamilton. Astle
was an antiquary and collector. The
dog at Towneley’s feet had been
brought back from Kamchatka in 1780
at the end of Cook’s last voyage.

Towneley was famous for his dinner
parties, to which many celebrities
in the art world came, and it was at
his house that Maria Hadfield was in-
troduced to London society by
Angelica Kauffmann and met her
future husband Richard Cosway (see
nos. 340, 341, and 343). Towneley
gave away the bride at the Cosways’
wedding in 1781, five years before
Jefferson met her in Paris. r.w.

MIND



135 The Towneley vase

Parian (?) marble 1st century A.D.
93 (36%8) high, 56 (117) diam.
Lent by the British Museum

The Towneley vase, discovered in
Italy in 1773-1774, found its wa
almost immediately to the London
residence of the noted British collector
Charles Towneley, whose portrait

in his gallery by Zoffany is exhibited at
number 134. The stately original
setting was described by the painter
and biographer J.T. Smith:

The dining-parlour looking over

St. James’s Park was a room in which
Mr. Towneley has entertained per-
sonages of the highest rank in this
kingdom, as well as visitors from all
nations who were eminent for the
brilliancy of their wit or their literary
acquirements; and it contained the
greater part of his statues . . . and one
of the most beautiful vases, perhaps,
in the world: it is embellished with
Bacchanalian figures, and was
brought from the Villa of Antoninus,
where other treasures of art have
been discovered.

The Dionysian orgy depicted around
the vase starts with the goat-legged
Pan clutchin% a large ritual amphora of
wine and explosively saluting his
master. Beneath his arm, a young and
an old satyr, one dressed and one nude,
embrace and drunkenly reel toward
their god Dionysus. The frenzied pro-
cession continues with two dancing
n])]rmphs, or maenads, wearing thin
chitons that slip and lift; one wields a
knife as her partner swings the
severed hindquarter of a kid. They
whirl deliriously around another old
satyr loosely covered by a panther
cloak, with a live beast crouched be-
hind him. He too wildly addresses

and dedicates himself to the wine god.
The diety, mover of libidinous life
forces and rebirth, lets down his torch,
setting the mystery rites in darkness,
and turns his attention to a diaphan-
ously dressed consort, the fertile
priestess Ariadne, who partly supports
him while yielding to his indolence.
The satyr and maenad, who move
away from the royal couple and now
face only each other, are modern
reconstructions except for their lower
extremities. Eight heraldically set
winged and marinelike female creatures
in the decorative frieze below rhyth-
mically face or turn from each other,
holding and sharing libation dishes,
or ohialae.

From the mid-eighteenth century,
a veritable industry dedicated to the
discovery, repair, manufacture, sale and
advertising of antique decorative
objects had been flourishing in the art

" market of Rome. The well-known

antiquities galleries of G.B. Piranesi,
Gavin Hamilton, Thomas Jenkins,
Bartolomeo Cavaceppi, and their con-
freres in Rome were 1n large part
dedicated to these minor arts. Gavin
Hamilton’s letter to Towneley con-
cerning his discovery of the piece tells
something more of its story and
importance:

The vase which I found much broke
[at an imperial villa near Rome]

1s restored with great attention, as
the work deserves, being I think in
point of general form and taste of
Sculptor inferior to none extant.

Specialists first renovated, then came
to fabricate, ornamental antiquities
for visiting amateur collectors on tour
and for entrepreneurs like the Adam
brothers, who used them as neces-
sary appointments for the chaste new
antico living spaces which represented
a reaction against the ebullient
rococo decor associated with the dis-
solute French aristocracy. These
ancient works, and soon after, the less
costly and mass-produced translations
from the ceramic factories of Wedge-
wood, helped to disseminate a
vocabulary for the new classical style.
The licentious mysticism of the
Towneley vase bacchanal may not have
been to the taste of Jefferson; a
more sober decorative classical frieze
of muses from the Wedgewood
works at Etruria ornamented his
dining room fireplace at Monticello.
Versions of sundry decorative classical
reliefs ornament other mantels and
architectural details in Jefferson’s villa.

The vase was bequeathed by
Towneley to the British Museum,
where it was prominently displayed
and there apparently seen by Keats
where it helped to inspire various bac-
chanalian lines in his Ode to a
Grecian Urn, which seems also to al-
lude to other classical pieces. The credo

he memorably expressed in his axiom

‘Beauty is truth, truth beauty’'—
that is all

Ye know on earth,

and all ye need to know

was supported by a classical imagery
then thoroughly permeating the art
and ethos of contemporary society.
The Towneley vase figures are re-
lated to a class of ancient sculptures of
the so-called Neo-Attic school, whose
academic, eclectic, and archaizing
reassessments of masterpieces in the
manner of the Athenian-Periclean
Golden Age flourished through Greco-
Roman times. That ancient neo-
classic movement complemented
modern classical revivals and influ-
enced them through many surviving
works. The Towneley vase sculptures
show strong elements of a late ba-
roque antique style that perhaps be-
longs to a Pergamene tradition prefigur-
ing the more austere, commercial and
decorative mode found in developed
Neo-Atticism, which emerged at
the very end of the Hellenistic Age.
The famous Borghese vase, now in the
Louvre, has a similar bacchanal, of
still more traditional baroque form.
The bronze sepulchral volute crater
found at Dherveni, Yugoslavia, perhaps
from the late fourth century B.C.,
is another Dionysian vessel related in
subject, execution and shape to the
Towneley vase, as are their many fore-
runners in Athenian ceramics of
the classical age—the so-called
Etruscan painted vases that were also
very popular in Jefferson’s time. s.1.

136 The Antique School at
Old Somerset House
EDWARD FRANCIS BURNEY

1760-1848

Pen and colored wash 1779

33.6x48.9 (13%4 x 19%8)

Signed middle foreground on sketching
pad: E.F.B. 1779. Inscribed on the
verso: View of the Plaister Room

in the Royal Academy old Somerset
House with a numbered key identifying
the casts

Lent by the Royal Academy of Arts,
London

The scene is the plaster cast room

at the Royal Academy in old Somerset
House, which was replaced by Cham-
bers’ imposing new Somerset House,
begun in 1776 (see no. 356). The
Royal Academy had been given rooms
in Somerset House in 1771 by
George 111, three years after its found-
ing. Among the casts of antique
sculpture can be seen Apollo Belve-
dere, Laocoon, the Dying Gaul,
Antinous, Meleager and other pieces
of classical and sixteenth-century
sculpture admired at that time. On the
wall to the right of the door is Leo-
nardo’s cartoon of The Virgin and
Saint Anne with the Infant Christ and
Saint John now in the National Gal-
lery, London.

Drawing from antique sculpture,
usually in the form 0? casts because of
the dearth of originals outside Italy,
was an essential part of the training
of an art student until the twentieth
century. Academic theory believed that
by concentrating on and imitating
the most esteemed works of ancient
art, the student would come to have an
ideal of perfection fixed in his mind
and follow it throughout his career.

Unfortunately, little was known
of original Greei sculpture until the
late eighteenth century, when, with
the recovery of genuine pieces from ex-
cavations in Italy and Greece, it be-
came obvious that many previously
admired classical marbles were Roman
copies.

