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Foreword

THE NATIONAL GALLERY OF ART IS PLEASED TO SHARE with the Mu-
seum of Fine Arts, Boston, the opportunity to present the most
comprehensive exhibition ever assembled of the paintings of
Fitz Hugh Lane. For anyone who has sailed the coastal waters
of the northeastern United States, visited harbor towns such as
Gloucester or Camden, or simply enjoyed a splendid view of sea
and sky from a quiet beach, Lane’s paintings will be at once fa-
miliar in what they depict and deeply evocative in the associa-
tions they engender. No other American painter of the nine-
teenth century matched him in capturing the character of
maritime New England, in portraying the reflective sheen of
calm water or the agitated surface of wind-blown waves, the
clarity of light-filled still air or the moist atmosphere of cloudy,
humid days. Only a few others, such as his fellow marine
painter John F. Kensett, ever created compositions as refined
and as elegantly simplified as Lane’s late masterpieces, and cer-
tainly none did so before him.

Lane’s best works, with their calm order, serene light, and al-
most magical balance of elements, achieve a quiet, elegiac ef-
fect that can only be described as movingly poetic. Surely few
other American artists have ever said quite so much, using
quite so little. Lane could still a moment of time with such flaw-
less certainty as seemingly to fix it for all eternity.

For years the National Gallery had no painting by Lane in its
own collection. In the 1970s, the Acquisitions Committee of the
Trustees set aside a sum of money, on the director’s recommen-
dation, to remedy this, if and when a suitable Lane should be-
come available. We were fortunate to be able to acquire, in 1980,
one of Lane’s masterpieces, Lumber Schooners at Evening on
Penobscot Bay.

Lane is today firmly established as one of the masters of

nineteenth-century American painting. That this is so, and that
we now have the opportunity to appreciate his achievement in
such depth, 1s thanks largely to John Wilmerding, deputy direc-
tor of the National Gallery and the foremost expert on Lane
and his art. In over twenty-five years of work he has assembled
the biographical details of Lane’s life, examined virtually every
one of his known works, charted the development of his style,
and solved many cases of misattributed works. His research has
been published in several important studies, most notably Fitz
Hugh Lane of 1971, which remains the standard monograph on
the artist. More recently, in 1980, he organized the landmark ex-
hibition American Light: The Luminist Movement, 1850-187s,
the first ever devoted to Lane and all of his contemporaries.
American Light confirmed Lane’s position as perhaps the first
key artist of that group, and it is appropriate that we turn now
to a focussed reappraisal of his art. The present exhibition and
publication thus represent the culmination of Mr. Wilmerding’s
work on Lane, fitting testaments both to his own scholarly en-
terprise and to the creative attainment of the painter he has
taught us all to admire.

The exhibition has been generously supported by a grant
from the GTE Corporation. To Theodore F. Brophy, former
chairman and chief executive officer of GTE, and to his succes-
sor, James L. Johnson, go our sincere thanks for their continu-
ing support of the National Gallery’s exhibition programs.

To part with paintings as beautiful as Lane’s, even briefly, re-
quires tremendous generosity on the part of their owners. We
have been especially fortunate in the responses of the lenders
to this exhibition, both private and public, who have unselfishly
allowed us to borrow their treasures. To all of them we are
deeply grateful.



We are also indebted to our colleagues at the Museum of
Fine Arts, Boston, who not only agreed to lend ten works to this
exhibition, but who also assisted in the early stages of its organi-
zation. In particular, we thank Alan Shestack, director; Jan Fon-
tein, former director; Theodore E. Stebbins, Jr., curator, and
Carol Troyen, associate curator, department of American paint-
ings. We also owe special thanks to Harold Bell, president, and
Martha Oaks, curator, of the Cape Ann Historical Association
of Gloucester, Massachusetts, who have eagerly supported the
exhibition since its inception and who have lent nine paintings
from their superb collection of Lane’s works. Here at the Na-
tional Gallery we thank Franklin Kelly of our American art de-
partment for his assistance and for contributing an essay to this
publication; Deborah Shepherd of our exhibition office, who
skilfully and cheerfully handled countless organizational details;
Michael Swicklick of our conservation laboratory, for helping
with information about Lane’s technique and answering ques-
tions about the treatment of his paintings; Frances Smyth and
Mary Yakush of our editors office, for editing, designing, and
producing this handsome book; and the staff of the design and
installation department for their sensitive presentation of the
works here at the Gallery. To Earl A. Powell, 111, director of the

Los Angeles County Museum of Art, Elizabeth Garrity Ellis, as-

sistant professor of art history, Southern Methodist University,
and Erik A. R. Ronnberg, Jr., distinguished scholar of ship and
maritime history, go our grateful thanks for their contributions
to this publication.

J. CARTER BROWN
Director

Square-rigged Topsail, 1850s, pencil on paper, 73/4 x 111/4 in.
[Cape Ann Historical Association]



cat. 1. New England Inlet with Self Portrait, 1848, oil on canvas,
173/4 x 267/8 in. [Royal A. Basich]



Chronology

19 December 1804 Nathaniel Rogers Lane born in Gloucester,
Massachusetts. Name so recorded in town
records, but soon after changed by his fam-
ily to Fitz Hugh. Ancestors among first set-
tlers on Cape Ann in 1623. Father, Jonathan
Dennison Lane, a sailmaker.

1806  Partially paralyzed in legs, probably from
infantile polio; family believes he was poi-
soned by “apple of Peru” (tomato) plant.

1816 Death of Lane’s father. Family moves from
Middle Street to house on Washington
Street near entrance to Oak Grove ceme-

tery. Learns rudiments of drawing and
sketching. One of his first dated works was

a watercolor after a drawing by E. D. —
Knight of the Burning of the Packet Ship View of the Old Building at the Corner of Ann Street, 1835, lithograph
“Boston.”

1832 Works part-time as a shoemaker. Brief job
with Clegg and Dodge, local lithographers
on Sea Street, Gloucester. To Boston for 1835 First dated lithograph, View of the Old
formal instruction and apprenticeship with Building at the Corner of Ann Street. Pro-
William S. Pendleton, proprietor of most duces trade card signs, advertisements, and

important lithographic firm of the day. sheet music cover illustrations.



View of the Town of Gloucester, Mass., 1836, lithograph, 13 x 193/4 in.
[Cape Ann Historical Association]
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1836

later 1830s

1840

Thomas Moore succeeds Pendleton as
head of the lithographic firm. Lane pro-
duces two illustrations for sheet music, The
Salem Mechanick Light Infantry Quick Step
and The Nahant Quadrilles, and his first
major landscape print, View of Gloucester.

Publishes sheet music cover for Captn.

E. G. Austin’s Quick Step, and a number of
scenic views, for example, of St. John, New
Brunswick; Washington, D. C.; Norwich,
Connecticut; Boston Common and Boston

harbor.

First oil paintings, including shoreline
views around Cape Ann and The S. S.
“Britannia” in Boston Harbor. Draws litho-
graphs of figures, portraits, and interior
scenes.

1841

mid-1840s

1848

late 1840s

Listed in the Boston Almanac under ‘“Ma-
rine Painters,” address: 17 School Street.
Exhibits for sale an oil, Scene at Seaq, at the
Boston Athenaeum, and submits Ship in a
Gale for exhibition at the Apollo Associa-
tion in New York.

Completes oil views of Gloucester and Bos-
ton harbors, reflecting early influence of
Robert Salmon’s marine painting style.
Publishes three-lithograph series, of views
in similar format, of Gloucester, New
Bedford, and Newburyport.

View of the City of Washington, 1838, lithograph

Reputation fully established. Returns to
Gloucester permanently. Sets up studio on
first floor of the old Whittemore house on
Washington Street.

Paints extensively around Gloucester Har-
bor and Cape Ann. First visit to Maine in
summer of 1848. Pictures on view at the
Art-Union in New York.



1849-1850 Purchases property on Duncan Street,

overlooking water on Gloucester inner har-
bor. With his sister Sarah and brother-in-
law, Ignatius Winter, begins designing and
constructing a seven-gable house of gran-
ite. Moves in with the Winters just after
New Year’s, 185o0.

Lane’s Stone House, Duncan’s Point Gloucester, 1850

18505

summer 1850

1851

Active in local civic affairs, participates in
organizing Fourth of July celebrations,
painting banners and signs.

Extensive travel, including visits to New
York and possibly San Juan, Puerto Rico.

Extensive sailing and sketching trip to
Maine with his friend, Joseph L. Stevens,
Jr. Paints in Castine, and sails aboard char-
tered sailboat General Gates to Mount Des-
ert Island. Produces first major luminist
paintings of Somes Sound.

AlAIUE UL 11U. §Y, 11T LULIEL LICTILU, uLlan

Beginning of the America’s Cup competi-
tion. Lane paints at least two pictures of
the yacht America. Continues with harbor
scenes and ship portraits; receives favor-
able criticism for work exhibited at the
American and New England art unions.

11



cat. 17. The Western Shore with Norman’s Woe, 1862, oil on canvas,
211/2 x 351/2 in. [Cape Ann Historical Association]



cat.18. Ipswich Bay, 1862, oil on canvas, 20 x 33 in. [Museum of Fine Arts,
Boston, Gift of Mrs. Barclay Tilton in memory of Dr. Herman E. Davidson)]
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mid-1850s

summer 1855

late 1850s

1860

1862

summer 1863

1863-1864

July 1864

Creates an important series of Boston har-
bor views; new variety in landscape and
shoreline combinations of Gloucester har-
bor pictures. Second extensive sailing trip
to Penobscot Bay and Mount Desert areas.

