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Lilian Westcott studied at the School of  
the Museum of  Fine Arts in Boston, under 
Edmund Tarbell and Philip Hale, whom 
she would later marry. She was particular-
ly praised for her expressive portraits of  
children, executed in a manner character-
istic of  the Boston School tradition. A de-
voted mother, Hale’s favorite muse was her 
daughter Nancy, who posed for a number 
of  drawings and paintings throughout her 
childhood. Hale’s popularity soared as she 
exhibited extensively. Among her many 
awards was a bronze medal in the Buenos 
Aires International Exhibition in 1910, a 
gold medal and medal of  honor for drawing 
in the Panama-Pacific Exposition in 1915, 
the Pennsylvania Academy of  the Fine Arts’ 
Beck prize in 1923, and prizes from the 
National Academy of  Design in 1924 and 
1927, which granted her full membership in 
1931.

“Your drawings are perfectly beautiful – as fine as 
anything could be. They belong with our old friends 
Leonardo, Holbein and Ingres, and are to me the fin-
est modern drawings I have ever seen.” (Edmund 
Tarbell to Lilian Hale, January 24, 1908, 
Box 53a, Folder 1444, Hale Papers, Sophia 
Smith Papers, Smith College, Northamp-
ton, Massachusetts.)

(left) Lilian Westcott Hale  (1880-1963)
Little Girl
Charcoal on paper, 29 1⁄8 x 23 inches
Signed lower right: Lilian Westcott Hale

(front cover, detail) Mary Bradish Titcomb 
(1858-1927), Morning at Boxwood, pg. 7
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“Every year we see more and more of these sisters of the brush and palette coming 
forward as doughty competitors to the men, and nowhere do they threaten more serious 

rivalry than in Boston.”1

 
Robert Churchill Vose was the first generation of our family firm to recognize 
the remarkable talent and skill of women painters and sculptors, beginning with 
a solo exhibition of pre-Raphaelite artist Mary Macomber in 1913. He soon in-
tegrated women painters into the annual exhibition schedule, organized two 
major group shows of women artists in 1917 and 1919, and since then Vose 
Galleries has presented over 180 solo and two-person exhibitions by women 
painters and sculptors. We are certainly not alone in this endeavor; many gal-
lerists, museums and art groups have helped shine a light on women painters 
since the late 19th century, proving that, when given the opportunity, a level 
playing field encourages everyone to bring their A game. 
 

Sisters of the Brush
By Carey L. Vose

Prior to the 1870s, women 
aspiring to be professional 
painters had very few opti-
ons. While a handful of in-
stitutions offered fine arts 
training for women, classes 
were limited and often in-
volved drawing from plaster 

casts in place of live models. Furthermore, only a small number of art clubs and 
organizations opened membership to females and even when invited to submit 
work, gender biases remained among male-only juries and hanging commit-
tees; many women signed using only their surnames in a bid for impartiality.  

The founding of the Massachusetts Normal Art School in 1873, the Art Students 
League in New York in 1875, and the School of the Museum of Fine Arts, Bos-
ton, just one year later, literally opened the doors for many women pursuing 
a career in the fine arts or art instruction in the cities’ school systems. From 
their inception, all three institutions allowed women to matriculate and offered 
students, male or female, the same rigorous training, including working with 
live models. As women began graduating in large numbers, alumni associations 

Lilla Cabot Perry (1848-1933)
Un Jour de Pluie, 1896
Oil on canvas, 55 1⁄4 x 29 1⁄2 inches
Signed and dated lower right: L. C. Perry ‘96
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Hale, Mary Bradish Titcomb and Elizabeth Wentworth Roberts, were affilia-
ted with these groups, whose aim was to have more control over the vetting 
and hanging of exhibitions, many of which traveled the country thereby pro-
viding important national exposure.

In continuing the Vose family tradition of championing ‘sisters of the brush,’ 
this exhibition presents the work of over 30 women artists, many of whom 
exhibited with the gallery during their lifetimes. We could illustrate only a 
selection in this catalog, however additional paintings will be featured in our 
digital catalog and on our website.

1. William Howe Downes, “Boston Art and Artists,” in F. Hopkinson Smith et al., Essays 
on Art and Artists (Boston: American Art League, 1896), p. 280. 
2. Now the Copley Society. 3. Now the National Association of Women Artists.

and exhibition groups, such as the Boston Art Students Associa-
tion2 and the National Association of Women Painters and Sculp-
tors3 emerged as vital social and professional networks, which in 
turn led women to procure valuable workspace in prestigious stu-
dio buildings. 