For the connoisseur who had
never visited Italy or who could not
buy a piece of original sculpture,
plaster copies were perfectly acceptable
as decoration in entrance halls,
libraries and dining rooms, just as
copies of old master paintings hung on
the walls. About 1771, before he
ever went to Europe, Jefferson made a
list of the pieces of antique sculpture
he would have liked for Monti-
cello. These included some of the most
celebrated pieces of the day: the
Apollo Belvedere, the Venus
de’Medici, the Farnese Hercules, the
Spinario and Antinous. They would,
of course, have been casts or pos-
sibly marble copies made in Rome by
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a young sculptor glad to earn some
extra money. It is most unlikely that
Jefferson ever saw any copies, much
less originals, of classical sculpture be-
fore he went to France, and his
knowledge would have been derived
from books and engravings, notably
Perrier’s Segmenta nobilium signorum
e statuaru (1638-1653), Addison’s
Remarks on Several Parts of Italy
(1705) and Richardson’s Account of
Paintings, Statues, etc. in Italy (1722).
The first two were in Jefferson’s
library, and the last he must have
known because he included it in a list
of desiderata. It may seem surprising
that there were no copies of antique
sculpture in the large quantity of
furnishings Jefferson brought back

to Monticello, although he had had
several paintings copied. It may be that
his close contact with Houdon made
him change his mind and decide to
have busts of modern heroes instead of
antique figures. There was, however,

a copy of the famous Ariadne from
the Vatican in the entrance hall,

and this has returned to its original
position at Monticello. r.w.

137 Design for the Ruin Room at
Santa Trinita dei Monti

CHARLES-LOUIS CLERISSEAU
1721-1820

Body color, pen, ink and black chalk
on cream paper c. 1765

36.5x53.3 (1436 x 21)

Inscribed on verso: Chambre Executé
par la Sieur [?] Clérisseau aux Minimes
dans | infermerie 3 la Trinité
[obscured] 2 Rome

Lent by the Fitzwilliam Museum,
Cambridge

This design for a room in ruins was
executed shortly after it was designed
and still exists (without its original
furnishings) in the Convent of Santa
Trinita dei Monti. It is one of the
most remarkable expressions of the
eighteenth century’s fascination with
classical antiquity. Commissioned by
the mathematician Pére Le Seur
and his associate Pére Jacquier, prob-
ably upon the recommendation of
Johann Winckelmann who wrote
about it in a letter of 1767, it was later
described by Clérisseau’s son-in-law
in his biography of Piranesi:

On entering one imagines that one
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was seeing the cella of a temple,
enriched with antique fragments that
had survived the ravages of time; the
vault and several parts of the wall,
crumbling in places and held up by
rotting timbers, allowed dayligﬁt to
enter and seemed to open a way for
the sun’s rays. These effects carried
out with such knowledge and truth-
fulness produced a complete illusion.
To enhance this effect further, all
the furniture was in keeping: the bed
was a richly decorated basin, the
fireplace a combination of various
fragments, the desk a damaged
antique sarcophagus, the table and
chairs, a fragment of a cornice and
inverted capitals respectively. Even
the dog, the faithful guardian of this
style of furniture, was housed in

the remains of an arched niche.

Another version of the Fitzwilliam
drawing, together with a view of
the other end of the room, is in the
Hermitage Museum and includes a
description of the project. The actual
room was executed in bright flat
colors like so many of Clérisseau’s
gouache gictures, with blues and soft
green and various shades of brown for
the stonework (see no. 138). Cléris-
seau, trained as an architect in France
and at the French Academy in Rome,
was greatly influenced by his teacher
Panini in his general conception of
ruins, but the more dramatic quality of
his vision of antiquity comes from
his friend Piranesi, who greatly ad-
mired this room and intended to
engrave it. The idea of a room in ruins
goes back to at least the sixteenth
century, and Clérisseau’s was to in-
spire several other ones of the later
eighteenth century.

While Jefferson never saw Cléris-
seau’s room it would have appealed to
him, for in his travel advice to John
Rutledge, Jr., and Thomas Shippen,
written shortly after his journey to the
Rhineland, he describes the castle
at Heidelberg as “the most imposing
ruin of modern ages. It’s situation
is the most romantic and delightful
possible. I should have been glad
to have passed days at it.” Perhaps in-
fluenced by his memory of the chiteau,
Jefterson later planned to erect a
Gothic ruin on the grounds of Monti-
cello, though this was never carried
out. T.J.MCC.

138 The Triumphal Arch and Tomb of the Julii at St. Rémy

CHARLES-LOUIS CLERISSEAU
1721-1820

Gouache on paper 1769

42.5x59 (16% x 23%)

Signed lower right: Arc de Triomphe a
St. Rémy en Provence Clérisseau 1769

Lent by the Victoria and Albert
Museum

After spending nearly twenty years

in Italy studying and drawing the
ancient monuments as well as instruct-
ing such men as Robert and James
Agam, Clérisseau left the archaeolog-
ical circle of Winckelraann and his
friends to return in 1767 to his native
France and, as he told Winckel-
mann, to undertake a study of the
Roman remains in southern France.
While only the first volume of the
projected study, Monumens de Nismes,
was published (see no. 158), Cléris-
seau made countless drawings of the
other Roman monuments in France,
but very few have survived. The finest
of these is this drawing actually

dated two years later but undoubtedly
based on a drawing done on the

spot. (A second signed but undated
version is in the collection of ].B.
Knapp-Fisher, London.) It is clearly
related to the drawings of the arch,
which he mentioned in a letter to
Winckelmann. Despite Clérisseau’s

training as an architect and his
archaeological concern, it is interesting
to note how he has moved the two
monuments together to form a better
composition or, as he wrote in another
context, “to show each in its most
picturesque position.” Drawings such
as this one continued to provide a
major source of income for Clérisseau
and to help spread the interest in
Roman antiquity. Jefferson’s “Notes
of a Tour into the Southern Parts of
France” mention that he was in

St. Rémy on March 24, 1787; he un-
doubtedly saw the arch and tomb.

In his travel advice to John Rutledge,
Jr., and Thomas Shippen, written

the following year, he notes “St.
Remis. Some fine ruins about % of a
mile from this place.” Jefferson’s

own copy of Monumens de Nismes
was bought from Clérisseau himself for
seventy-two francs. T.J.Mcc.
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139 Vue A. de quelques unes
des Colonnes.. . .

GIOVANNI BATTISTA PIRANESI
1720-1778

Etching 1778

50.5 x 69 (19% x 273%¢)

National Gallery of Art. Ailsa Mellon
Bruce Fund

140 Autre Vue intérieure des
restes du College . . .
GIOVANNI BATTISTA PIRANESI

1720-1778

Etching 1778

48 x 68.2 (181344 x 26%)

National Gallery of Art. Ailsa Mellon
Bruce Fund

Striking evidence of the increasing
interest in antiquities through the
eighteenth century was the sumptuous,
illustrated publication of works de-
scribing classical architecture. Besides
the volumes on Rome, Jefferson
owned or wanted a selection of works
on Athens, Palmyra, Baalbec, Spalatro,
Pompeii, and two works each on
Nimes, Herculaneum, and Greece in
general. Perhaps even more exciting
than ruins that were already to some
extent known was the discovery

of Paestum. Paestum struck the imag-
ination not only because of its beau-
tiful temples, but also because, until
1746, it had lain completely unknown,
so close to the midst of the furious
search for antiquities, no more than
sixty miles from Naples. Thus, after
their first publication in 1764, the
Doric ruins at Paestum were in the
next two decades the subject of twice
as many major publications as all
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the ruins of Greece and Sicily
combined.