Third Maine cruise with Stevens, resulting
in paintings of Owl’s Head, Camden hills,
Blue Hill, and Mount Desert areas.

Emergence of late style, new severity and
serenity, more open and poetic composi-
tions. Takes on pupils, notably Mary B.
Mellen, in painting lessons.

Start of American Civil War. Lane paints
Lumber Schooners at Evening on Penobscot
Bay (cat. 61) and Approaching Storm, Owl’s
Head (cat. 51).

Late style marked by greater openness and
lucidity. Notable oils of this year include
Ipswich Bay (cat. 18), “Dream Painting,”
and The Western Shore with Norman’s Woe

(cat. 17).

Last visit to Maine. Paints Christrmas Cove
(cat. 53); also two unusual Gloucester land-
scapes: Riverdale (cat. 19) and Babson and
Ellery Houses, Gloucester (cat. 20).

Final series of paintings: Brace’s Rock
(cats. 21 and 23). Devastating fire along
Gloucester waterfront.

Last sketching expedition around Cape
Ann, accompanied by Joseph and Caroline
Stevens. Last dated drawings: Eagle Cliff at
Old Neck Beach, Manchester and Folly

Photograph of Lane late in life, c. 1860 [Cape Ann Historical Association)

6 august 1865

12 August 1865

Cove, Lanesville. Becomes ill, remains in
poor health through the spring of 1865.

Following a bad fall, has a major setback
(presumably a heart attack or stroke).

Lane dies in Gloucester. One Boston paper
noted, “The death of this gifted artist may
almost be considered a national loss, at
least so far as art is concerned.”



cat.19. Riverdale, 1863, oil on canvas, 21'/2 x 35/4 in. [Cape Ann Historical
Association)



cat. 20. Babson and Ellery Houses, Gloucester, 1863, oil on canvas, 211/4 x 351/4
in. [Cape Ann Historical Association]









Cape Ann Views

ELIZABETH GARRITY ELLIS

IT 1S UNLIKELY THAT FITZ HUGH LANE KNEW Christopher Cranch’s
[llustrations of the New Philosophy. Sketched on scraps of paper
and enclosed in letters of the late 1830s and early 1840s, the car-
toons circulated among a small band of Harvard graduates who
had journeyed West during the years of political and religious
crisis and rallied to the new faith of Ralph Waldo Emerson.!
The most amusing of the drawings were based on Nature of
1836, Emerson’s first declaration of the Transcendentalist pro-
gram. Four years earlier he had resigned from the Unitarian
ministry, repudiating the “dead forms” of its “historical Chris-
tianity.” Instead, he proposed a new revelation, founded not in
doctrine or tradition but in the immediate apprehension of the
divine in nature. Cranch seized on Emerson’s anecdotes of be-
holding God and nature face to face and in January 1839
sketched Nature’s most famous passage (fig. 1):

Standing on bare ground,—my head bathed by the blithe air, and uplifted
into infinite space,—all mean egotism vanishes. I become a transparent eye-

ball; I am nothing; [ see all; the currents of the Universal Being circulate
through me; I am part or particle of God.?

Emerson had borrowed the image from Plotinus, adapting the
ancient mystical harmonies to the American condition of new-
ness.’ For a country still inventing itself from a miscellany of
facts, he revealed an intrinsic spiritual order in a sublime act of
perception.

If Cranch’s top-hatted creature towering over field and hills
was unknown to Lane, the image has nonetheless dominated
discussions of the luminist paintings the artist produced from
the mid-1850s until his death in 1865. It is in Emerson’s account
of these decades of “a new consciousness” that art historians

Catalogue 7, detail

have found the language and meaning of Lane’s radiant coastal
views. The crystalline light and patterned geometries of shore-
line and boats in such paintings as Brace’s Rock, 1864 (cats. 21,
22, and 23) and Stage Rocks and the Western Shore of Gloucester
Outer Harbor, 1857 (fig. 2) have come to assume the order and
spiritual tenor of the Transcendentalist’s vision.*

Lane’s luminist style had, of course, a history of its own—
having evolved over a period of almost two decades, from the
conventions of Anglo-Dutch marine and landscape paintings
seen by the young artist in Boston and formalized in the illustra-
tions of drawing books’; from the “graphic power” and implicit
design of John Ruskin’s descriptions of nature®; and, especially,
from Lane’s work throughout his career as a lithographer mak-
ing topographical views of his native Gloucester. The maplike
accuracy of the prints and paintings on which they were based,
like Gloucester Harbor from Rocky Neck of 1844 (cat. 2) had es-
tablished Lane’s local reputation and gained him notice in Bos-
ton newspapers. “Select your own subject, some point of inter-
est upon our ocean borders, and set the artist at work,” advised
the Evening Transcript in October 1850.7 In preparation, Lane
navigated the beaches and granite outcroppings of Cape Ann,
making pencil sketches of outlines and details that he trans-
ferred to canvas along a measured grid. He became the tax-
onomer of the Gloucester coast.

In the process, Lane took possession of it. The compositions
of Brace’s Rock and Stage Rocks derive from sites on the Massa-
chusetts shoreline but are conceived in pictorial terms, as Lane
adjusted the elements of the scene away from the specific to-
ward abstract patterns of shape and thin color. Thus his art of

19



fig.1. C.P. Cranch, The : ; =6
Transparent Eyeball from &fm Zf;u_aﬁ ,,;t:,,,ﬁi‘a:f
“The New Philosophy” BB o 4“,,,,, = z,:“,/;{,“/
Scrapbook, 1839, pen on pa- 5'7»4./4 k. 3
per [Harvard College Li- v

brary, Cambridge, Massa- i

chusetts]. » S 2 A

description yielded to a formal style that was at once intensely
objective and suffused with feeling: the ordinary, familiar
shapes of the shore world are immediately recognized, but their
meaning is released by their ordering on the canvas. Barbara
Novak has likened this paradox to the “Emersonian tolerance of
contradiction.”® Whether there is direct connection with Emer-
sonian Transcendentalism is, however, uncertain. Rather, as
Novak has argued, we can claim affinity.’ But to align the struc-
tured vision of Lane’s small paintings only with Emerson’s
record of “consciousness” is an incomplete study of both artists,
for it tends to remove them from history and to emphasize form
over content. It is in terms of their historical context that

Lane’s Gloucester subject matter and his relationship to Emer-
sonian ideas can be more fully discussed.

In his study of the period of American romanticism , Michael
T. Gilmore observed that what established Emerson “as a truly
‘representative man’ of Jacksonian America” was his ambiva-
lence toward a world that had become a marketplace.!” From

20 | ELLIS

fig. 2. Lane, Stage Rocks and the Western Shore of Gloucester Outer Harbor,
1857, oil on canvas, 151/2 x 231/2, [Cape Ann Historical Association]

about 1815 to the Civil War, the scale and character of American
enterprise were radically and permanently transformed. The
rise of manufacturing and a national network of railroads, the
expansion of banks and of credit, and the shift of population
from farm to factory and city produced a new economic order
and market society in which “people and their surroundings
were brought under the dominion of exchange.”!" Under this
market regime, labor became a commodity. Land came to be
seen as an object of speculation. Even literature was part of
trade, promoted and circulated by publishing houses. The
young Emerson recoiled from the “noisy readers of the hour”
and defined the “new views here in New England” as a reaction
against the instability of the market: “What is popularly called
Transcendentalism among us, is [dealism.” In other times the
hunger for spiritual truth made philosophers or prophets; “fall-
ing on . .. commercial times” this hunger “makes the peculiar
shades of Idealism which we know.”!? The later Emerson found
reassurance in the market system and defended “the laws of na-
ture” that “play through trade . . . The counting-room maxims
liberally expounded are laws of the Universe.”"® Throughout his
life, in different and complex ways, Emerson confronted and
was deeply marked by his “commercial times.”

Indeed, the very first “use” of nature that Emerson consid-
ered in Nature appears under the heading of “Commodity.” As



cat. 2. Gloucester from Rocky Neck, 1844, oil on canvas, 291/2 x 411/2 in. [Cape
Ann Historical Association]



cat. 3. Ships in Ice off Ten Pound Island, 18s0s, oil on canvas, 12 x 19%/4 in.
[Museum of Fine Arts, Boston, M. and M. Karolik Collection]

commodity—“cities, ships, canals, bridges, built for him”!*—
nature was briefly reconciled with man. But the union was tem-
porary and its value artificial; in the mart of trade, all of nature,
all meaning, was negotiable. The fault lay within. Because men
generally relate to nature as commaodity (if men “looking at the
ocean can remember only the price of fish,” Emerson later

22 | ELLIS

wrote!®), they fail to see its spiritual side and “are as much
strangers in nature, as [they] are aliens from God.”!® It is this
sense of alienation that the sublime intimations of Nature fi-
nally overcome: in dazzling moments, the influx of spirit reveals
a “radical correspondence between visible things and human
thoughts” and prophesies “a correspondent revolution in
things.” By grasping “that wonderful congruity” between mind
and nature, man can change and impose absolute order on the
world.” Yet, as Gilmore noted, even here, Emerson was impli-



cated in the marketplace: revelation is a transaction, an ex-
change of matter for meaning.

