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Foreword
We SALuTe The BoSTon ART CLuB for its important contribution to Boston’s
cultural life. While many have long appreciated the work of Boston’s best known
artists of the nineteenth century, we hope that this exhibition and catalogue will
bring to light some of the less well known, whose works hung alongside works
by well known artists such as Childe hassam, William Merritt Chase and
Maurice Prendergast on the walls of the Boston Art Club’s gallery. As a group,
the paintings shown there brilliantly reveal a vigorous artistic culture that was
organized and promoted by the club for more than seven decades.
This show began with a group of paintings from the collection of Mr. and Mrs.
James Lyons that was organized into an exhibition by the Fuller Museum in
Brockton, Massachusetts and toured museums throughout the united States
from 1995 until 1999. For the itinerary of that exhibition please see page 88. We
are proud to present an expanded version of the original exhibition and a catalogue that together will contribute to fuller appreciation of club and the richness
of Boston’s culture from 1855 to 1950.
our grandfather and great-grandfather were long-standing members of the Art
Club, and knew personally many of the artists that exhibited there. no doubt
they attended many a lunch, possibly even pausing to have a game of billiards
before walking back to the gallery, which was, from 1896 until 1962, around the
corner on Boylston Street.
Abbot W. Vose
Robert C. Vose III
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A Taste for High Art
Boston and the Boston Art Club
1855-1950
by Nancy Allyn Jarzombek

T

he Boston Art Club, like the national Academy of design in new York
and the Pennsylvania Academy of the Fine Arts in Philadelphia, provided
annual exhibitions that showcased American art. The Art Club placed
Boston on the cultural map as early as 1855, with exhibitions of paintings from a
circle of talented Boston artists along with new York colleagues John Casilear,
Frederic Church, Asher B. durand, and John Frederick Kensett. In 1873, after a
hiatus following the Civil War, the Club began a new exhibition series, now
promoting a vigorous new generation of Boston painters, including many
women and accomplished amateur painters. After building a clubhouse in 1882,
a building that still stands on the corner of newbury and dartmouth Streets in
the Back Bay, it attracted nationally prominent painters such as William Merritt
Chase, Robert henri, Winslow homer, Maurice Prendergast and John Singer
Sargent. For years the Club’s annuals were the highlight of the season and were
featured in Boston and new York periodicals.
It is true that this club, and others like it, with their limited membership and
often conservative aesthetic ideals, became obsolete with the advent of
modernity. nonetheless, the Boston Art Club spanned nearly a century of
Boston art and artists. Its history is inextricably bound up with the story of
Boston’s culture and patronage in the nineteenth century. Running through its
story lies clear evidence of benevolence, comradeship and energetic determination to improve the cultural fabric of Boston, by and for artists and patrons
alike. Recent scholarship has begun to revise our understanding of this seminal
period; we have tried here to build upon these ideas, to show the successes and
struggles of the club as it developed in a rich cultural context.

1. Early Years (1854-1867)
one night in october of 1854, a group of artists and friends met at the studio of
Boston painter Frederick d. Williams. Though they had gathered together casually on other occasions, this meeting was different; on this night the group
resolved to form a club devoted to the appreciation and promotion of fine art.
At their first official meeting on new Year’s day, 1855, they named themselves
the Boston Art Club and elected portrait painter Joseph Ames president.1