The first serious drawings and en-
gravings of the Paestum temples were
sponsored by the Neapolitan anti-
quary, Conte Gazola; and all but one
of the early illustrated publications
on Paestum, including the work by
Thomas Major which Jefferson owned,
go back to that common source.
Piranesi’s series of twenty large views
is the only independent work of
the period, the only group clearly made
from new on-the-spot drawings by
the artist. With his eye for the
grandeur of ancient ruins, Piranesi
gave these temples a strength and vigor
that made other architects’ drawings
seem dry and schematic. He con-
sidered the buildings at Paestum the
final demonstration of his lifelong
thesis of ancient Italian superiority in
architecture:

Les Voyageurs connoisseurs assurent,
que par rapport a I'’Architecture
Grecque des Temples batis dans
I'Ordre Dorique, ceux de Pesto sont
supérieurs en beauté a ceux, qu’on
voit en Sicilie et dans la Gréce, et
que sans se donner la peine, et la
fatigue de longs voyages, ceux ci
peuvent suffire pour contenter la
curiosité, et qu’enfin cette grande,
et majestueuse Architecture donné
en son genre I'idée la plus parfait

de ce bel Art.

Piranesi completed the Paestum
series during the last months of his
life, apparently with considerable help
from his son Francesco, particularly
in the addition of the too large and
coarse figures to the noble archi-
tecture. It is not even certain that the
Paestum series was completely finished
and published before Piranesi’s death
in November 1778, though a con-
temporary })ortrait of him holding a
dated proof of the title page should be
some evidence in support of the
traditional assignment of that year for
its issue. In any case, the two im-
pressions of plates III and IX here
exhibited, as very rare proofs before
letters were added, are as close to
Piranesi’s own hand as the series can
ever come. A.R.

141 Galleria grande di Statue

GIOVANNI BATTISTA PIRANESI
1720-1778

Etching 1743

35.6x 24.9 (14%6 x 91346)

Signed lower left: Gio. Batta. Piranesi
Arche inv. ed incise in Roma

Lent anonymously

Designs in unusual perspective were a
typically baroque addition to the
architectural draftsman’s printed
repertoire. In the eighteenth century
such designs received a new prom-
inence and elegance with publication
by the Bibiena family of their ex-
traordinary theatrical sets and decora-
tions. Although Piranesi’s first
published work, the Prima Parte di
Architetture e Prospettive, echoes
Giuseppe Galli Bibiena’s publication
three years earlier in its size, its con-
tents, its imaginary compositions, and
even its title, Piranesi’s designs
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nevertheless distinguish themselves by
a greater interest in true motifs from
classical Roman architecture, set into a
cleaner and more monumental frame
than the theatrical hodge-podge of
Bibiena’s work. Thus, Piranesi com-
bines the older baroque tradition of
theatrical imagination and magnifi-
cence with the newly developing move-
ment toward more accurate, though
still imaginative, combinations of
ancient Roman motifs in buildings
and interior decoration. Piranesi’s%ater
works were of great influence on

the English and French styles which
Jefferson directly experienced in his
journeys and reading. Piranesi’s use in
the Prima Parte of ancient Roman
motifs within crisper forms would have
pleased Jefferson, and Piranesi’s style
of drawing in this first series—smooth,
linear, careful, and balanced—is
closer to Jefferson’s own clean preci-
sion than any of the styles Piranesi

THE PROGRESS OF THE HUMAN

later developed.

The Prima Parte was first pub-
lished between 1743 and 1745, evi-
denced by six presently known copies,
with continuafvariations, in what
thus appears to have been an “um-
brella” edition covering Piranesi’s
various changes in the content of the
book. The copy here exhibited shows
the series in its finished state, as
finally completed and issued in an edi-
tion of 1750-1751. It is opened to
plate 1, one of the most completel
decorated designs in the more “Pal-
ladian” of Piranesi’s two styles in the
volume. Combining and enlarging
Roman motifs to form his own view of
magnificence, Piranesi provides any
Croesus able to afford it with the
ultimate hall in which to display those
antique statues and inscriptions
whose rediscovery was then the rage in
Rome. A.Rr.
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142 Varie vedute di Roma antica e moderna

GIOVANNI BATTISTA PIRANESI
1720-1778, et alii

Bound volume of 93 etchings by
various artists, including 47 signed by
Piranesi

Lent by the University of Virginia,
Alderman Library, Charlottesville

To determine precisely which works
by Piranesi Thomas Jefferson may
have possessed, or even which works he
may Eave seen, is extremely difficult.
The disparate and conflicting evidence
consists of items in several catalogue
lists of books, two bills, and two
letters. The only reference in his own
manuscript catalogue of his library,
written 1783-1814, reads: “Piranesi.
Varie vedute di Roma antica e mod-
erna. fol.” This reference to the large
size “folio” may be supplemented
with the notation by Jefferson’s binder
on his bill that the volume was

“very difficult” to bind. As Jefferson’s
title exactly matches the series here
on exhibition, and no other series of
plates by Piranesi, one might hope

for an immediate conclusion; but, un-
fortunately, it is just as clear that

this series on exhibition is not by any
means folio in size. On the other

hand, Piranesi certainly did etch true
folio size views of Rome, those views

by which he has always been best
known,; but the true folio views bear a
very different title from the one
above (Vedute di Roma disegnate ed
incise da Giambattista Piranesi
Architetto Veneziano). Besides a vir-
tual repeat of Jefferson’s manuscript
catalogue entry in the 1815 printed
catalogue by the Library of Congress,
to whom Jefferson sold his Piranesi
book, very similar contradictory
evidence about Jefferson’s copy occurs
in the dealer’s original 1805 bill for

it (“Piranesi, Varie vedute di Roma,
fol. $13.80”) and in Jefferson’s 1825
list of books he wanted for the Uni-
versity of Virginia library (“Vedute
di Roma antica et moderna del
Piranesi . . . f [folio]”).

Barely in the nick of time, the
answer to our conundrum appeared
only twelve years before the dis-
astrous fire in the capitol destroyed
most of Jefferson’s former library,
including his Piranesi. That is, in the
Library
dated December 1839, which must
have been based on a closer look at the
books themselves, the Jefferson copy
of Piranesi continues to bear pre-

view is clearly quarto in size; and,

in fact, at least one of its editions is
dated 1748, whereas the early editions
of Piranesi’s true folio plates of
Vedute di Roma never bore any date
at all. Thus, we can now feel as-
sured in resolving the earlier conflict-
ing evidence which has stumped
previous authors: what Jefferson knew,
wanted for Virginia, himself pos-
sessed and sold to Congress—but
overestimated in size—was indeed this
early series of small views by G. B.
Piranesi, J. L. LeGeay, F. P. Duflos,

P. Anesi, and J. C. Bellicard, an
example of which is on exhibit here.
While these very early works by
Piranesi, his first true views of existent
ruins and modern buildings, show
little of the power and finesse for
which he is justly famous, they still

exemplify an experimental and interest-

ing range from miniature charm to
strident line, from sophisticated com-
positions to grossly unbalanced ones,

of Congress printed catalogue and from successful technique to

unfortunate botch.