This equivocal harnessing of “economic categories . . . to the
operations of the Soul” persisted in Emerson’s later writings
but grew gradually less critical, as, with age and prosperity, he
acceded to the processes of the market.'® Indeed, after 1840, he
would come to rely less on the self, as his Transcendentalism
shaped its “radical thrust to the curve of earth”'” R. A. Yoder’s
beautiful image charts the shift in Emerson’s thought: his re-
treat from the power of visionary moments toward a kind of
truce with “eternal Fact” that acknowledged an unalterable dis-
parity between the mind and nature. He wrote in “Experience”
in 1844:

[ know that the world I converse with in the city and in the town is not the
world I think. I observe that difference, and shall observe it. One day I shall
know the value and law of this discrepance.?

Having renounced the power to redeem nature, Emerson took
up a detached position from which to observe it. His reach di-
minished, he patiently collected glimpses of the world around
him and discovered that “Metamorphosis or Flux” was its “true
pattern:” “That rushing stream will not stop to be observed.”!
The processes of nature and society demanded a conscious ef-
fort extended in time. Thus, as Emerson came to terms with his
“commercial times,” he also turned increasingly to the historical
imagination, to history conceived as the process of events. It
was only through time and in time that meaning could be
found.

In 1849 Lane permanently left Boston for the town of his
grandfathers. His return was speeded by a branch of the East-
ern Railroad that was extended to Gloucester in 1846 and
opened the port the following year to commercial development.
After years of declining fishing revenues, the construction of
the railway formed a critical link with the new technology of
icing the catch aboard vessels when they were at sea. It con-
nected the fisheries with western markets, attracted capital that
gradually transformed the industry into an entrepreneurial ven-
ture that by 1860 would eclipse the Surinam trade as the town’s
economic mainstay, and led to a boom in the construction of
wharves and factories along the waterfront. A “slight advance
... in the value of real estate” noted by the Gloucester Telegraph
in June 1846 marked the beginning of two decades of specula-

fig. 3. Lane, View of Gloucester, 1855, colored lithograph, 213/4 x 351/2 [Cape
Ann Historical Association]

tion and rising land prices.?

The views Lane made after his return were part of this mar-
ket economy and activity. They were, in effect, articles of com-
merce, whose value and meaning depended on the circum-
stances in which they were produced and of the visible world
they recorded. Underwritten by subscriptions advertised in the
newspaper, lithographs like View of Gloucester, 1855 (fig. 3) were
distributed from the bookstores and printing shops of friends.
The paintings occasionally were sold by lottery. On 21 Septem-
ber 1859 the Gloucester Telegraph reported a drawing of “five oil
paintings” among the subscribers to the print: “No. 125 took the
first picture, being the original from which the view of Glouces-
ter was engraved.” (The second picture raffled was possibly
Ships in Ice off Ten Pound Island, 1850s (cat. 3), described as “a
winter scene, giving a representation of cutting vessels out of
the ice”)*

View of Gloucester describes a world of exchange. From the
shadowy pasture of Rocky Neck, the figures at lower right di-
rect our attention to a panorama of harbor activity. As they
point both within and beyond the edges of the scene, the print
seems a fragment of a world ordered around human measure
and use. The patterned shapes of sails, riggings, and boats -
stretching across the Inner Harbor are repeated in the steeples
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i
0y

=

fig. 4. Map of Gloucester Harbour Village, 1851 [Cape Ann Historical Associa-
tion]

and gambrel roofs of the buildings set in terraced rows along
Front and Middle Streets (fig. 4). Masts line up with chimneys;
caulking and fish glue factories, marine railways and fishing
schooners are clearly and evenly illuminated as harbor and
shore work in tandem. View of Gloucester was an update of the
harbor inventory found nine years earlier in View of Gloucester
from Rocky Neck (fig. 5) (based on Gloucester Harbor from Rocky
Neck.) Lane profiled the town from the same vantage point, re-
taining the same balance of share to sky, of particular buildings
to geometric boxes, but he carefully, and knowingly, added the
new construction on Fort Point and Duncan’s Point. The art-
ist’s studio on the top floor of his house on Duncan’s Point had
put him at what a local historian would describe in 1860 as “the
centre of a seat of the fishing business, which, for activity, en-
terprise, and extent, has no equal on this continent.”?*

Lane’s commercial vision was made explicit by the genre ele-
ments that he introduced into many of his Gloucester views of
the 1840s and early 1850s. In The Fort and Ten Pound Island,
Gloucester, Massachusetts, 1847 (Thyssen-Bornemisza Collec-
tion) and Gloucester Harbor, 1847 (cat. 10) the contours of the
beach and Ten Pound Island form a stageset for figures who un-
load fish or transact business. In Lanesville, the Mill, 1849 (cat.
4) they announce the presence of industry: an old horse and
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fig. 5. Lane, View of Gloucester from Rocky Neck, 1846, colored lithograph,
211/2 x 351/2 [Cape Ann Historical Association]

wagon driven along the road at the right of the sawmill lead us
into view of the railroad where, as the Telegraph pointed out,
“the locomotive, pouring out from its smoke pipe, a dense black
cloud, is just coming in sight.”?

The marketplace of Gloucester also defined a view of the
town painted in 1852 for the merchant Sidney Mason, a
Gloucester native living in New York. One of Lane’s largest
works, Gloucester Harbor (cat. 7) scans the shore from the wide
angle of the Outer Harbor—an expanse that is charted and con-
tained by the traffic of boats. At the center foreground the taut
line of a trawl holds a Chebacco boat in place, part of the cata-
logue of Gloucester vessels disposed across the harbor, as space
1s identified by function. A flood of sunlight bleaches the
houses above the shore as the deep blues of clouds and the
plane of water, verticals of mast and line, and the scallop pat-
tern of the clouds perform an aesthetic function. But Lane’s
eye was still in the service of accounting, and the patterns form
a backdrop to the shipping. Gloucester Harbor was one of at
least three works commissioned by Mason in the early 1850s
that together represented the commercial corners of his world:
Lane also painted a New York view and St. Johns, Puerto Rico,
1850 (The Mariners” Museum), which shows men logging ma-
hogany in the harbor of San Juan, where Mason had lived
from about 1820 to 1835, served as U.S. consul, and made his
fortune.?



cat. 4. Lanesville, The Mill, 1849, oil on canvas, 18 x 26 in. [private collection]



cat. 7. Gloucester Harbor, 1852, oil on canvas, 27!/4 x 471/2 in. [Cape Ann His-
torical Association]



cat. 10. Gloucester Harbor, 1847, oil on canvas, 23 x 35'/2 in. [Cape Ann Histor-
ical Association]



Gloucester Harbor also recorded an aspect of the Gloucester
economy that is perhaps less conspicuous to modern eyes.
Along the shore at the far left stands the two-story Pavilion, one
of the first of the hotels that began to dot the Cape Ann shore-
line in the late 1840s and 185o0s (fig. 6). With the coming of direct
rail service, tourists had followed. “Even now strangers are be-
ginning to visit us,” reported the Telegraph in 1846, “the facili-
ties for getting here being so abundant.’?’ By the end of the
decade, newspapers and travel guides were promoting Cape
Ann as a summer resort:

Projecting farther into the broad Atlantic than any promontory of New En-
gland, [the Cape] breasts the purest waves and courts the freshest breezes,
while, unlike other portions of our coast, its soil is luxuriant and well wooded,
and its scenery blends, in charming unity, the wild, the rugged, the romantic
and the pastoral. No where else upon our seaboard has nature been so prodi-
gal of her charms.?

The first visitors stayed at boarding houses, but with the
opening of the Pavilion in June 1849 a new standard of comfort
was established. Designed by a Boston architect for Sidney and
his brother John Mason, the hotel featured elegant sitting
rooms, gas lamps and all the amenities demanded by “those
who require luxury.’? Boating and swimming were at the front
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DUMMER KETREAT.—AS the warm weath-
er approaches, city people wish to be inform-
ed of all arrangements being made at the wa-
tering places for their accommodation during
summer months. They will be welcome here;
and to those who have already visited Glou-
cester and vicinity, nothing need be said of
its superiority over other places in New Eng-
land as & summer retreat. Its cool breezes,
romantic scenery, beautiful harbor, hard, white
sand beaches, and bracing air, are temptations
that cannot well be resisted. 1f besides these
attractions, strangers can be assured of good
hotel accommodations, no more car be re-
quired. Three hotels will be opened here
this summer, the Pavition, Gloucester Ilouse,
and Uuilon House ; of these we propose at
present to speak only of the Pavilion, reserv-
ing a description of the other houses for an-

fig. 6. From Boston
Evening Transcript,
advertisement for The
Pavilion, 1849 [Cape
Ann Historical Asso-

he iati
other number. ciation]

door. New shops opened nearby. By September, the hotel’s
fashionable status was secure and its unusual double piazza a lo-
cal landmark**—though it would offend the New York art critic
Clarence Cook. When visiting Lane in 1854, Cook deplored the
“ugly, yellow” hotel sunning “itself on the rocks where I used to
sit hour by hour watching the lapsing waves upon the beach be-
low.”! The critic’s grumbling aside, Lane made pencil sketches
of the Pavilion on its curving sweep of beach and included it in
several paintings of the early-to mid-185os.