Notes begin on page 18
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Founders of the Boston
Art Club, from top:
Benjamin Champney, ca. 1851
Alfred Orway, ca. 1855
William Lee, ca. 1865
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The group had originally formed as a supper club, taking turns meeting in
members’ studios. Artist Samuel L. gerry recalled the camaraderie of the group:
“This happy state of things [was] partly due to the fact that social gatherings
have been cemented by caterers and good suppers. The palette and the palate
seem to thrive together: the one is not without the other.”2 The founders
extended the witticism when they declared that the objective the club was “to
foster a taste for high art.”3 humor aside, this was an earnest serious-minded
group of home-spun American artists. Most had started out as self-taught
itinerant portrait painters who traveled throughout new england before eventually settling down in Boston. only five, Joseph Ames, Benjamin Champney,
Samuel L. gerry, A. g. hoit and Moses Wight, had visited europe. Several had
begun their careers as architectural draughtsmen before switching to painting; a
few others worked as illustrators for popular books and magazines.
What drew them together was more than just a “taste for high art.” There was
an underlying sense of urgency to their cause. By the 1840s the American art
scene was shifting; landscape painting emerged as the dominant medium of
artistic expression. Following the example set by prominent hudson River
School artists such as Thomas Cole and Asher B. durand, Boston-based painters
began to search new england for poetic vistas, serene coastal panoramas and
breath-taking views of the mountains. one by one, each artist began to leave the
relative security of doing commissioned portrait work in search of an independent status that, though fraught with financial instability, granted him freedom
to paint other subjects such as landscapes and genre pictures. In order for artists
to make the leap to greater independence, they needed an artistically-cultivated
buying public. Artists sought ways to create adequate exhibition opportunities
for themselves; perhaps equally importantly, they relied upon a circle of
supportive colleagues from whom they could draw encouragement.4
The first order of business for the new club was to organize an annual exhibition. They approached the Boston Athanaeum, which had the best gallery in the
city and which had been holding exhibitions since 1827. Together the Art Club
and the Athenaeum put up a show in 1855. Art Club members entered their
own pictures, and they invited colleagues from Boston and new York to also
submit pieces. Rounding out the show were a considerable number of european
paintings that had been lent to the Athenaeum by local collectors. If somewhat
eclectic, the exhibition was nonetheless considered a big success. encouraged,
the Boston Art Club engaged a gallery and club rooms in a house on Bedford
Street. Alfred ordway was appointed director of exhibitions at the Athenaeum
in 1856, and thereafter acted as the liaison between the Athenaeum and the
Boston Art Club. he organized regular annual exhibitions until 1863 that showcased Boston painters and included works by prominent new York painters
John W. Casilear, Frederick e. Church, Asher B. durand and John F. Kensett.

z

2

å

A TASTE FOR HIGH ART ~ BOSTON AND THE BOSTON ART CLUB

unlike most clubs that, even to this day, guard their privacy carefully, the Art
Club’s annual meetings and exhibitions were routinely reported and critiqued
in the press. The importance of this small group was quickly understood in
new York by editors of The Crayon, which called it “an institution of great
importance to the interests of the profession.”5 Within the first three years the
Club’s meetings had opened to most professional and many amateur artists
then living in Boston, including about a dozen women.6
All was not smooth sailing, however. Club members were keen to educate the
public, but the public did not necessarily want to be educated. The Art Club
launched an ambitious lecture series in January of 1857 which included talks by
such notables as oliver Wendel holmes and James Russell Lowell. each lecture
was discussed at length in the newspapers, but the Transcript reported delicately that only a “select and discriminating audience” had attended.7 The club lost
$300 in lecture fees. To raise money they brought in the popular actress Fanny
Kemble for a benefit reading of Shakespeare. That evening was a great success.8
Miss Kemble was appointed honorary member and the bedazzled artists presented her with a portfolio of oil sketches and drawings. Alas, only a few weeks
later thirteen paintings were stolen from the club’s private rooms on Bedford
Street. Though they suspected the perpetrator, the paintings were never recovered and members pledged restitution thus emptying the coffers once more.9
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Exhibition gallery at the
Boston Athenaeum,
from Ballou’s Pictorial 8,
(March 1855), p. 201.
This wood engraving
depicts the Athenaeum
show of 1854, one year
before the Boston Art Club
began participating in
Athenaeum shows. This
prints shows the mix of
American and European
work typical of that time.
William Morris Hunt’s
Marguerite is distinguishable on the upper
left above the doorway.
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Thomas Sully (1783-1872)
Fanny Kemble, 1833
Oil on canvas
Courtesy, Museum of Fine
Arts, Boston, reproduced
with permission.
© 2000 Museum of Fine Arts,
Boston. All rights reserved.