By the early 20th century, women were teaching art in public 
schools and colleges, serving on exhibition juries, and were in-
creasingly winning top prizes in national shows, although biases 
persisted in some circles. In response, women in the Northeast for-
med two more exhibition alliances, ‘The Philadelphia Ten,’ based 
in Pennsylvania, and ‘The Group,’ based in Boston. Several of the 
artists in this exhibition, including Jane Peterson, Lilian Westcott 

Nancy Maybin Ferguson (1872-1967), View of Provincetown
Oil on board, 10 1⁄8 x 11 7⁄8 inches

Signed reverse: Nancy Maybin Ferguson

Bertha M. Peyton (1871-1947), Misty Sunlight, Gloucester, Massachusetts
Oil on canvas, 24 x 32 inches

Signed lower right: Bertha Menzler Peyton
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(left) Mary L. Macomber (1861-1916)
An Instrument of Many Strings, 1897
Oil on canvas on wood panel
24 1⁄8   x 20 1⁄8 inches
Signed and dated upper right: 
M. L. Macomber / 1897

An Instrument of  Many Strings was one 
of  three paintings Robert C. Vose pur-
chased directly from Mary Macomber 
in April 1901. Prior to catching Mr. 
Vose's eye, the painting was exhibited 
at the Pennsylvania Academy of  the 
Fine Arts (PAFA) in 1898, as well as 
the Worcester Art Museum, and has 
the distinction of  being one the artist’s 
most memorable pieces. The enchant-
ing composition was also included in 
Vose Galleries’ 1913 solo exhibition of  
Macomber’s work, which inspired the 
following passage in A. J. Philpott’s re-
view:

“There is a personal distinction in all of  
Miss Macomber’s work. Life and thought are 
symbolized and interpreted through the spir-
itualized figures and faces of  young women. 
She is the symbolist of  life in the feminine. All 
of  her ideals in thought revolve around young 
womanhood. In this one respect she differs 
from all other artists. These faces and figures 
in her pictures are visions of  young woman-
hood and there is a subtle feeling of  rapture in 
every face – the rapture of  song, of  music, of  
love, of  Spring, of  Autumn. These faces grow 
on you – they haunt you.” (Vose Galleries 
Archives.)
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(right) Elizabeth Wentworth Roberts (1871-1927)
Lighthouse across Sand Dunes, Annisquam, 1908

Oil on canvas, 24 1⁄8 x 16 inches
Signed and dated lower left: E. W. Roberts 1908

By 1900, Elizabeth Roberts and her lifelong partner Grace 
Keyes spent summers in Annisquam, Massachusetts, where 
Roberts painted many of  the seascapes for which she be-
came best known. During World War I, she organized a 
series of  exhibitions entitled Figures on the Sand, featuring 
sweeping views of  Cape Ann beaches. These were well-re-
ceived by critics and collectors alike, who loved the bright, 
expansive coastal scenes: “Painted in a thin, rapidly wrought me-
dium, her pictures of  the broad and shining expanses of  sand beach 
along the North Shore. . . . against the splendid background of  the blue 
ocean, are brilliant and luminous in the extreme, and notable especially 
for the expression of  atmospheric spaciousness. The bigness and free-
dom of  these scenes lend them a joyous and stimulating charm which 
is unique.” (William Howe Downes, “Figures on the Sand,” 
Boston Evening Transcript, March 25, 1919.)

Almost every painting in these exhibitions sold, with the 
proceeds donated to aid war victims in France. Despite the 
success of  her paintings, Roberts was discouraged by the 
limitations of  the Massachusetts art institutions and with 
the recognition her work received from them. Therefore 
she established the Concord Art Association in 1916, where 
she organized many local exhibitions featuring works by 
prominent artists of  the day, including Childe Hassam, 
Mary Cassatt, Frank Benson, and John Singer Sargent. 
Throughout most of  her life, Roberts suffered from bouts 
of  depression and anxiety, most likely exacerbated by her 
tense relationship with her family and her perceived lack of  
professional recognition. In 1925, she was hospitalized with 
what was then called melancholia. Her doctors told her to 
stop painting, which may have deepened her depression, 
and she tragically took her own life in 1927.
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 (right) Mary Bradish Titcomb (1858-1927)
Morning at Boxwood, circa 1910

Oil on canvas, 36 3⁄4 x 28 1⁄4 inches
Signed lower right: M. B. Titcomb

(left) Elizabeth Nourse (1859-1938)
Etude, Fleurs, 1911
Oil on canvas, 26 1⁄8 x 26 1⁄4 inches
Signed lower right: Elizabeth Nourse

Elizabeth Nourse was one of  the first Amer-
ican women to be elected a member of  the 
Société Nationale des Beaux-Arts. She won 
many awards and exhibited regularly in in-
ternational expositions, and at PAFA, the 
Carnegie Institute, the Art Institute of  Chi-
cago, and the Cincinnati Art Museum.