As Lane sketched, the hotel was transforming the beach into
a site for spectacle. Alfred Brooks called the Pavilion “Glouces-
ter’s first conspicuous monument of the profitable and ever-
increasing business of housing and feeding the summer peo-
ple!”3? It represented a business that quickly became a lucrative
part of the town’s development—and made a commodity of
both the scenic landscape of Cape Ann and the act of observing
it. “To those who . . . are not fond of entire seclusion, and like
the excitement of company,” the March 1849 Pictorial National
Library advised, “this hotel is an excellent stopping place and
starting point” for a tour of the attractions found along the
eighteen-mile coast of the Cape.*

Lane took many of these “points of interest” as his subjects.
He drew and painted several views of the Bass Rocks and Little



cat. 5. Good Harbor Beach, Cape Ann, 1847, oil on canvas, 203/16 x 30!/8 in.
[Museum of Art, Rhode Island School of Design, Jesse H. Metcalf Fund]



cat. 9. Gloucester from Brookbank, late 1840s, oil on canvas, 20 x 30 in.
[Museum of Fine Arts, Boston, M. and M. Karolik Collection]



cat. 11. View of Gloucester from “Brookbank,” the Sawyer Homestead, 1850s, oil
on canvas, 18 x 30%/16 in. [The Carnegie Museum of Art, Pittsburgh, acquired
through the generosity of the Sarah Mellon Scaife Family]




Good Harbor Beach, a stretch of coast east of town singled out
by guidebooks for its rocky shore and sunset views of Salt and
Milk islands. The area had already attracted the attention of de-
velopers. Beginning in 1846, the pasture rights to the land were
bought up by George H. Rogers, a Gloucester merchant who
had made his money in the Surinam trade and

foresaw the advantages this beautiful tract offered as a future seashore resort,
and at once began the improvement of the property by laying out avenues
and roadways, cutting up the pasture into suitable building lots and otherwise
greatly enhancing the values of the premises, expending vast sums of money
in the work.>*

Rogers’ holdings in the area eventually included a hotel and
more than 250 acres before he sold out in the 1860s.

Sunrise through Mist, Pigeon Cove, 1852 (cat. 42) represents an
area farther north along the Cape at Rockport. Known to sailors
for its stone breakwater and safe harbor, by the late 1840s Pi-
geon Cove was claimed by travel writers for its “prospect” and
pleasant boarding houses.* Within a generation, the tourist’s
view would become a major commodity: “the scene of fisher-
men at the wharves, and of stone-sloops loading with granite to
take to Boston and other cities, 1s entertaining to those who
have not often looked upon it”*¢ During the early 1850s local in-
vestors banking on the extension of the railroad to Rockport be-
gan to buy tracts of land along the shore and a decade later di-
vided nearly 150 acres into building lots for summer homes.*

Lane also painted the coast between Gloucester and Magno-
lia, a section of Cape Ann that by 1860 was “widely known as
one of the leading fashionable Summer resorts.”?® As if antici-
pating the market, Fresh Water Cove from Dolliver’s Neck,
Gloucester, early 1850s (cat. 8) surveys the coast as property:
from the fenced pasture of the foreground, the white diagonals
of sailboats lead the eye across the cove to the houses along
Western Avenue. The largest, “Brookbank,” was the summer
residence of one of Lane’s important patrons, Samuel E.
Sawyer.

These views had obvious appeal for investors®**—and for the
artist who, by selecting them, participated, however indirectly,
in their appreciation. Lane may, in fact, have profited directly
from the real estate market. The value of the granite house and
studio that he built on Duncan’s Point shortly after his return
to Gloucester (whose roofline was said to be modeled on the
House of the Seven Gables of Nathaniel Hawthorne’s tale)
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fig. 7. Lane, View of Gloucester Harbor, late 1850s, oil on canvas 24!/8 x 361/4
[Mr. and Mrs. Glen Rosio].

more than doubled during the thirteen years following its com-
pletion.* It was not the first time he had shared his Gloucester
patrons’ financial concerns. In 1840, when still living in Boston,
Lane had supplied Gloucester’s Whig merchants with a banner
for an election parade protesting the Democratic administra-
tion’s proposed change in the calculation of fishing bounties.
From Gloucester Harbor the famous sea serpent was shown
rearing its head from the water as the caption announced: “The
Deep has Felt the Attack Upon her Interests and Sends Her

Champion to the Rescue”#!

fig. 8. Lane, Dolliver’s Neck and the Western Shore from Field Beach, 1857, oil
on canvas, 181/2 x 323/4 [Cape Ann Historical Association]

AR




Lane’s Gloucester subjects of the late 1840s and early 1850s
were records of these interests. Yet by the mid-1850s, when his
luminist style emerged, his subjects also began to change. The
resorts of summer tourists and developers give way to different
areas or views of the coast. When Lane returned to Dolliver’s
Neck in 1857, he sought a new vantage point and vision: Dol-

cat. 8. Fresh Water Cove from Dolliver’s Neck, Gloucester, early 1850s, oil
on canvas, 24 x 36 in. [Museum of Fine Arts, Boston, M. and M. Karolik
Collection]

liver's Neck and the Western Shore from Field Beach (fig. 8)
records the stretch of coast between Stage Fort and Mussel
Point; the summer houses along Fresh Water Cove are less
conspicuous, anecdote is subdued, and the details of the
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cat. 6. Gloucester Harbor, 1848, oil on canvas on panel, 27 x 41 in. [Virginia
Museum of Fine Arts, the Williams Fund]

landscape—the fissures in the rocky shore, the wooded
hillside—are more selectively observed and rendered. The de-
tail and dark weight of the rocks at the lower left seem at once
to condense and foil the larger arc of sand. The distance of the
solitary pine from the scumbled trees in middleground, clearly
indicated in the pencil sketch Lane made of the site, is uncer-
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tain. The eye focuses on pieces of nature that combine less as a
map of the site than as formal patterns and contrasts, of dark
against light, diagonals against horizon line, green against pur-
ple tones.

The new direction of Lane’s art is suggested by his discus-

sion of the painting in a letter to his patron and friend Joseph
Stevens, Jr.:



cat. 42. Sunrise through Mist, 1852, oil on canvas, 241/4 x 361/4 in.
[The Shelburne Museum, Shelburne, Vermont]

Since writing you last I have painted but one picture worth talking about . . .
The effect is a mid day light, with a cloudy sky, a patch of sunlight thrown
acrost the beach and the breaking waves. An old vessel lies stranded on the
beach with two or three figures, there are a few vessels in the distance and the
Field rocks likewise show at the left of the picture. I think you will be pleased
with this picture, for it is a very picturesque scene especially the beach, as
there are many rocks which come in to destroy the monotony of a plain sand

beach, and I have so arranged the light and shade that the effect I think is
very good indeed.*

This description is rare for Lane, and his meaning is not made
clear. “Very picturesque” may refer to the artist’s expressly pic-
torial concerns, as he shifted his attention beyond the describ-
ing of topography to the aesthetic effects of variety and rough-
ness (the rocks which relieve “the monotony of a plain sand
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cat. 23. Brace’s Rock, 1864, oil on canvas,
10 X 15 in. [Mr. and Mrs. Harold Bell]

beach”) and the arrangement of “the light and shade.” [t may
also suggest a new level of meaning. The distance essential to
perceiving these pictorial possibilities was tied to an emotional
detachment from the site. In the neutral territory of his studio,
Lane constructed the painting, balancing observation and de-
sign, topographical fact and invented color and effects of light.
The formal patterns of Dolliver’s Neck and the Western Shore
from Field Beach are not static—for example, the intense con-
trast of dark and light undoes the measured distance between
the Field Rocks and the beach. The tenuous balance of con-
trasts that define the image suggests the succession of moods
and moments that made up Lane’s knowledge of the scene, the
fluid process that is the province of memory. This may account
for the “old vessel . . . stranded on the beach”: not included in
the preliminary drawing of the site, the boat may serve as a kind
of marine ruin, with its associations of time and imaginative
return.

We should not make too much of Lane’s remark. By the mid-
nineteenth century the picturesque was so popularized a term
that it had lost precise meaning, especially in American aes-
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thetic thought and travel writing. But at its most significant, as
in J. M. W. Turner’s Picturesque Views in England and Wales
(1825-1838), which Lane may well have known, the picturesque
referred to topographical scenes that sought at once to describe
present appearance and to evoke past history. Having set nature
above art as the standard of landscape painting, the picturesque
taste combined precise observation of details with an attention
to private meaning and formal effect. Thus, J. D. Hunt’s obser-
vation that the aesthetic had its most “pervasive moment” at a
time when scepticism about the readable syntax of painting had
left “unresolved any fresh means of linking mental and emo-
tional explanations to visual experience”* may have particular
relevance for Lane. In paintings like Dolliver’s Neck and the
Western Shore from Field Beach, Lane shed art historical or
graphic convention and narrative content for both a more ab-
stract formalism and implicit awareness of time.