By 1859, Boston was feeling
the effects of an economic
slump as the nation prepared
for war. The outbreak of the
Civil War spelled financial disaster for many in the Art Club,
as the Transcript reported,
“artists, whose pictures have
heretofore commanded a
ready sale . . . now hang on
the walls of the exhibition
rooms awaiting the revival of
business.”10 Some artists left
for brighter prospects in new
York or europe; still others
went to the front lines as
artist-reporters. Those who
stayed in Boston eagerly
awaited the completion of the
Studio Building, which was
erected at the corner of
Bromfield and Tremont Streets
in 1861. This building was
Boston’s answer to the Tenth
Street Studio Building, built in
1858 in new York, and housed Boston’s most prominent painters including
Albert Bierstadt, William Bradford, Alfred T. Bricher, Martin Johnson heade and
george Inness. In 1862, with many of its members now congregating at the
Studio Building, the Art Club gave up its rooms on Bedford Street. After 1863
the exhibitions were discontinued and except for one meeting in 1866 which
only eleven people attended, it ceased to be active.
In addition to marking the consolidation of artists at the Studio Building, the
early 1860s also saw the beginning of a long-lasting philosophical division in
the artistic community sparked by the charismatic William Morris hunt. For
hunt, modern painting was simple and direct, not cluttered by unnecessary
details. he openly disdained the tight, highly-detailed landscapes that were
popular at that time, and instead promoted the broadly-brushed plein air style
characteristic of Barbizon paintings. hunt had studied sculpture in Rome,
learned to paint under Thomas Couture in Paris, and then had painted with
Jean François Millet for two years in Barbizon. he returned to America in 1855,
and married Louisa dumaresq Perkins, whose family was socially prominent in
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Boston. Although they settled in newport, Rhode Island, hunt had joined
the Boston Art Club by 1856 and set about establishing himself as a portrait
painter for Boston society.
The couple moved to Boston in 1862 after which hunt took a space in the
Studio Building, alongside many of the traditional members of the Boston Art
Club. By the early 1860s hunt had gathered around him a companionable
group of eccentric souls — among them painters elihu Vedder and Albion
Bicknell, amateur watercolorist and architect edward C. Cabot, and collector
Martin Brimmer — who shared his enthusiasm for modern French painting. In
1866 they christened themselves the Allston Club and met in a large hall in the
Studio Building which they fashioned into exhibition gallery. They also had a
billiards table for recreation. They purchased two paintings: Portrait of
Washington Allston by Joseph Ames, and The Quarry by gustave Courbet — an
extravagant gesture in homage to French realism that cost them $5,000 — and in
1866 they opened their first annual exhibition which consisted of ninety-eight
paintings, fifty-five of them by French artists.11
Allston Club members saw themselves as the successors to the now seemingly
moribund Boston Art Club.12 under hunt’s leadership they became known for
their bohemian flair, as one Bostonian remembered, “The enthusiastic members
of this eccentric club went about as they pleased in the world.”13 There is no
evidence that the Allston Club deliberately excluded painters from membership, but its embracing of things French may have been unpalatable to many. It
did, however, include art collectors Thomas gold Appleton, Martin Brimmer
and henry Sayles, as well as picture dealer e. Adams doll, which was something the Boston Art Club had not done. The club was short-lived, disbanding
after its second annual exhibition in 1867. According to one source, “it luxuriated beyond its means and fell.”14 Most likely the club lost momentum with the
departure of its core members. Vedder had gone to Rome in 1865; that same
year J. Foxcroft Cole was in France studying with Barbizon painter Charles
Jacque. hunt departed for a two-year trip to europe in 1866.
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2. The Era of Charles Callahan Perkins
In 1869 a second figure emerged on the scene who, despite his reticent personality, arguably made a greater impact on Boston’s art culture than did hunt, his
mercurial colleague, friend and sometimes rival. The independently wealthy,
harvard-educated Charles Callahan Perkins (1823-1886) went to europe in 1843
to study painting first in Rome, and then in Paris under academic painter Ary
Scheffer. Around this time Perkins began to formulate an ambitious plan to
bring artistic culture to Boston. “I build castles in the air of a future Academy of
Fine Arts to be set going, and am more and more convinced that there is a glorious chance of worthily immortalizing oneself in our country by being the first
to set such a work systematically in action,” he wrote in 1847.15 during the next
decade Perkins made several extended trips to europe. Finally in 1857, with his
wife and three young children, he left for a twelve-year stay, living primarily in