What other works by Giovanni
Battista Piranesi Jefferson may have
known, even if not possessed, is left to

cisely the same title Jefferson originally our speculation. Given his acquain-

gave it, but now it is for the first
time dated “1748” and its size is
changed to “4to.” The series here on

143 Elevation of the reconstructed temple at Palestrina

GEORGE HADFIELD 1763-1826
Pen with sepia and blue washes 1791
102.8x 392.4 (40%2 x 115)
Initialed: JPB

Lent by the Royal Institute of
British Architects, London

Inspired by his study of ancient clas-
sical architecture at the Royal
Academy, George Hadfield returned

in 1790 to Italy, where he had been
born twenty-seven years earlier. He

tances in London and Paris and his
interests, it seems likely he may have
known quite a few. The only problem

the first Traveling Scholarship of
the Academy in 1790 to study in

had moved to London in 1778 with his Rome.

talented sister, Maria Cosway, friend
and correspondent of Thomas
Jefferson.

Hadfield began his studies of
architecture in 1781 and in 1784
received the Royal Academy’s gold

The year after his arrival, he ex-
plored the ancient city of Palestrina
in Latium, where the ruins of the
Roman temple of Fortune (112-70
B.C.) can still be seen.

The temple fascinated the architects

medal. Following his apprenticeship in and artists of the Renaissance. Pal-

the office of James Wyatt, he received

U

ladio made studies of it, and later en-

e -

with that speculation is that it leaves
one wondering why—if he knew
them—TJefferson did not acquire or
try to acquire some of Piranesi’s more
typical and more mature works.
There are indeed two enthusiastic
letters quoted by Millicent Sowerby,
used by her and others to demonstrate
Jefferson’s knowledge and desire.

In both January and March 1791, he
insistently urged his book dealer to
“pray get me by some means or other
a compleat set of Piranesi’s draw-

ings of the Pantheon, & especially the
correct design for it’s restoration.”
Unfortunately, however, so far as we
know, Giovanni Battista Piranesi
never published such a series of designs
of the Pantheon, although Piranest’s
son Francesco certainly did, i.e., in
his Seconda Parte de’Tempj Antichi
che contiene il celebre Panteon
(Rome, August 1, 1790). So, Jeffer-
son’s letters of desire for “Piranesis”
must refer not to Giovanni Battista
Piranesi but to Francesco Piranesi,
leaving us surprised at his remarkably
quick knowledge of the latter’s
publication, and still without hard
evidence of what he may have known
or cared about the former’s greatest
works! A.R.

gravings were published by Joseph
Marie Suarés in Praenestes Antiquae
(Rome, 1655). John Soane pub-
lished an elevation of the reconstructed
temple, based on the Suares plate,

in his Lectures, but apparently never
visited the site himself.

In a series of drawings now in the
collection of the Royal Institute of
British Architects, Hadfield explored
in considerable detail the surviving
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fragments of the temple complex,
which had been built originally on a
series of terraces. On the uppermost
platform of the reconstruction, Had-
field shows a small circular temple,
which is echoed later in his Van Ness
Mausoleum in Oak Hill Cemetery,
Washington, D.C.

The drawings of Palestrina were
exhibited at the Royal Academy
on Hadfield’s return to London in
"1794 and attracted considerable atten-
tion, leading to his invitation to
come to the United States. Shortly
after the exhibition, John Trumbull,
who had met Hadfield’s sister with
Jefterson in Paris, forwarded his name
to the commissioners of Washington
recommending Hadfield for the
post of superintendent of the capitol,
then rising on Jenkins Hill above
Tiber Creek. w.H.A.

144 The Remains of the Roof of one of the Arches of the Temple on the 7th Platform

GEORGE HADFIELD 1763-1826
Pen and sepia 1791

54.6 x 81.9 (21V2 x 32%4)
Initialed: JBP

Lent by the Royal Institute of
British Architects, London

Located twenty-four miles to the east
of Rome, the ancient city of Palestrina
was the site of the Roman temple
of Fortuna built by Sulla between
112 and 70 B.C. The Colonna family
and later the Barberini family ruled
from the Renaissance palaces built on
antique foundations. Hadfield, who
was assisted in his recording of the
ruins by a member of the Colonna
family, included views of these build-
ings in the series of drawings made
during his visit to Italy in 1791, after
winning the gold medal of the Royal
Academy in 1784. His chief interest
was in the classical remains of the
impressive temple, which with its
related buildings rose on a series of ter-
races nearly three hundred feet to
the sanctuary. The arcades enclosing
the ascendin§ ramp were vaulted, and
it is apparently a fragment of the
vault just below the sanctuary of
Fortuna that Hadfield recorded here.
Fortuna, however, did not bestow
her favors on the young architect’s
career in the years to follow in Wash-
ington. He succeeded Stephen Hallet
as supervisor of the building of the
capitol, but eventually, like Hallet, was
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removed because of friction with

Dr. William Thornton and the other
commissioners. He designed several
other public buildings for the new
city, including the treasury department
(see no. 460) which was burned by
the British in 1814, and the city hall
(see no. 451). He never attained

the reputation that his early abilities
had seemed to promise, however, and
near the end of his life was forced
to pawn the Royal Academy’s gold
medal, which was later redeemed and
returned to Hadfield by his friend
Benjamin Latrobe. w.H.A.



145 Further Remains of the
Interior of the Temple now
converted into a Store House

GEORGE HADFIELD 1763-1826
Pen and sepia washes 1791

55.9 x 84.4 (22 x 33%4)
Initialed: JBP

Lent by the Royal Institute of
British Architects, London

This drawing from the series of studies
of Palestrina is identified by the
letter G and is included in the copy of
the original list of the drawings

which is a part of “Notes on Some
Drawings in Illustration of Praneste
(Palestrina) Ancient and Modern,” a
paper prepared by John W. Pap-
worth and presented in 1848 at a
meeting of the Royal Institute of
British Architects, where the drawings
were exhibited. Of those architects
who were to contribute to the intro-
duction of the classic revival style in
America, only Hadfield and Jefferson
had made any serious study of sur-
viving ancient buildings on the site,
rather than relying on published
sources. W.H.A.

146 The Interior of one of the
Square Temples on the 3rd
Platform now converted into a
cellar

GEORGE HADFIELD 1763-1826
Pen and sepia wash 1791

60.3 x 68.6 (23% x 27)

Lent by the Royal Institute of
British Architects, London
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147 The Triumphal Arch and the Amphitheater in the City of Orange

HUBERT ROBERT 1733-1808
Oil on canvas

242 x 242 (102¥%2 x 1021%)
Signed and dated at lower left:
H. Robert 1787

Lent by the Musée du Louvre

This painting is part of a series of

four devoted to the classical monu-
ments in Languedoc, commissioned
from the artist by d’Angiviller, surin-
tendant général des Bitiments du Roi,
in 1786 for a room in the Chiteau

de Fontainebleau. For some unknown
reason, this painting and another,

The Maison Carrée, the Arenas and
the Magne Tower at Nimes exhibited
at number 150, stayed in the artist’s
studio after being exhibited in the
Salon of 1787, and did not become a
part of the Louvre’s collection until
the death of the painter’s wife in
1822. According to an account written
by Robert, he was paid 12,000 livres

for the four paintings.