Mary Bradish Titcomb first visited Old 
Lyme, CT, in 1905, around which time she 
also began signing with the gender-neutral 
M. B. Titcomb or M. Bradish Titcomb. In Morn-
ing at Boxwood, painted around 1910 and ex-
hibited in 1911 at PAFA, she renders a group 
of  women on the terrace of  Boxwood Man-
or, the mansion once owned by Richard S. 
Griswold, Jr. and his wife Rosa, located just 
a mile down the road from his cousin Flor-
ence Griswold, whose home served as the de 
facto center of  the art colony. In addition to 
Morning at Boxwood, Titcomb  created at least 
three known large paintings of  the home’s 
elegant columned terrace and grounds be-
tween 1905 and 1913. 
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In her early teens, Felicie Howell en-
rolled at the Corcoran Art School, 
then rounded out her studies at 
the Philadelphia School of  Design 
for Women under Henry B. Snell.
She was so accomplished at such 
a young age that she was asked to 
lead the summer painting class at 
the New York School of  Fine and 
Applied Art (now Parsons School of  
Design) at just twenty years old. She 
became a member of  the New York 
Watercolor Club, the American Wa-
tercolor Society, and the National 
Association of  Women Painters and 
Sculptors. Howell participated in 
shows at PAFA, the Art Institute of  
Chicago, and the National Acade-
my of  Design, which made her an 
Associate in 1922 and a full Acade-
mician in 1945. She also took part in 
the annuals of  the Corcoran Gallery 
of  Art. In 1919, she was invited to 
join a small coterie of  women paint-
ers known as ‘The Group,’ which 
included Bostonians Margaret J. 
Patterson, Elizabeth W. Roberts, 
Mary B. Titcomb, Laura C. Hills, 
and Lucy Conant, and New Yorker 
Jane Peterson. Although short-lived, 
‘The Group’ showed works across 
the United States and was critically 
well-received. Howell earned many 
accolades during her career, in-
cluding several awarded in the year 
1921 alone: the National Academy’s 
Second Hallgarten Prize, the Art In-
stitute of  Chicago’s Peabody Prize, 
and a silver medal from the Society 
of  Washington Artists.
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(right) Lee Lufkin Kaula (1865-1957)
The Green Shade

Oil on canvas, 34 1⁄8 x 24 inches
Signed lower right: Lee Lufkin Kaula

(left) Felicie Waldo Howell (1897-1968)
A Country Cottage, 1921
Oil on canvas on board, 14 x 12 inches
Signed and dated lower left: 
FELICIE WALDO HOWELL-1921

Lee Lufkin and her husband William J. Kaula were 
among the first occupants of  the famed Fenway Stu-
dios building in 1905, and worked and lived there un-
til William’s death in 1953. They befriended many of  
their studio neighbors, including Edmund Tarbell, the 
leading painter of  the Boston School. The Green Shade 
contains all of  the elements of  the Boston School ide-
al: a lovely young woman dressed in a similarly at-
tractive garment, and posed in an interior setting with 
diffused light. However, Lee’s vivid color palette and 
the use of  a variety of  interesting and complementary 
textiles became a hallmark of  her style. A review of  
an exhibition held at the St. Johnsbury Athenaeum 
in Vermont in 1912 spoke of  her talents in figure and 
portrait work: “The delight the artist herself  took in pro-
ducing these pictures is felt by the spectator who views them, 
who in his turn gets the sensation of  enjoyment made upon him 
by a beautiful color combination, and proving that Ruskin was 
right when he said that ‘color is meant for the perpetual comfort 
and delight of  the human heart.’ ” (“The Art Exhibit: Lo-
cal Scenes of  Nature Painted by the Kaulas Shown 
at the Athenaeum.” St. Johnsbury Caledonian, October 
23, 1912, 5.)
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Helen Savier studied at the Art Students League with Robert Bran-
degee and Frank V. DuMond (whom she would later marry), and the 
École des Beaux-Arts in Paris. She exhibited at the Paris Salon in 1897 
and 1898, the National Academy, PAFA, and also joined the National 
Arts Club, the Art Workers Club and the Catherine Wolfe Art Club. 