Old or wrecked vessels occupy many of Lane’s luminist paint-
ings of Cape Ann. In the several views of Brace’s Rock painted
in 1863-1864 (cats. 21, 22, and 23), an abandoned boat, in various
stages of decay, shifts position in the shallow water. Lane



cat. 21. Brace’s Rock, 1864, oil on canvas, e
10 x 15 in. [private collection)]

cat. 22. Brace’s Rock, Brace’s Cove, 1864, oil on
canvas, 10 x 15 in. [Daniel ]. Terra Collection,
Terra Museum of American Art, Chicago]




cat. 16. Stage Fort across Gloucester Harbor, 1862, oil on canvas, 38 x 60 in.
[Metropolitan Museum of Art, Rogers and Fletcher Funds, Erving and Joyce
Wolf Fund, Raymond J. Horowitz Gift, Bequest of Richard De Wolfe Brixey,

by exchange, and John Osgood and Elizabeth Amis Cameron Blanchard Me-
morial Fund, 1978]



painted the several versions as commissions from Gloucester
patrons, and in each version the attenuated shapes of the rocky
outcropping and its reflection remain almost constant. But the
images are subtly different: the cloud forms and the intensity of
colors in the late afternoon sky, suggesting specific meteorologi-
cal moments, change; the small boat, gradually stripped down
to a wrecked hull, changes direction and angle to form different
patterns with the lines of rocks and horizon. Each small image
is partial, as Lane consciously constructed each in relation to
the others. Their serial form—no less than the ruined boat—
suggests the presence of time in the landscape and arouses an
awareness of the local history and meaning of the site. During
the 1860s, Brace’s Cove was an increasingly rare part of the
Cape Ann coastline: relatively inaccessible, it was off the tourist
map and not for sale. Local memory and sentiment were built
into the rocky shore.*

The conscious evocation of time in the Gloucester landscape
may also inform the several views of Stage Fort and the Stage
Rocks that Lane painted from about 1855 to 1862. In two views
of 1857 (fig. 2), the artist presents, through shifting vantage
points, the site where “Massachusetts began her history.”*
Three years earlier the Boston historian J. Wingate Thornton
had published The Landing at Cape Anne [sic], documenting
the effort from 1623 to 1625 to establish a plantation and fishing
base on the spot.* Part of Thornton’s account was based on the
research of John J. Babson, a Gloucester banker and civic leader
who supplied an appendix describing the topography of the
shore. It was probably Babson who introduced Lane to Thorn-
ton in late 1857 or early 1858, a meeting that resulted in a history
painting of the landing intended as a frontispiece to a second
edition of the book. Lane wrote to Thornton on 11 January 1858:

Yours of the 6th came duly to hand and [ will answer that I shall be happy to
do anything in my power to give you a representation of the scene of the first
landing at Cape Ann. The greatest part of the shore, I expect, has undergone
but little change, as it is mostly granite rock, the beaches no doubt have
incroached [sic] upon the land, since that time, and in fact, within my own re-
membrance I know much to be the case, to the extent of quite a number of
feet, but still the main features of the locality must be nearly the same.

With the stile or model of the vessels, of that time, I am entirely ignorant,
and if you, in your researches have ever come acrost [sic] any drawings or en-
gravings of vessels of that period, and would procure me a sight of them, so
that I could introduce them into the picture, it would help me out very
much—I will consult with Mr. Babson, and when the weather becomes

favourable I will get him to go to the ground and with his help, I think we
can give a sketch which will not be far from the truth at any rate, [ will do my
very best*.

Lane completed a version of the painting by July and sent it
to Boston. The picture, now lost, was probably more conven-
tionally narrative than Lane’s luminist canvases, but, even here,
the artist’s letter suggests that he saw the boats as temporal
markers within a landscape that was a container of history and
the processes of nature.

fig. 9. Lane, Gloucester Inner Harbor, c. 1850, oil on canvas, 24 x 36 [The Mari-
ners’ Museum, Newport News, Virginia]

Lane’s historical imagination is also evident in what is per-
haps his most frequent Cape Ann subject, the view of the Old
Fort and Ten Pound Island from the shore of Gloucester Inner
Harbor. He painted the scene throughout his career but espe-
cially from the late 1840s to early 1850s. Works dating from these
years, such as Gloucester Inner Harbor, c. 1850 (fig. g), carefully
record the development of Fort Point, much of it owned by
George H. Rogers. In a work of about a decade later, The Old
Fort and Ten Pound Island, Gloucester (fig. 10) this construction
has disappeared, as has most evidence of commercial activity.
The painting is a luminist work whose classic order and deliber-
ate pattern of boats and reflections and clouds John Wilmerding
described as “controlled selectivity in the service of the pictorial
statement.’®

Lane was no less selective in his depiction of the harbor land-

ELLIS | 39



fig.10. Lane, The Old Fort and Ten Pound Island, Gloucester, 1850s, oil on can-
vas, 22 x 36 [Cape Ann Historical Association, deposited by Addison Gilbert
Hospital, Gloucester]

scape. As the Telegraph of 30 June 1860 described, the painting
is an historical recreation of the site. The dark foreground rocks,
“Cunner’s Rocks,” had long been covered by Parkhurst’s Wharf.
The point is shown without the construction of the 1850s, “un-
obstructed by any building, and undisturbed by any roadway.”
On top of the hill the decaying ramparts of the fort appear
“with a distinctness and a completeness which brings former
times at once to the memory. The brick house, even then in
ruins, yet presented a more defined outline and added greatly to
the picturesque effect.” Lane’s nostalgic vision also extended to
the craft in the harbor. The newspaper observed “one of the
red-tipped fishing boats that used to frequent our harbor in the
days before the breakwater was built at Rockport. A little way
off lies at anchor an old fashioned banker ‘washing out, which
presents a good contrast to the model clippers of the fishing
fleet of today.’*

The alterations to the site in The Old Fort and Ten Pound Is-
land, Gloucester were probably connected with an illustration
Lane was preparing for Babson’s History of the Town of Glouces-
ter, Cape Ann, published in 1860. The same features of the Old
Fort are found in the lithograph representing the site in 1837
(fig. 11).

More generally, Lane’s historical vision may reflect the anti-
quarian sentiments he shared with local patrons who, like the
artist, had family ties to the early history of Gloucester. Both
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fig.11. Lane, View of Old Fort and Harbor, 1837, c. 1860, lithograph, 4 x 63/4
[Babson, History of Gloucester]

Babson and Stevens devoted much of their attention to histori-
cal research,’® and the Telegraph praised The Old Fort and Ten
Pound Island, Gloucester for “preserving so accurately the fea-
tures of a view . . . which can never again exist in reality” and
proposed a “subscription to purchase it for the Public Library
Room, or some other suitable place.” A strong localism and at-
tachment to tradition had characterized Gloucester since the
eighteenth century, but in the mid-1850s these feelings became
acute, as many natives sensed their old world slipping away un-
der the very forces of development and population growth from
which they had profited. Babson’s History noted the influx of
Irish and Portugese immigrants—“before 1840, there were few
persons of foreign birth or parentage residing in Gloucester” —
and cautioned readers of their high birthrates: “Some of these
infants are born to an inheritance of vice and ignorance” as
“the historian must not fail to warn those who are beholding
this with indifference.!”®! By 1860, a later chronicler complained,
“old customs and pleasant associations [were] rapidly becoming
dim in the dissolving view of time.’*?

In his luminist paintings of Cape Ann, Lane seemed to turn
away from the commercial shore world he had described earlier,
into a world of memory and time. He represented, often in suc-
cessive images, parts of the Cape Ann coastline unaffected by
commercial development or laden with history, and thus may
have recovered for his Gloucester patrons the associations of a



cat.13. Gloucester Harbor at Sunset, late 1850s, oil on canvas, 241/2 x 381/2in.
[private collection]
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more secure and stable past. This strategy was a familiar and in-
fluential one during the 1840s and 1850s: Yoder has described it
as the “variegated fabric of Romantic and Conservative ideas.””?
By 1840 the poet H. W. Longfellow had begun to pen historical
ballads about picturesque sites in New England, and in 1851
Nathaniel Hawthorne defined the project of The House of the
Seven Gables as “an attempt to connect a by-gone time with the
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cat. 14. Sawyer Homestead, 1860, oil on canvas, 231/2 x 40 in. [The Board of
Trustees of the Sawyer Free Library]

very Present that is flitting away from us.” Living in what he
took to be a “weightless” present, Hawthorne had found in
New England history “an occasionably usable past.”>* This strat-
egy, as we have seen, was also to be found in the ways of Fitz
Hugh Lane’s influential contemporary Emerson, in his retreat
from the “transparent eyeball” to the stoic observation of the
processes of nature.
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The Boston Harbor Pictures

EARL A. POWELL, III

FITZ HUGH LANE’S MOVE IN 1850 TO A NEWLY CONSTRUCTED stone
house in his native Gloucester, Massachusetts, signified both a
personal and artistic consolidation for him. His new economic
and professional security allowed his art of the following decade
to reflect a sense of confidence and maturity, culminating in
works of major significance in which the aesthetics of luminism
were refined to their highest level.

Several of these masterpieces, devoted to sunset views of Bos-

ton Harbor and nearby Gloucester, are remarkable for their ele-
vated formal aesthetics and sheer beauty. With these paintings
luminism achieved a place in the American naturalist tradition
that was characterized by an intimate and measured experience
of nature, in contrast to the romantic nationalism of the Hud-
son River School.