The choice of subjects is characteris-
tic of the encyclopedic minds of the
period and of the men who had a
passion for travel and whose interests
were stimulated by each new publica-
tion. Already under Louis XIV,
Colbert had decided to publish rep-
resentations of the Roman monuments
in Provence, but it was not until
the time of the antiquarians Caylus
and Mariette that this project was
realized. During this period a series of
large illustrated publications ap-
{)eared, written by a group of intel-

ectuals interested in restoring ancient
monuments. Without attemptin

to be complete, several French titles
can be cited: as early as 1760, the
engravings of the Ports de France of
Joseph Vernet by Cochin fils and
Lebas; Le Voyage pittoresque de Suisse
by Jean Benjamin Delaborde

(1777); Le voyage pittoresque de la
France also by Delaborde (four

volumes published in twelve prévus);
Le Voyage d’Italie or Voyage pittores-
que des royaumes de Naples et de
Sicile by the abbé de Saint-Non
(1778-1786); Le Voyage pittoresque
de Gréce by the comte de Choiseul-
Gouflier (1778); and Les Antiquités
de Nismes by Clérisseau (1778). This
movement has its parallel n paint-
ing with the series of the Ports de
France (1754-1765) by Joseph
Vernet, as well as the works of
Demachy and Clérisseau. In 1772
Natoire, the painter’s brother, sug-
gested to Marigny the idea of having
painted for the king all the monu-
ments of Provence, as a pendant to the
port scenes by Vernet. Concurrently,
Clérisseau was commissioned to paint
the same monuments for Catherine I1.
It was doubtless in Rome, where
he stayed eleven years from 1754
to 1765, that Hubert Robert decided
to be a painter of ruins. Panini’s
paintings of ruins had raised the genre

92 THE PROGRESS OF THE HUMAN

to a more esteemed level than mere
landscapes. Hubert Robert proclaimed
himself a student of Panini as soon
as he arrived in Rome and was grateful
for the rest of his life for the advice
he was given by the older artist.
Paintings of ruins were admired in
the Salons. A painting by Robert in the
Salon of 1767, his first Salon, in which
he exhibited Grande Galerie antique,
eclairée du fond, inspired Diderot to
write about the poetry of ruins:

The ideas that the ruins awaken in
me are grand. Everything comes to
nothing, everything perishes, every-
thing passes, there is nothing but the
world that remains, there is nothing
but time that endures. How old
this world is! I walk between two
eternities. No matter where I look,
the objects that surround me an-
nounce the end and resign me to the
one that awaits me. What is my
ephemeral existence in comparison
with that of this weathered rock, of
this deepening valley, of this de-
caying forest, of these suspended
bodies over my head which shake
and move? [ see the marble of tombs
fall into dust, and I don’t want to
die! ... A torrent carries nations one
after the other to the bottom of a
common abyss; I, and I alone, 1
pretend to stop myself on the edge
and rend the flood which flows at my
sides! . . . In this deserted refuge,
solitary and vast, I hear nothing, I
have broken away from all of life’s
encumbrances, no one harrasses me
and no one listens to me; I can talk
to myself out loud, afflict myself,

cry without constraint.

Another charming aspect of Robert’s
painting can be found in the anima-
tion of the ruins with small figures.
He enhances the appreciation of the
ruins by this contrast with daily life
which still constitutes the charm of
Rome and Naples.

It should be noted that an element
of fantasy intervenes in the juxta-
position of the classical monuments in
this painting, which in reality are
separated by several dozen kilometers.
Hubert Robert framed the triumphal
arch at Orange (placed in the cen-
ter) with the mausoleum of St. Rémy
to the left and the small arch of the
same city to the right; in the left
background is visible the exterior wall
of the amphitheater at Orange.

Hubert Robert traveled in southern
France in 1783. Several drawings
and paintings from that year have sur-
vived, and the artist was able to use
them in the execution of his four large
canvases. One work relates directly
to this painting; it is a drawing, repre-
senting the Triumphal Arch at Orange
(signed and dated 1783 ), which is
done from the same point of view
as the painting. A.B. de L.
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148 The Interior of the Temple of Diana at Nimes

HUBERT ROBERT 1733-1808
Qil on canvas
242x 242 (102142 x 102%%2)

Lent by the Musée du Louvre

The Interior of the Temple of Diana
at Nimes is one of a series of four
paintings of the antique monuments
of Languedoc. Robert skillfully evokes
the interior of the temple, which

was transformed into a “museum”
after 1760 and which was described

by Laborde in Monumens de Ia
France: “At different times, a great
quantity of fragments taken from the
ancient baths and other archeological
excavations have been arranged in

the interior of the temple. This large
number of tombstones, altars, friezes,
low reliefs, cornices and inscriptions,
all in marble, makes of this monu-
ment a local museum, perhaps unique
in the world.” Evidently the work-
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ing method of Robert was to paint in
Paris what he had seen four years
earlier, for during his trip to Provence
and Languedoc (about which we know
very little), he made a large number

of sketches which he used later for

his paintings.

The execution of the Temple of
Diana is exceptionally free; in this re-
gard, Diderot once commented: “I
envision de Machy, ruler in hand,
drawing the fluting of his columns.
Robert threw all of those instruments
out the window and only kept his
paintbrush.” The monument lives, as
much perhaps as the figures, through
the animation of the back wall, with
the passages of light and shade,
through the vines that grow over the
vault, through the feeling, given by
the precarious position of the stones,
one on top of the other, of a “house
of cards,” and through the figures,
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philosophers or ridiculously dressed
women, who barely emerge from the
shadows, like those at the left, or
who stand out prominently. At the
Salon of 1787, the small scale of the
figures was criticized. However, the pre-
mier peintre du roi, Pierre, spoke in
their favor: “I found the figures,
with which he has enriched his paint-
ing, done with more care than is
customary with genre artists. These
figures, being in proportion with the
scale of the architecture and serving to
make the site appear more grand.”

A.B. de L.
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149 The Pont du Gard

HUBERT ROBERT 1733-1808
Oil on canvas
242 x 242 (102V2 x 1021%2)

Lent by the Musée du Louvre

The Pont du Gard is another in the
series of four paintings representing
the antique monuments of Languedoc,
commissioned from the artist in

1786 for Louis XVI’s dining room at
Fontainebleau and exhibited the
following year at the Salon.

The relative indifference of the
critics, usually so fiery, and always
verbose, concerning the paintings by
Hubert Robert is surprising, for the
series he exhibited was very important.
It is safe to say that the reviews
did not reflect the general opinion of
those who saw the paintings and that
the public must have greatly admired
the series.

The format of the canvas, the super-
imposition of the arches, the scale

of the figures in relationship to the
bridge, give the painting a majestic
and monumental feeling, reinforced by
the vastness of the sky above the
bridge, a stormy red which renders

the arches of the Pont du Gard even
more striking. A.B. de L.
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150 The Maison Carrée, the Arena
and the Tour Magne at Nimes

HUBERT ROBERT 1733-1808
Qil on canvas
243 x 244 (103 x 103%)

4 Lent by the Musée du Louvre

As was his habit, Robert here uses the

artifice of grouping together monu-

ments which are actually some distance
~ ' T apart. In fact, the Maison Carrée
was built in the center of the city of
Nimes and is several kilometers away
from the Tour Magne. Bachaumont
expresses his opinion of this method in
his Mémoires Secrets: “[We are
shown] an idealized assemblage of dis-
similar buildings which have never
been together, a revoltingly strange
spectacle for the viewer, in whom
is assumed too much ignorance.
M. Robert, inventive, filled with re-
sourcefulness in his art, because of his
desire to be original, often sins
against good taste and common
sense.” The veduta ideata, however,
was greatly appreciated in the eigh-
teenth century, and the vogue was
established by Panini as early as 1730.
Every foreigner passing through Rome
tried to bring back, from the hand
of Panini if possible, a painting com-
posed of the most famous monu-
ments of antique or modern Rome. In
1756 the duc de Choiseul, French
ambassador to Rome, commissioned
from Panini a View of Ancient Rome
and a View of Modern Rome.