 (left) Helen Savier DuMond (1872-1968)
The Olive Grove - Olive Trees (South of  France), circa 1890s
Oil on canvas, 13 x 16 1⁄4 inches, signed reverse: Helen DuMond
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Helen McCarthy was a founding member of  ‘The Philadelphia Ten,’ a 
group of  women artists of  the era who sought to de-gender their work 
and be recognized at the same level as their male counterparts. Including 
artists such as Theresa Bernstein, Nancy Maybin Ferguson, and Elizabeth 
Wentworth Roberts, 'The Ten' exhibited together from 1917 to 1945.

(right) Helen K. McCarthy (1884-1927)
Taormina, Italy, circa 1925, oil on canvas, 25 3⁄8 x 30 1⁄4 inches

Signed lower left: Helen K. McCarthy
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(left) Alice Schille (1869-1955)
Drying Clothes, Italy, circa 1913
Watercolor & graphite on paper, 17 7⁄8 x 20 7⁄8 inches
Signed lower right: A. Schille

Alice Schille was a master of  watercolor. Her beautiful-
ly colored depictions earned her over a dozen awards, 
including the Corcoran Prize from the Washington Wa-
tercolor Club in 1908, the New York Woman’s Art Club 
Prize in both 1908 and 1909, and a Gold Medal at the 
Panama-Pacific Exposition in 1915. These honors con-
tinued throughout her career. In 1929, she received the 
Fine Arts Prize from the National Association of  Women 
Painters and Sculptors, and in 1932 she won First Prize 
at the Philadelphia Watercolor Club exhibition. In 1982, 
Vose Galleries held the first major exhibition of  her wa-
tercolors for purchase since the teens, a show which served 
to resurface her incredible work and prompted several 
other exhibitions throughout the country. 

Jane Peterson studied at the Pratt Institute under the instruction of  Arthur Wesley Dow, and, upon graduation, taught in Brooklyn while continu-
ing her studies at the Art Students League with Frank DuMond and Henry B. Snell. She also valued her European studies with Frank Brangwyn 
in London, Jacques-Émile Blanche in Paris, and the Spanish Master Joaquín Sorolla y Bastida, whose influence would make the largest impact 
on her mature painting style. Her first foray into the Boston art scene occurred in 1909, when she exhibited thirty-three paintings at the presti-
gious St. Botolph Club. Already a vigorous realist, she favored intense color and bold brushwork, and critics enthused about her work: “There is 
an athletic dash and swing to most of  the paintings that is stimulating and captivating,” (Christian Science Monitor,  January 23, 1909.) In 1910 she held a very 
successful one-artist show at the Art Institute of  Chicago, with a second major show in 1914 featuring a collection of  her radiant scenes hanging 
near examples of  work done by her prominent male colleagues. She taught watercolor at the Art Students League from 1913 to 1919 and joined 
a number of  clubs both locally and nationally, in addition to sending works to the annuals of  the National Academy of  Design, PAFA and the 
Corcoran Gallery in Washington, D.C.

Peterson travelled extensively but is best remembered for her depictions of  Cape Ann, such as The Red House, Gloucester, Massachusetts. Reviewers 
were impressed with the “knock you down fashion” of  her dock scenes that she exhibited in New York, Boston, and at the North Shore Arts As-
sociation. Peterson aligned herself  with the important women’s associations of  the day, joining both the National Association of  Women Painters 
and Sculptors and ‘The Group.’ These organizations offered fellowship and vital exhibition space during a transformative period in American 
history, as women aided both in the war effort and the struggle for women’s suffrage. 
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(above) Jane Peterson (1876-1965)
The Red House, Gloucester, Massachusetts, circa 1915-1916
Oil on canvas, 30 x 40 inches, signed lower right: JANE PETERSON
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Martha Walter began her training at PAFA  under the esteemed painter William Merritt Chase. She also studied at Chase’s Shinnecock School of  
Art on Long Island in 1899 and 1900. He served as a source of  encouragement for Walter by urging her to continue to paint and apply for awards, 
many of  which she won, including the 1902 Toppan Prize. The following year, she was one of  four artists awarded the Cresson Traveling Scholar-
ship, which funded two years of  study in Europe. She first settled in Paris and attended classes at the Académie Chaumière and later the Académie 
Julian, where she received a top-notch artistic education but felt restricted by their classical approach. She set up her own studio in the Rue de Ba-
gneaux, where several other young American women would join her. Here she focused on painting plein air scenes from everyday life using a bold 
palette of  saturated colors. Walter returned to the United States at the outbreak of  World War I and began spending her summers teaching and 