In the 1840s, particularly after he visited Maine, Lane had
applied his sensitivity to conditions of light and his union of
luminous hues with brilliant colors to new subject matter. His
paintings of the 1850s articulate a stylistic and conceptual so-
phistication that crisply delineates the elements of luminism
and explores the full potential of silence and light. These paint-
ings are poetic in a transcendental sense, as well as contempla-

tive; they are not influenced by the literary romanticism that in-

spired Thomas Cole and an earlier generation of American
landscape painters. The imperatives of classic luminism are dis-
tilled, revealing a sense for ordered, mathematically conceived
composition encapsulated in an atmosphere of tinted, crystal-
line light. The penumbral colors of the luminist palette were
made more visually emphatic by the cadmium hues introduced
in the 1840s, and Lane exercised precise and masterful control

Catalogue 25, detail

in the structured symphonies of light that irradiated his paint-
ings of this period.

The work Lane produced during the 1850s reveals an accom-
plished master who had assimilated the influences of his prede-
cessor Robert Salmon. Lane had also studied European engrav-
ings and incorporated their styles into his own pictorial
methodology. He melded the tightly controlled style of Cana-
letto with the Dutch marine tradition as represented in the
work of Jan van Goyen (1596-1656) and Willem van de Velde
(1611-1693). But the influence of Salmon and the European mas-
ters was mitigated by the development of a personal style and
vision.

The pictures depict Boston Harbor in the historic decade be-
fore the Civil War, when the maritime supremacy of Massachu-
setts was at its height. Indeed, as Samuel Eliot Morison has
noted, “Throughout the clipper-ship era, nearly all the tradi-
tional lines of maritime commerce continued to expand and
new ones were created . . . the commercial prosperity of Boston,
in 1857, reached its high-water mark for the ante-bellum pe-
riod””! The Boston paintings thus consolidate the aesthetics of
luminism with the high moment that celebrates the ascendency
of the New England maritime tradition, the final chapter of the
age of sail, in an exquisite and provocative confluence of history
and style. These evocative images, so eloquent in their pro-
phetic silence, depict a moment in time as if frozen, and evoke
a mood of transcendental silence that is an important reflection
of the attitude of the American imagination at mid-century.

The Boston paintings do not necessarily represent a singular
chapter in Lane’s work; as is discussed elsewhere in this book,
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fig. 1. Robert Salmon, Boston Harbor from Constitution Wharf, c. 1842, oil on

canvas, 261/4 x 41 in. [United States Naval Academy Museum, Annapolis,
Maryland]

the experience of Maine and its remarkable, evanescent light
was central to Lane’s mature stylistic evolution. The two paint-
ings that best represent Lane’s consolidation of the aesthetics
of luminism both depict Boston Harbor at Sunset, 1850-1855
(cats. 24 and 25). The two paintings are complementary exam-
ples of luminism at its poetic and formal height and underscore
Lane’s emergence as a master of color and light. The paintings
of Boston Harbor are far more than mere views, although they
have roots in Lane’s early experience as a lithographer. They
are also indebted specifically to the work of Robert Salmon, as
John Wilmerding has remarked.? Lane obviously knew and
closely studied Salmon’s painting Boston Harbor from Constitu-
tion Wharf (fig. 1), c. 1842, also published as a lithograph.
Salmon’s view, however, is taken from the wharf and is filled
with anecdotal vignettes that show the preparation of a saluting
cannon to signal sunset, and color and light are much more inci-
dental to the subject than in Lane’s Boston pictures. Lane emp-
tied the foreground of distractions and placed the ships in
geometrically conceived relationships that reinforce a static,
reverential quiet. Color, light, and silence are the subject of
Lane’s pictures. His indebtedness to Salmon was also formally
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acknowledged in the Yacht “Northern Light” in Boston Harbor,
1845 (cat. 26), on the reverse of which Lane noted, “From a
sketch by Robert Salmon.”? The bustle and activity of this
yachting painting, however, are also remote from Lane’s cool
and structured later compositions. Lane’s Boston pictures are
more poetically conceived and spatially complex than Salmon’s
straightforward views.

Neither painting of Boston Harbor is dated, but the delicacy
and refinement of the surfaces and their tranquility share much
with Lane’s work in the middle part of the decade and relate
closely to the other important works as, for instance Salem Har-
bor, 1853 (cat. 27). In this harbor scene several sailing vessels are
disposed along converging orthogonal lines that form a geomet-
ric matrix. The sails hang limp, reflected in a glasslike calm in
which all action is frozen. The same stylistic manifestations are
apparent in Lane’s very beautiful Entrance of Somes Sound
from Southwest Harbor, 1852 (cat. 57) one of his greatest formal
essays on quiet and light.

An interesting comparison can also be made between a paint-
ing entitled Ships in Ice off Ten Pound Island, 1850s (cat. 3) and
his classically luminist scenes of Boston Harbor. The ships in
this Gloucester scene are quite literally trapped in planes of har-
bor ice that reflect the clear white light from the winter sky.
The juxtaposition of the frozen winter scene, reminiscent of
Dutch paintings, with the spring or summer harbor pictures
emphasizes Lane’s interest in literally freezing time. The
almost-undisturbed, mirrorlike surfaces of Boston Harbor in the
Karolik and Ganz paintings, which articulate a canon of lumi-
nism’s formal doctrine of color, light, and silence, confirm this
recurring theme in his art.

Lane had begun to paint sunsets in Maine during the pre-
vious decade and his Boston Harbor pictures reveal his continu-
ing interest in this theme. Each of Lane’s paintings in this
group open out to the west with Bulfinch’s state capitol in the
center of the composition. The sunset in American mid-century
painting was a theme interpreted often by the major landscape
artists beginning with Thomas Cole and including Lane’s con-
temporaries Martin Johnson Heade, John Frederick Kensett,
Sanford Robinson Gifford, and culminating in perhaps the
most spectacularly incandescent work of the period, Frederic
Church’s Twilight in the Wilderness, 1860 (fig. 2). This interest in
the sunset transcends an empirical concern for pyrotechnical



cat. 26. Yacht “Northern Light” in Boston Harbor, 1845, oil on canvas,
183/4 x 261/2 in. [The Shelburne Museum, Shelburne, Vermont]




cat. 25. Boston Harbor at Sunset, 1850-185g, oil on canvas, 24 x 39!/4 in.
[Collection of Jo Ann and Julian Ganz, Jr.]



cat. 24. Boston Harbor at Sunset, 1850-1855, oil on canvas, 261/4 x 42 in.
[Museum of Fine Arts, Boston, M. and M. Karolik Collection by exchange]




cat. 27. Salem Harbor, 1853, oil on canvas, 26 x 42 in. [Museum of Fine Arts,
Boston, M. and M. Karolik Collection]



fig. 2. Frederic Edwin Church, Twilight in the Wilderness, 1860, oil on canvas,
40 x 64 in. [Cleveland Museum of Art, Mr. & Mrs. William H. Marlatt Fund]

effects of light in nature and elevates these pictures to a pro-
found level of interpretation consistent with the nineteenth-
century understanding that fused God with nature. These
paintings are poems of light, but together they represent a com-
mentary on the tentative and ephemeral condition of a chang-
ing civilization.

Lane’s paintings are not static formulas, but employ varieties
of expression, which have sources in the European traditions
that he subsumed in his art. His 1852 painting of Boston Harbor
(fig. 3) is clearly indebted to Van de Velde and the Dutch marine
tradition. The dark storm clouds in the distance and the alter-
nating dark and light chiaroscuro effects in the turbulent water,
with ships under full sail, effect a high drama similar to that in
Robert Salmon’s paintings. Salmon also painted a work that
Lane may have known, entitled Boston Harbor from Castle
Island, 1839 (fig. 4). The light in the 1852 picture comes from
the far left, creating elongated bands of shadow across the pic-
ture plane, a pictorial device often used effectively in Robert
Salmon’s pictures. Of all Lane’s Boston pictures this is the least
luminist in its formal attributes. It can be compared to the 1853
painting Boston Harbor at Sunset (cat. 28). In this scene Lane in-
terrupted the direct view of the sunset by placing the ship on
the right, with the result that a shadow is cast toward the front

fig. 3. Fitz Hugh Lane, Boston Harbor, 1852, oil on canvas, 231/4 x 343/4 in.

[The State Department]

fig. 4. Robert Salmon, Boston Harbor from Castle Island, 1839, oil on canvas
40 x 60 in. [Virginia Museum of Fine Arts, Richmond]

POWELL

53



of the picture plane. In contrast to the 1852 picture, the subject
of the painting is light itself: the pink and orange tinted reflec-
tions on the underside of the cloud formations. The surface of
the water, broken by a strong breeze, somewhat mitigates the
saturated, reflected colors of the sunset, however. The contrast
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cat. 28. Boston Harbor at Sunset, 1853, oil on canvas, 24 x 39 in.
[private collection]

between the 1853 Boston Harbor at Sunset picture and the 1852
painting is provocative, and points out how diverse Lane’s ap-
proach to a subject could be.