Jefterson must have admired these
paintings in Paris and been happily
reminded of his “affair”” with the
Maison Carrée, the small Roman
temple at Nimes, which he had ad-
mired during a trip through the
central part of France and northern
Italy. He first visited Nimes in
March 1787, and on March 20 wrote
to Mme de Tessé from that place:
“Here I am, Madam, gazing whole
hours at the Maison Quarrée, like a
lover at his mistress. The stocking-
weavers and silk spinners around con-
sider me as an hypochondriac English-
man, about to write with a pistol
the last chapter of his history.”

In the explanation of the plans for
the capitol building of Virginia at
Richmond, on which Jefferson col-
laborated with the French architect
Clérisseau, he praised the charms
of the Maison Carrée: “Erected in the
time of the Caesars and which is
allowed without contradiction to be
the most perfect and precious remain
of antiquity in existence. . . . I deter-
mined, therefore, to adopt this model
and to have all its proportions justly
drewed.” A.B. de L.

!
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151 Roman askos

Bronze

155x22x 18 (6% x 8% x718)
Excavated on the site of the
Maison Carrée in Nimes, France

Lent by the Musée des Antiques,
Nimes

Used as pouring vessels for oil or wine,
askoi were made from the Bronze
Age down to Roman times. This late
form evolved from earlier askoi which
were in the shape of a wine skin.
Jefterson first saw this bronze askos
in 1787 while visiting the Maison
Carrée in Nimes, France, where it was
in the collection of Jean-Frangois
Séguier, who had supervised the
restoration of the Maison Carrée. Jef-
ferson had chosen the building as
the model for his designs for the
Virginia state capitol building in Rich-
mond. Because of its association
with the Maison Carrée, Jefferson felt
that a copy of the askos would be a
suitable gift for the French architect
Clérisseau, who had assisted Jefferson
in his designs for the capitol building.
Ijeﬁerson had Souche, his former
valet de place in Nimes, obtain a
wooden model of the bronze askos, but
the first model was lost, and while
waiting for a second model to arrive,
Jefferson decided instead to present
Clérisseau with a coffee urn inspired
by the Greco-Roman vases and urns
discovered at Herculaneum and
Pompeii. c.c.

152 Model of a bronze askos
Mahogany
203x232x13 (8x9% x 5%)

Lent by the Thomas Jefferson
Memorial Foundation, Charlottesville

This is the second model that Jef-
ferson had his former valet de
place, Souche, obtain for him in
Nimes; the first, made in 1787, was
lost. In 1821, both the silver (see
no. 153) and wooden copies of the
askos were at Monticello, when
Thomas Sully arrived to paint his
famous portrait of Jefferson, now at
the American Philosophical Society in
Philadelphia. As a token of his
appreciation and respect, Jefferson
gave the wooden model to Sully, who
wrote the following inscription on the
base: Presented/ by Ex-pres. Thos./
Jefferson to Thos./ Sully. The model
subsequently disappeared until dis-
covered by Mrs. Raymond Porter at
the auction of a country estate in
Bucks County, Pennsylvania, in
1972. c.c.
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153 Askos

SIMMONS and ALEXANDER,
Philadelphia

Silver 1801

20.3x23.2x 13 (8x9%4 x 514)
Inscribed on the lid: Copied from a
model/ taken in 1787 by/

Th. Jefterson/ from a Roman Ewer
in the/ Cabinet of Antiquities at/
Nismes

Lent by the Thomas Jefferson
Memorial Foundation, Charlottesville

This silver askos was a product of
Jefterson’s search for an appropriate
gift for the distinguished French
architect, Charles-Louis Clérisseau,
detailed in entry number 151. Jefferson
had a wooden model made of the
bronze askos, but the first model was
lost before it could be copied. The
second wooden model of the askos
was brought back to America by
Jefferson and served as the basis for
this silver version.

Several differences exist between
the original bronze askos, the wooden
model and the silver one, notably
the addition of a lid to the silver copy
and a simplified handle which lacks
the floral carving of the wooden model
and the original bronze askos. c.c.

154 Dr. John Morgan

ANGELICA KAUFFMANN 1741-1807
Oil on canvas 1764
152.4x110.5 (60x43Y2)

Lent by the Washington County
Historical Society, Washington,
Pennsylvania

When Jefferson visited Philadelphia
in 1766 to be inoculated against
smallpox, he carried a letter of intro-
duction to Dr. John Morgan, a rising
young physician in the city. Morgan
set up the first medical school in
America and was later to be director-
general of military hospitals and
physician-in-chiet to the American
army, but his importance for Jefferson
lay in his widely cultivated taste and
extensive knowledge of Europe, from
which, after a stay of some years,

he had just returned. Morgan had
visited Rome, Naples, Venice, Flor-
ence and many otﬂer art centers of
Italy, and his travel diary shows him
to have been an assiduous tourist.

In Rome, as was frequently the case
with visitors from Britain, he was
conducted around the classical sites by
James Byres, soon to be the leading
cicerone to English grand tourists.
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Later Dr. Morgan wrote a letter of
recommendation to Byres on behalf of
John Singleton Copley, when that
artist visited Rome. Byres’ tours in-
cluded all the main churches and
collections of Rome, and Morgan made
notes on what he saw. Among the
antique sculpture in the Vatican he
specially noted the Apollo Belvedere,
the Laocoon, the Belvedere Torso and
Meleager “falsely said to be Antenous.”
Clearly, classical art made a great
impression on the young Philadel-
phian, for he wrote to a friend while

m Rome: “As to the grandeur of the
ancients, from what we can see of
their remains, it is most extraordinary,
Arts with them seem to have been

in a perfection which I could not have
imagined. Their palaces, temples,
acqueducts, baths, theaters, amphi-
theaters, monuments, statues, sculp-
tures were most amazing. The soul is
struck at the review, and the ideas
expand.”

Morgan, as someone who had
traveled widely, had met Voltaire and
had been received by the Pope and
European royalty, would have seemed
unusually sophisticated to Jefferson,
who had never before left Virginia.
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More important still, perhaps, was the
collection of architectural books

and art, including copies of old masters
and engravings or drawings by
Poussin, Titian, Domenichino,
Carracci, Le Brun and others, which
Dr. Morgan had brought back with
him. This, with other collections in
Philadelphia, must have been Jeffer-
son’s introduction to the world of clas-
sical art, sixteenth- and seventeenth-
century Italian painting, and the
architecture of Palladio and his
followers.

The portrait was painted during
John Morgan’s stay in Rome in 1764.
Morgan also acquired a self-portrait
by Angelica Kauffmann. It was
Angelica Kauffmann who befriended
Maria Hadfield, later Mrs. Cosway,
encouraged her to go to England, and
introduced her into London
society. R.W.