(right) Martha Walter (1875-1976)
At the Beach (possibly Bass Rocks, Gloucester)

Watercolor & graphite on paper, 15 1⁄2 x 17 inches

(left) Eleanor Parke Custis  (1897-1983)
On the Ways, Gloucester, circa 1924-1925
Gouache & charcoal on paper, 12 1⁄8 x 12 1⁄8 inches
Signed lower left: ELEANOR PARKE CUSTIS

Eleanor Custis trained under Edmund C. Tarbell at the Corcor-
an School of  Art from 1915 to 1925, and with Henry B. Snell 
during the summers of  1924 and 1925. She was active in many 
of  the art associations of  the time, and was a member of  the 
American Watercolor Society, National Arts Club, Washington 
Watercolor Club, Society of  Washington Artists, North Shore 
Arts Association, New Haven Paint and Clay Club, Boston Art 
Club, National Association of  Women Painters and Sculptors, 
New York Watercolor Club, American Society of  Miniature 
Painters, and the Washington Art Club, where she had a solo 
exhibition in 1925. She also had solo exhibitions at the Brook-
lyn Museum in 1940, the Grand Central Art Galleries in 1945, 
and the Smithsonian Institution in 1947. She was entrenched 
in the circle of  female artists working in Gloucester, MA, at the 
time, including Jane Peterson and Alice Schille. By the 1930s her 
passion for photography intensified, and in 1935 she wrote and 
illustrated a book on the subject, Composition and Pictures.

painting in Gloucester, where she started to combine Impressionist-like loose 
brushstrokes with a palette of  intense colors reminiscent of  the Fauve paint-
ers, as demonstrated in At the Beach (possibly Bass Rocks, Gloucester). The fluidity 
of  the watercolor medium allowed her to render the rippling ocean currents 
and billowing clouds, as well as the throngs of  figures clustered together on 
the shore. Walter also maintained close friendships with fellow women artists 
who summered in Gloucester, including Jane Peterson and Alice Schille.
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(left) Edith Varian Cockcroft (1881-1962), Peasant Women with Pigs
Oil on canvas, 30 1⁄8 x 39 1⁄8 inches, signed lower left: Cockcroft

Edith Cockcroft was a founding member of  the New York Society of  
Women Artists. It was reported in 1920 that her works “have such a 
strong masculine quality that she is generally thought to be a man.” 
(“Personette,” Asbury Park Press, February 16, 1920.) 
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View from Copp’s Hill, Boston shows a site familiar to many Bos-
tonians, making it a fitting subject for one of  the city’s most 
beloved artistic treasures. In a career that spanned more than 
seven decades, Polly Thayer Starr produced artwork ranging 
from the traditional techniques that characterize the best of  
the Boston School painters to experimentation with modernist 
ideas. She studied at the Museum School under Philip Leslie 
Hale and Leslie Prince Thompson, and in Provincetown with 
Charles Hawthorne. Her odes to tradition and modernity are 
both evident in View from Copp’s Hill, Boston, which engages the 
viewer through its palette of  bold primary colors while also serv-
ing as an exemplar of  the city’s rich mix of  history and progress.

(top, right) Polly Thayer Starr (1904-2006)
View from Copp's Hill, Boston, circa 1930
Oil on board, 16 x 20 inches, signed reverse

(bottom, right) Marion Huse (1896-1967)
Quebec Marketplace, 1932
Oil on canvas, 25 x 30 inches, signed lower left: Marion Huse

Marion Huse studied at the New School of  Design, the Carnegie 
Institute of  Art and Technology, and with Charles Hawthorne 
at the Cape Cod School of  Art. In Springfield, MA, she joined 
the Springfield Art League and the Springfield Artists Guild, 
and established the Springfield Art School in 1925. During the 
1930s, she became involved with the Civil Works Administra-
tion, and was asked to serve as supervisor for the Springfield re-
gion. Quebec Marketplace, done in 1932, captures the vitality of  an 
urban market, and was exhibited at the Springfield Art School’s 
annual exhibition later that year.

(back cover) Louise Upton Brumback  (1872-1929)
The Garden Trellis, oil on canvas, 25 x 30 

1⁄8 inches
Signed lower left: Brumback
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