‘Two other studies of Boston Harbor, one dating from 1854
(cat. 29), the other from 1856 (fig. 5), make an interesting com-




parison. In each the focus is on a small steamship moving to-
ward the front central part of the composition. The organiza-
tion of the vessels in the 1854 picture seems to refer back to
Lane’s earlier, Salmon-inspired views of Gloucester. The scale
of the vessels is not emphasized, and they are primarily horizon-

cat. 29. Boston Harbor, 1854, oil on canvas, 231/4 x 391/4 in. [White House
Collection]

tally disposed, while the 1856 painting has more in common
with the darker tonalities of the earlier painting.
The emphatic introduction of the steamship into the calm

waters of a harbor filled with sailing vessels creates a paradox.

American landscape artists of the nineteenth century, begin-
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ning with Thomas Cole, expressed an escalating frustration at
the rapid advance of urbanization to the detriment of the pasto-
ral ideal represented in the American landscape. Cole, Thoreau,
Nathaniel Hawthorne, and a host of artists and writers saw the
encroachment of civilization as tantamount to a loss of Ameri-
can virtue and morality, as nature gave way before a rapidly ex-
panding western frontier. The railroad, whose piercing whistle
jarred the contemplative atmosphere of nature, symbolized this
new industrialized age. In the context of Lane’s painting the
presence of the steamship has much the same effect of a rail-
road engine shrieking in the landscape.*

The steamships in the two paintings of Boston Harbor are
metaphors for the same attitude. Surrounded by sailing vessels,
either becalmed or awaiting the tide, this new symbol of the in-
dustrial revolution, white against the darker hulls of the sailing
ships, moves outward toward the viewer. The two paintings her-
ald a transitional moment in America’s history—the coming of
the age of steam. In the two paintings of Boston Harbor at Sun-
set from 1850-1855 (cats. 24 and 25), though, the steamship is rel-
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fig. 5. Fitz Hugh Lane, Boston
Harbor, 1859, oil on canvas, 40 x
60 in. [Amon Carter Museum,
Fort Worth, Texas]

egated to an insignificant spot in the background.

These pictures hold a central position in the group of Boston
Harbor paintings. They are remarkable explorations of the mea-
sured, contemplative, and poetically colored qualities that char-
acterize luminism. The two works can be imagined as compan-
lon paintings with their complementary palettes: pink and
orange in the one, and blue and yellow in the other. Likewise,
the sun sets in the same position on the horizon and in each the
ships are disposed in similar precisely geometrical configura-
tions. Unlike Lane’s earlier horizontally banded compositions,
these two paintings have a spatial organization that moves
along perspective orthogonals formed by the position of the
ships, which move toward the center of the composition. The
bottom of the picture is left open to extend toward and encom-
pass the viewer’s space. Nevertheless the paintings differ in
size; cat. 25 is slightly smaller, and however similar they are in
mood and spirit, it is unlikely that they were meant to hang to-
gether.

These pictures represent the sense of assured mastery that
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cat. 30. The Britannia Entering Boston Harbor, 1848, oil on canvas,
143/4 x 193/4 in. [Mr. and Mrs. Roger A. Saunders]



cat. 31. Clipper Ship ““Southern Cross” Leaving Boston Harbor, 1851,
oil on canvas, 251/4 x 38 in. [Peabody Museum of Salem]



Lane achieved in the decade of the 1850s, and he rarely sur-
passed the exquisite sense of touch and articulation of light and
color. The light in both pictures halates almost imperceptibly in
extended gradations from the setting sun, creating a penumbral
effect as it is dispersed toward the darker, upper atmosphere.
The harbor appears transfixed. It is a fascinating, pivotal mo-
ment as the ships wait for the tide to change and the wind to fill
their sails and move them on to distant points. Lane has de-
picted a moment when the mind and spirit are at one with na-
ture and the universe. The moment is emphasized through the
utter stillness and quiet in these sensitively rendered poems of
light. The metaphor of silence, so often applied to luminist
paintings, is certainly central in the two works, which are so dif-
ferent in their style and symbolism from the more literary visual
rhetoric of an earlier generation of artists. In their quiet and
timelessness, they are clearly representative of the mood of
mid-nineteenth century American painting. They summarize
the conclusion of an era characterized by Jacksonian optimism
and expansion, and look forward tentatively to a new decade in
which the nation would be shattered by the Civil War. This fact
endows these paintings with a unique poignancy, and compels
the viewer even today to speculate on the fascinating dichotomy
represented in the luminist pictures of Fitz Hugh Lane.

1. Samuel Eliot Morison, The Maritime History of Massachusetts 1783-1860
(Boston, 1961), 366.

2. John Wilmerding, Fitz Hugh Lane (New York, 1971), 34-35.

3. Wilmerding, Lane, 34.

4. See Leo Marx, The Machine in the Garden (New York, 1964) for a complete
discussion of this subject.
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Imagery and Types of Vessels

ERIK A. R. RONNBERG, ]JR.

THE YEARS 1840 TO 1860 CAN BE DESCRIBED AS A PERIOD OF contrast
in American shipbuilding and shipping activity. Rapid advances
in naval architecture took place side-by-side with conservative,
often static, shipbuilding and boatbuilding traditions. This con-
trast was in turn reflected by shipping activity along the New
England coast, where clipper ships and steamships plied sea
lanes between Boston and distant ports while processions of
trading schooners, fishing schooners, and a multitude of small
craft hugged the coastline. The swiftest and most refined exam-
ples of marine technology glided past traditional watercraft
types that looked and worked very much the same throughout
the nineteenth century. Progressive and conservative ship de-
signs have always existed together, but the Industrial Revolu-
tion accelerated divergences of design and construction meth-
ods to an unprecedented degree. In the two decades preceding
the American Civil War, this phenomenon was to become mani-
fest in the ports and shipyards of New England.

With photography in its infancy, the camera record of New
England shipping from 1840 to 1860 could only be fragmentary,
leaving the making of a broader pictorial record to painters and
printmakers. Among them were artists in many foreign ports
who depicted individual vessels with great accuracy, but rarely
with knowledge or inclination to place them in a New England
setting. The representation of a New England vessel in its mi-
lieu required knowledge of the vessel, particularly its hull form
and rigging; knowledge of the setting, such as a seaport or
coastal environs; and knowledge of crew activities and how the
vessel was worked. A few competent local painters, such as Wil-
liam Bradford, augmented by a handful of immigrant col-
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leagues, like J. E. Buttersworth, possessed this knowledge and
produced some admirable ship portraits. It was left to a native
of Gloucester, Massachusetts, a landsman whose physical hand-
icaps limited severely his seagoing experiences, to depict the
vessels he saw with accuracy while placing them in port scenes
and seascapes of great artistic achievement. If the aesthetic
qualities of Fitz Hugh Lane’s work overshadow the technical
accuracy of the ships he depicted, then it is time to assess an
overlooked aspect of his painting and to gain a better under-
standing of what is probably the most strenuous and time-
consuming part of a marine artist’s work.

The great progress in shipbuilding and ship design that estab-
lished American primacy in western shipbuilding from 1830 to
1857 was due to two basic needs: greater carrying capacity and
greater speed. As the rapidly developing nations rimming the
North Atlantic Basin intensified their seaborne commerce, they
needed larger ships to carry material in greater volume and
faster ships to maintain regular communication among major
seaports. The construction of this fleet was left initially to a
small number of master shipwrights whose competence and
imagination allowed them to gauge the form, proportions, and
dimensions of materials to build hulls of untried size and form.
Experience soon proved, and improved, their rudimentary cal-
culations and guesswork, and in turn became the datum for
even more ambitious designs.!

The technical knowledge needed by the American shipyards
was initially provided by shipwrights and constructors em-
ployed by the United States Navy, which, in the experience of
the War of 1812, had embarked on an ambitious fleet construc-
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tion program, planning and building warships that surprised
and alarmed even the largest European navies. It is likely that if
naval constructors such as Samuel Humphreys, John Lenthall,
and Samuel M. Pook had not engaged in design work for private
yards, progress in American merchant shipbuilding would have
been very different, certainly slower. A number of their appren-
tices left naval service to found some of the leading private
yards of the antebellum period.? Isaac Webb, perhaps the most
distinguished of these, in turn trained three apprentices—
William H. Webb (his son), John W. Griffiths, and Donald
McKay—who were to become the most influential ship design-
ers of their day.

The growth of the United States Navy in this period and its
influence on yards owned by former naval shipwrights marked
the birth of naval architecture as a legitimate science in Amer-
ica. Intuitive and traditional design methods were supple-
mented, but not altogether displaced, by increasingly sophisti-
cated methods of calculating hull displacement, stability,
loading capacity, and other qualities that permitted a ship’s per-
formance to be predicted prior to construction. Drafting tech-
niques were refined, allowing accurate hull plans to be drawn
without relying on half-models to judge hull form; however,
American shipwrights still lagged behind their European coun-
terparts in the development of this practice.?

The introduction of steam propulsion and vessels with spe-
cialized mechanical features (particularly for use in harbors)
forced on American shipwrights the sister science of marine en-
gineering. In the transatlantic trade, their efforts were super-
seded by English steamships, but in the coastwise passenger
trade and in major ports, a variety of steam-powered craft found
useful niches for themselves.* Even sailing ships could not es-
cape the marine engineer’s services, for as hulls grew in size,
their wooden frames and planking became increasingly subject
to stresses requiring metal strapping and careful distribution of
timber mass. Larger ships required mechanical aids to enable
smaller crews to perform heavier tasks, giving rise to many “pat-
ent” rigs and sail-handling devices. Anchors, windlasses, pumps,
and steering mechanisms were under constant improvement.’