155 Winckelmann

ANTON RAPHAEL MENGS
1728-1779

Oil on canvas

63.5x49.2 (25x19%)

Lent by The Metropolitan Museum
of Art, Dick Fund, 1948

Johann Joachim Winckelmann (1717~

1768), like Jefferson, was first drawn
to classical art through Latin and
Greek literature. His first book
Gedanken iiber die Nachahmung der
Griechischen Werke in der Malerey
und Bildhauerkunst (Reflections

on the Imitation of Greek Art in Paint-
ing and Sculpture) was published

in 1755, in Dresden, before he had
ever been to Rome. His ambition to
settle in Rome and become recognized
as an antiquarian was eventually
achieved and is only one of the many
famous examples of a northern
European succumbing to the spell of
Mediterranean culture. Winckel-
mann'’s writings, especially his History
of Ancient Art, were enormously
influential and became key works for
the neoclassic movement and the
rediscovery of Greek art. His often
quoted phrase “noble simplicity and

calm grandeur” referring to Greek
art, and especially sculpture, was to in-
fluence European and American
painters and sculptors well into the
nineteenth century. Winckelmann
was not, however, just an art historian
and scholar. His passionate love of
Greek sculpture, based on his homo-
sexual attraction to the male nude,
inspired him to write lyrical prose-
poems in the History of Ancient Art
on the Apollo Belvedere, the Laocoén
and the Belvedere Torso, and so
communicate his enthusiasm to con-
temporaries and to future generations.
For him the only way to greatness
in art was through imitation of the
Greek way of life as well as Greek art.
Ironically, Winckelmann never went
to Greece, nor, apart from excursions
to Naples, did he know collections
outside Rome. Yet his writings were
enough to make Goethe say “by read-
ing Winckelmann one does not learn
anything but one becomes somebody.
While Jefferson’s emotional
makeup was unlike Winckelmann’s,
he, too, was possessed by a longing
to visit the classical centers of Italy,
although he was forced, through lack
of time and a scrupulous sense of

»
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duty, to turn his back on the tempta-
tions of the south when he visited
northern Italy: “Milan was the spot at
which I turned my back on Rome

and Naples. It was a moment of con-
flict between duty which urged me to
return, and inclination urging me
forwards” . . . but I took a peep only

into Elysium. I entered it at one

door, & came out at another, having
seen, as I past, only Turin, Milan,

and Genoa. I calculated the hours it
would have taken to carry me on to
Rome. But they were exactly so many
more than I had to spare ... Tam
born to lose everything I love.” r.w.

156 Les Edifices Antiques de Rome, mesurés et dessinés tres-exacte-
ment sur les lieux par feu M. Desgodets, Architecte du Roi. Nouvelle
édition. (Paris: chez Claude-Antoine Jombert, Fils ainé, de
PImprimerie de Monsieur, 1779)

ANTOINE BABUTY DESGODETS
1653-1728

From the Collection of Mr. and
Mrs. Paul Mellon

The classical influence on Thomas
Jefferson which he, in turn, trans-
mitted to his countrymen is nowhere
more evident than in architecture.
Fiske Kimball wrote, “The sophomoric
analogy of the young republic with
Rome was on the lips of everyone.
Encouraged by Jefferson’s example, its
builders adopted the temple form

not only for their capitols, but for all
other government buildings, for
banks, and even for dwellings.” One
of the most important sources for
Jefferson’s classicism was Desgodets’
Edifices Antiques de Rome.

The first edition of the work ap-
peared in 1682 after Desgodets, a
French architect, had spent sixteen
months of study in Rome. The book

was published at the expense of
Louis XIV and by order of Jean
Baptiste Colbert. Jefferson bought his
copy of Desgodets from his Paris
bookseller, J. F. Froull¢, on July 20,
1791, through the agency of Wil-
liam Short, who was in Amsterdam at
the time; the price he paid was 72
livres. There are two letters from
Jefferson to Short, of January 24, 1791,
and March 16, 1791, in which Jeffer-
son repeats his desire for a copy of
Desgodets.

The location of Jefferson’s copy of
Desgodets is not known,; it was
probably destroyed in the fire of 1851
in the Library ot Congress. The
copy shown here is a royal folio, made
up of seventy-seven leaves of text
including the engraved title by
Desgodets and 137 plates engraved by
various artists after drawings by
Desgodets. j.M.E.

157 Ruins of the Palace of the Emperor Diocletian at Spalatro in
Dalmatia (n.p. [printed for author, 1764])

ROBERT ADAM 1728-1792

From the Collection of Mr. and
Mrs. Paul Mellon

In 1757 Robert Adam, Charles-Louis
Clérisseau, and two draftsmen went to
Spalatro or Spalato (present day

Split) in what is now Yugoslavia,
where they spent six weeks surveying
and drawing the ancient palace, which
is now part of the city. The plates

for the book that was the result of their
efforts were engraved in Venice, and
the book appeared in 1764, the first
study of a Roman domestic monu-
ment. As planned from the first, the
book helped to establish Adam as

an authority on Roman antiquity, par-
ticularly on domestic architecture.
Since Clérisseau’s name was omitted
from all the plates, Adam recejved full
credit for the endeavor. The archi-
tectural commissions Adam obtained
in England show his knowledge of
Roman architectural forms and decora-
tive details, and the varied shapes
and sequences of the rooms he created
had their source in Roman build-
ings such as Diocletian’s palace. Thus
the book not only is a landmark in the
archaeological study of antiquity

but shows the sources from which
Adam derived his style. T.J.McCC.

158 Antiquités de la France. Monumens de Nimes (Paris: Phillipe-
Denys-Pierres, 1778)
CHARLES-LOUIS CLERISSEAU
1721-1820

From the Collection of Mr. and
Mrs. Paul Mellon

In 1767, after nearly twenty years in

Italy studying the Roman monuments,
Charles-Louis Clérisseau returned

to his native land to undertake a

study of the Roman remains there. He
planned a series of volumes and made
a great number of drawings which

he never used, such as the one of the
arch and tomb at St. Rémy,

shown here at number 138. Only the
first volume, Monumens de Nimes,
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appeared ten years later. It was the
first major archaeological study of
Roman France and included the best
preserved of all Roman temples,

the Maison Carrée. A copy of this
book was owned by Jefferson and was
probably the reason that Jefferson

chose Clérisseau to collaborate on the
design of the Virginia state capitol,
shown at numbers 394-399. A second
enlarged edition of Clérisseau’s book
was published in collaboration with
his son-in-law in 1804. T.7.McC.

159 Recueil d’antiquités égyptiennes, étrusques, grecques et romaines
(Paris: Desaint & Saillant, 1752-1767), 7 vol.

ANNE CLAUDE PHILIPPE
1692-1765

From the Collection of Mr. and
Mrs. Paul Mellon

Almost a personification of the French
eighteenth-century philosophe,
Caylus was an important influence on
Jefterson. The Recueil, one of Caylus’

best-known works, is testimony to
the time and attention that he gave to
the study and collection of anti-
quities. Jefferson did not own a copy
of the Recueil, but Caylus’ work

was well known to him as an impor-
tant descriptive interpretation of the
works of classical art. 7.M.E.

160 Antiquités étrusques, grecques et romaines gravées par F.A. David.
Avec leurs explications; par d’Hancarville . . . (Paris: L’auteur,

1765-1788), S vol.
PIERRE FRANGOIS HUGHES
D’HANCARVILLE 1719-1805

From the Collection of Mr. and
Mis. Paul Mellon

D’Hancarville was an eminent French
antiquarian, whose description of the
collection of antiquities belonging

to Sir William Hamilton was first
published in an English and French
edition in Naples i 1766-1767. The
copy of d’Hancarville’s book in this
exhibition was once the property

of Charles Towneley (1737-1805)
(see no. 134). Towneley, who was an
archaeologist and collector of classical
antiquities, was a member of the

Society of Dilettanti and a friend of

Sir William Hamilton. Both Towneley
and d’Hancarville were well known
to Thomas Jefferson, and Jefferson also
knew the Towneley and Hamilton
collections, both of which are now

in the British Museum. William

Short sent a letter to Jefferson on
February 17, 1789, describing his re-
cent visit to the Campi Phlegraei near
Naples, and noted, “Sir Wm.
Hamilton has published a book con-
taining an account of them as well as
of Mt. Vesuvius which is on the other
side of Naples, with paintings done
by the pencil, of different views of that
country.” J.M.E.