Rome during the winters and traveling around during the summers. he studied
classical and Renaissance art and produced two ground-breaking art historical
texts, Tuscan Sculptors (London, 1863) and Italian Sculptors (London, 1868), for
which he drew all of the illustrations.
Perkins, now a mature scholar with first-hand experience of english, French and
Italian art, returned to Boston in 1869 ready to make his mark. By all accounts he
was generous, sincere and well-meaning, if perhaps a bit pedantic. he bore the
weight of his self-imposed duties as cultural benefactor with “dignity of position
and gravity of personal bearing.”16 Perkins was a classicist who cherished the
idea of Boston as a new Athens. Looking for ways to accomplish this, he devised
a three-point plan based upon the example of the South Kensington Museum in
London. South Kensington, founded in 1852, had a uniquely democratic mission
to educate and improve Britain’s collective taste. With its collections of plaster
casts, textiles, wall carvings, and decorative arts — high art and popular arts all
exhibited together — it played an important role in elevating english industrial
design and, it was widely asserted, its popular taste.17
Perkins’ first concern was with the quality of general art education in Boston. In
1870 he contacted the director of South Kensington Museum, henry Cole (18081882), on behalf of the Massachusetts Board of education, and hired South
Kensington graduate Walter Smith (1836-1886) to direct Boston’s newly established Massachusetts normal Art School (MnAS), a school that would teach
teachers how to teach drawing and principles of design to high school students.
Boston artists, peeved that they had not been consulted, withdrew from the
endeavor and criticized it from afar. Smith, reportedly a rather opinionated fellow, arrived in Boston with “rod in hand and sleeves rolled up for a fight.”18
during his ten-year reign at MnAS he succeeded in alienating the entire art
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community, and though it cost him, Perkins loyally stood by
Smith until the bitter end in 1882, when Smith was dismissed
by the normal Art School’s Board of Visitors. Amazingly, this
unlikely pair established, well before the Museum School was
founded, a comprehensive rigorous curriculum for drawing
that survived fairly intact through the first decades of the
twentieth century.
The second task Perkins shouldered was to establish an art
museum. In 1870 his was one of twelve signatures on the petition to incorporate the Museum of Fine Arts. on the model of
South Kensington, Perkins envisioned the new museum as an
educational institution with broad encyclopedic collecting areas
and a school for fine artists. This could be the academy he had
dreamed about many years before. he was involved in every
aspect of the new museum, from the design of the building on
Copley Square to the formation of many of its collections. The
design in fact resembled the South Kensington Museum in both
its facade and floor plan. After the museum opened in 1876
Perkins was appointed honorary director and he remained a
trustee of the museum for the rest of his life.
The third element of Perkins’ plan revolved around the Boston
Art Club. Perkins wanted a place for people like himself. he saw
the importance of uniting benefactors and art lovers in order to
encourage general artistic endeavor; what better place than an
art club? In 1869 he met with an old friend, amateur painter and
music publisher george d. Russell, to discuss the Boston Art
Club, which, in the shadow of the Allston Club, had remained
dormant since 1866.19 With Perkins at the helm they called a general meeting, and the suddenly-revived club elected one of its original founders, artist Walter Brackett, to be president. Membership at
this time was opened up to upper-class men who professed an
interest in art; it was firmly closed to women. The Club engaged a
bow-front brick townhouse on Boylston Street for its quarters. In
1871, Perkins, Russell and horace h. Moses, none of them professional artists, signed the petition to incorporate the Art Club and
Perkins was elected President, a post he held for the next ten years.
The stated purpose of the Club was “to promote social intercourse
among its members and the general advancement of Art, through
the exhibition of art . . .”20 The club added a spacious picture gallery
behind the building and in 1873 opened its first annual exhibition.
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Figure of Lorenzo
de Medici sculpted by
Michaelangelo for the
Medici tomb in
Florence, drawn by
Charles C. Perkins for
Tuscan Sculptors
(London, 1863)
Vol. 2 plate 2.
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Row of brick townhouses
along Boylston Street, facing
the Boston Public Garden.
This is likely the site of the
Boston Art Club’s house,
1871-1881.
Detail from View of the
Public Garden and Boston
Common, 1866, tinted
lithograph printed by J.H.
Bufford’s Lith., published by
P. R. Stewart, from a drawing
by Edwin Whitefield (18161892). Collection of the
Boston Athenaeum.