The dissemination of naval architecture and marine engi-
neering in antebellum America relied solely on the master-
apprentice system until the 1840s. In 1839, Lauchlan McKay, a
brother of Donald McKay, published The Practical Shipbuilder,
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the first American textbook to describe shipbuilding methods
from the initial design processes to launching and rigging.® In
1849, a much more scientific work was published, Treatise on
Naval Architecture by John W. Griffiths, whose goal went far be-
yond answering the needs of the day. Well-read in the works of
English designers, Griffiths did not hesitate to criticize their
theories and reply with theories of his own. He frequently at-
tacked maritime laws and tonnage regulations, which he felt
were stifling the development of better ships, and derided the
naval establishment’s reluctance to adopt more progressive war-
ship designs and improved machinery.” A prolific writer and lec-
turer, Griffiths was probably the most influential American fig-
ure in his field, and the only one in his country to publish
regularly and criticize publicly the latest trends in shipbuilding.

The 1850s saw the appearance of a handful of American pub-
lications on marine drafting and mold loft work. Perhaps the
most interesting is The Shipwright’s Handbook and Draughts-
man’s Guide by Leonard H. Boole, which showed for the first
time in an American source the progressive construction of a
vessel’s lines plan to modern standards of completeness and ac-
curacy. Some very interesting commentaries aside, this book,
like McKay’s, was meant chiefly as a remedial guide for ship-
wrights with no formal training in their field.® Progress in ship-
building, for Americans at least, was thus one of individual en-
deavor with rare opportunities for formal instruction. Such a
situation was bound to leave the country in a precarious way, as
indeed happened following the collapse of American foreign
shipping during the years 1857 to 1865. During this period, Euro-
pean shipyards took the initiative with the building of more effi-
cient steamships and the replacement of wooden hulls with iron
and steel. For decades, American yards lacked the technology
and economic support to reply. Only in the late nineteenth cen-
tury was their production capacity restored. This event was
closely tied to the founding of the earliest American schools of
naval architecture.

For every clipper, fast packet, and steamer built in New En-
gland, there were probably built dozens of hulls whose form and
behavior showed no progress at all in ship design since 1800 or
earlier. It can be argued that in some types of marine com-
merce, improvements could not be justified for sound eco-
nomic reasons; however, in many instances the shipwrights
used archaic design methods and held conservative attitudes



fig. 1. The Burning of the Packet Ship “Boston,” 1830, watercolor, 19¥/4 x 27 in.,
after a sketch by E. D. Knight [Cape Ann Historical Association]

that prevented them from making significant changes. The
shipwright uneducated in his trade in the 1830s was the result of
a hand-me-down tradition wherein ownership and operation of
a yard passed from father to son or from master to apprentice,
together with a collection of framing molds, basic rules of pro-
portions, and crude tables of timbering dimensions. Much of
this knowledge was not even on paper, but passed along ver-
bally; its sources often dated back to the colonial period. This
system worked so long as changes were gradual and work meth-
ods were consistent. In a period when ships were not highly spe-
cialized, a standard hull form for a given tonnage could suit
many customers with but a few modifications to suit individual
tastes.’

During the 1830s empirical design methods were replaced by
use of the builder’s half-model, which was made by carving one
side of a vessel’s hull to a convenient scale. The finished hull
was disassembled and its parts were traced and measured to ob-
tain a table of dimensions for making the frames. Said to have
been introduced by Isaac Webb (there are conflicting claims of
origin), the half-model gave the shipwright the opportunity to
visualize hull form as none of the old methods could allow.

oty H dara, 185/

fig. 2. Lane, Study of Sailing Vessels, 1851, pencil, 6/ x ¢ in. The rigs, left to
right: fore-and-aft schooner, hermaphrodite brig, sloop, and schooner; the last
called a pinky, for its double-ended hull form with a “pinked” stern [Cape
Ann Historical Association]

Such a tool enabled better judgment of form, opportunities to
modify the design, and, most important, an inexpensive way to
create altogether new hull shapes.!? In the hands of a Webb or
McKay, the opportunities were unlimited; in less ambitious
hands, new mediocrities were fashioned whose marginal
improvements did not seriously help or hinder their sailing
qualities.

Between the extremes of progressive and static designers was
a large group of shipwrights who responded to the needs for
larger, faster, or more specialized craft, and who produced suc-
cessions of handsome, able ships and boats whose looks and per-
formance set the standards for their classes. Such vessels in-
cluded fishing and pilot schooners, schooner- and sloop-rigged
packets, and many smaller ships, barks, and brigs built to ply the
lesser trade routes. Specialized craft filled out the broad spec-
trum of vessel types that dotted the New England coastline and
sailed onto Fitz Hugh Lane’s canvases. Lane’s sensitivity to the
full breadth of this spectrum is perhaps the most remarkable as-
pect of his choice of nautical subjects, for his attention to the
details in a humble lumber drogher is as keen as for that in a
clipper ship or steamer. As these vessels are enumerated and de-

RONNBERG | 63



scribed in greater detail, we must consider them not just from
the qualitative aspects of their accuracy and realistic placement,
but also from the quantitative question of relative numbers of
different vessel types. It is probably not possible to establish nu-
merical answers of any weight, but an impression might be
gained that Lane did not especially favor certain types of vessels
for subjects; that the groups of watercraft in his canvases, while
artfully arranged, are in fact unselected assortments of ships
and boats actually observed.

Lane’s drafting technique and sensitive eye for detail and
proportion were undisputedly as good as those of the best spe-
cialists in ship portraiture of the day, and in some respects, even
superior. Freehand drawing apparently came naturally to Lane,
for he was able to proceed from a faint outline sketch to intri-
cate detail in pencil with bold strokes and very few mistakes or
erasures. Most of his drawing and painting techniques appear
to be freehand, with little if any use of drafting tools like
straightedges, curves, and compasses. This conclusion is often
difficult to accept without minute scrutiny of the works in ques-
tion, yet it is exactly this skill that creates an illusion of precision
and delicacy, which the ruthless uniformity of mechanical draft-
ing techniques would destroy.

If Lane’s drafting abilities were innate, they were rigorously
disciplined by his work in lithography, a medium that requires
freehand drawing skill and does not tolerate carelessness. Not
only did it offer Lane discipline, but it undoubtedly honed his
awareness of values and his ability to juxtapose light, delicate
tones against darker areas to create contrasts of desired power
or subtlety. Lane’s progress in this respect is evident in a com-
parison of his earliest known watercolor, The Burning of the
Packet Ship “Boston,” 1830, with his pencil drawing, Study of
Sailing Vessels (figs. 1,2). Both views reveal a sure knowledge of
the subject matter and ability to render it accurately, but the
watercolor has none of the subtleties of tone that the drawing
possesses. The latter indeed seems to have a lithographic qual-
ity in the delicacy and balance of its light and dark areas. When
this drawing is compared to Lane’s lithograph, View of Glouces-
ter Harbor, 1836 (see p. 10), the artist’s debt to his work on stone
is obvious.

No erasures are detectable in Study of Sailing Vessels; given
the difficulty of making clean erasures on so small a drawing,
one may conclude that Lane was in the habit of rendering his
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fig. 3. Lane, Brig “Cadet” in Gloucester Harbor, late 1840s, oil on canvas, 15'/4 x
23'/2 in. [Cape Ann Historical Association]

subjects correctly the first time, with very few or no mistakes.
The assuredness, and probable rapidity, of his drawing tech-
nique is dramatically evident in one of his simplest sketches,
Square Topsail (see p. 7), c. 1850. The subject could be either the
whole topmast of a large topsail schooner or a vignette of a large
square-rigger’s topsail. Topsails in this state, “hanging in the
gear,” appear in many of Lane’s paintings. The yard is lowered
and hanging by its lifts and the sail has been clewed up (gath-
ered up by the lower corners to the center of the yard on the aft
side); the buntlines have been mostly hauled up, pulling por-
tions of the sail up to the yard at its mid-point; reef tackles and
flemish horses (foot ropes) are rigged at the yard arms. Lane
must have made this sketch very quickly, yet its correctness of
detail and the impression it gives of heavy canvas hanging slack
are ample proof of the artist’s knowledge, keen observation, and
ability to capture what he saw in a few bold strokes.

Lane’s ship portraits are relatively few in number, and his
preference to paint in oils gives these canvases a very different
quality from the watercolors preferred by most European paint-
ers. A good example from the 1840s is Brig “Cadet” in Glouces-
ter Harbor (fig. 3), which offers a broadside view of a small mer-
chant brig outward bound on a probable voyage to Surinam.
She is hove-to with her fore sails aback, waiting to pick up a pi-
lot from what is likely a pilot schooner approaching her. In the
background, bits of Gloucester harbor scenery have a decidedly



fig. 4. Ange-Joseph Antoine Roux, Corporal Trim of Gloucester, F. H. Davis,

Master, 1825, ink and watercolor, 17/4 x 23"z in. [Cape Ann Historical Associa-
tion]

different look from the busy European ports; otherwise, the
treatment of subject is very similar to what we find in the Euro-
pean ship portraits.

Two European paintings of a very similar Gloucester-owned
merchant brig are available for comparison <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>