161 Segmenta nobilium signorum e statuaru, quae temporis dentem
inuidium euasere urbis aeternae ruinis erepta typis aeneis ab se
commissa perpetuae uenerationis monumentum (Franciscus Perrier,

D.D.D. 1638-1653)

FRANCOIS PERRIER 15907-16567
Lent by the Library of Congress

162 Polymetis: or, An Enquiry concerning the Agreement between
the Works of the Roman Poets, and the Remains of the Antient
Artists . . . (London: R. Dodsley, 1747)

JOSEPH SPENCE 1699-1768
Lent by the Library of Congress

Perrier was a French painter and en-
graver. He spent several years in Rome,
and the plates in his book are of the
remains of ancient sculpture then

still in Rome. Spence’s work is a
treatise on classical mythology, with
lavish illustrations by L.P. Boitard in
the form of engravings of ancient
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works of art and portraits of classical
writers.

It was from such works as these that
Thomas Jefferson took his concepts
of the classical ideal. It was also in
these books that Jefferson saw en-
gravings of such works as the Venus
de’Medici (see no. 133 ), which was
illustrated in both Perrier and Spence
and which headed the list of works
that he wanted to have in copy or cast
for Monticello. j.M.E.
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163 The Antiquities of Athens measured and delineated by James
Stuart F.R.S. and F.S.A. and Nicholas Revett, Painters and Architects.
Volume the First (London: John Haberkorn, 1762)

JAMES STUART 1713-1788, and
NICHOLAS REVETT 1720-1804

From the Collection of Mr. and
Mrs. Paul Mellon

Both Stuart and Revett were students
of art in Rome, and both were mem-
bers of the Society of Dilettanti, which
supported their plans for publishing
accurate descriptions of classical an-

tiquities. Stuart and Revett are
credited with being the pioneers of
classical archaeology in Europe, and
their first volume, published in 1762,
had long been on Thomas Jefferson’s
list of desiderata, until he was able

to buy it in Paris. The later volumes
published in 1789, 1814, and 1830
were not in his library. J.M.E.

164 The Ruins of Palmyra, otherwise Telmor, in the desert
(London: printed for the author, 1753)

ROBERT WooD 17172-1771

From the Collection of Mr. and
Mis. Paul Mellon

165 The Ruins of Balbec, otherwise Heliopolis in Coelosyria
(London: printed for the author, 1757)

ROBERT wooD 17172-1771

From the Collection of Mr. and
Mrs. Paul Mellon

Robert Wood was an Irish traveler
and politician who was also an amateur
in the field of classical art and archi-
tecture. He and his traveling com-
panion and collaborator, James

Dawkins, were members of the Society
of Dilettanti, which encouraged their
work. Horace Walpole highly praised
both these volumes in the preface

of his Anecdotes of Painting (1762-
1771). Although he certainly knew
both works, Thomas Jefferson owned
only a copy of The Ruins of

Balbec. j.M.E.

166 Storia della arti del disegno presso gli antichi (Milan, 1779)

JOHANN JOACHIM
WINCKELMANN 1717-1768

Lent by the Fine Arts Library of the
Harvard College Library, Norton
Collection

In the same year that Thomas Jeffer-
son became twenty-one, Johann
Joachim Winckelmann published his
monumental Geschichte der Kunst
des Alterthums. Of all the celebrations
of the “nobility of ancient art,”
Winckelmann’s book was probably the
most influential. He was not only

the founder of modern archaeology,
but he was a moving force in the
neoclassical movement during the late

eighteenth century.

Jefferson owned a copy of the first
Italian translation of Winckelmann'’s
“History of Ancient Art” (1779),
which is now lost. But even without
such evidence, it is clear that Jefferson
turned to the unquestioned authority
which Winckelmann represented
concerning the importance of Greek
ideals for the eighteenth-century
world. Most appealing to Jefferson, of
course, was Winckelmann’s philo-
sophical approach and his belief that
the superiority of Greek art was based
in the political institutions which
gave rise to it. J.M.E.
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You and I, my dear friend, have been sent into life at a time when
the greatest lawgivers of antiquity would have wished to live. How few
of the human race have ever enjoyed an opportunity of making an
election of government. . . .

jouN apams, Thoughts on Government

in a Letter from a Gentlemen to his Friend, Philadelphia, 1776

.. . we utterly dissolve & break off all political connection which

may have heretofore subsisted between us & the people or parliament
of Great Britain; and finally we do assert and declare these colonies

to be free and independant states, and that as free & independant states
they shall hereafter have power to levy war, conclude peace, con-

tract alliances, establish commerce, & to do all other acts and things
which independant states may of right do. And for the support of this
declaration we mutually pledge to each other our lives, our fortunes, &

our sacred honour. .
JEFFERSON, Declaration of Independence,

Original Rough Draft, 1776

On June 7, 1776, the Virginia delegation to the Continental
Congress meeting in Philadelphia made an epochal proposition
when it moved “that these United Colonies are, and of right
ought to be, free and independent states.” When the vote was
finally taken on July 2, a committee to draft the Declaration had
already been appointed. Thomas Jefferson, who had just turned
thirty-three, was made the chairman.

Nearly ten years later, in the summer of 1785, Jefferson, now
the minister to Paris, was visiting another former member of the
drafting committee, John Adams, who had become the first
American minister in London. During his stay in London, Jeffer-
son met for the first time a young man from Connecticut who had
“pined for the arts” so much that he turned down his family’s
ofter to go into business or law and instead, moved to Europe to
pursue an uncertain profession as a painter. John Trumbull
had caught the eye of Benjamin West, later president of the Royal
Academy, and was studying in West’s London studio when
he first met Jefferson. Trumbull’s idealism and dedication appealed
to Jefterson, who “highly approved” of his determination to
prepare himself for “the accomplishment of a national work,”
and invited Trumbull to visit him in Paris where Jefferson had
already established himself in an intimate circle of artists and
connoisseurs.

“I now availed myself of this invitation,” Trumbull later wrote in
his Autobiography, “and went to his house, at the Grille de
Chaillot, where I was most kindly received by him. My two paint-
ings, the first fruits of my national enterprise, met his warm
approbation, and during my visit, I began the composition of the
Declaration of Independence, with the assistance of his infor-
mation and advice.” The two paintings Trumbull had brought with
him were his Bunker’s Hill and Death of Montgomery which
he had planned to have engraved during his stay.

In a democratic age, Trumbull was concerned about the pro-
fession of the artist. Who were to be his patrons without
kings, popes or an aristocracy? What was to be the function of the
artist in a republic, without ducal houses to decorate or field
marshals to memorialize?
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Some of these questions were on Trumbull’s mind when he
told Jefterson that he planned to commemorate “‘the great events
of our Country’s revolution” and to pay for it by publishing a
series of engravings for subscribers. His concern to free artists
from official patronage was shared by Hogarth, who developed a
scheme for a lottery to pay for The March to Finchley (see
no.72).

Jefterson was immediately sympathetic to Trumbull’s efforts
and gave him £12 towar