The Boston Art Club in
its new incarnation
shared little with its
founding group, except
its name and about a
dozen artists who carried
on from earlier days.
From an informal artists’
supper club Perkins
created a refined gentlemen’s club with dining
and reading rooms, an
extensive library, paintings collection and a
picture gallery. It hosted
two juried exhibitions
annually and had a large
general membership.
Perkins believed that to
support a healthy artistic community it was necessary to nurture not only the
artists but also the broad-based buying public. To this end, the Club also hosted
informal gatherings for its artist and non-artist members on the first Saturday
of each month. Artists would bring in prints or watercolors to critique and a
“substantial supper” would be laid out “not without the accompaniment of succulent punches.” one observer happily reported that “artists and their friends
make each others’ acquaintance and the hours are spent in chit-chat, good
natured criticism and social festivity.”21
The backbone of the Boston Art Club’s public activities was its biannual juried
exhibitions, which it hosted until well into the twentieth century. each show
averaged more than 150 works. The first exhibition usually opened in January
and the second followed two months later. In 1881, due to the rise in production
of watercolors, illustrations and prints, the second exhibition presented only
works on paper. Boston artists on the whole had a reputation for being a
sanguine and congenial group and there is no doubt the Art Club helped foster
this. It provided a meeting place, organization, plus the opportunity to exhibit
paintings in large, well-reviewed shows twice a year. Most of Boston’s painters
participated in the exhibitions over the years and many joined the club, contributing a painting in lieu of the membership fee.
Perkins, however, was never able to fully unify local artists in his quest to make
the Boston Art Club’s annual exhibitions a showcase for Boston art. William
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Morris hunt, by 1874, had withdrawn from club activities, taking some of his
followers with him. By this time hunt was in his prime. he was energetic and
charismatic, a born leader and acknowledged guiding force behind a group of
artists and patrons who shared his passion for Barbizon-inspired technique and
subject matter. hunt and Perkins knew each other very well; they were in Rome
together in 1844 and hunt’s wife was Charles Perkins’ cousin. In addition, their
paths crossed frequently as each worked to elevate Boston’s art culture and
education. hunt served as Perkins’ vice president at the Art Club in 1872, and
together they sat on the Art School Committee of the Museum of Fine Art in the
late 1870s. despite all this, Perkins was not able to win hunt over.
hunt’s absence from the Club’s exhibitions provoked the consternation of
critics, many of whom felt that hunt and his circle comprised the most promising group of artists then working in Boston. There is no doubt that the reason
for the split was partly due to temperament. hunt had already made a splash
with the Allston Club and it may now have been intolerable for him to operate
within the strictures of the by-laws and conventions of the new Art Club. But
perhaps more important to many artists, hunt included, was that Perkins’
association with the normal Art School’s director Walter Smith landed him on
the wrong side — in their view — of the hotly controversial issue of artistic
training. Smith, and by association Perkins, approached drawing education
hierarchically. First of all, Smith insisted that he be called Art Master. This was
the title awarded to him upon graduation from Kensington, but it did not go
over well with Boston artists. Secondly, his course of study proceeded without
deviation from the first lessons in drawing geometric shapes, to perspective
studies and copying from increasingly complex plaster casts, finally to the highest level where students were finally allowed to draw free hand from memory.
By the time students made their way through all of these exercises, critics
argued, creativity had been entirely quashed. According to hunt, “the State system of art education is calamitous.”22 unhappily for Perkins, Smith was openly
condescending to local artists and they returned his contempt with their own.
Caught in the middle, Perkins found himself fending off gibes from irritated
critics who felt that he, and by extension the Boston Art Club, were not doing
enough for Boston’s best artists.
Further divisions occurred within the club itself. Because the number of businessmen members far outnumbered the artists (by 1875 the ratio was about 5 to
l), it was inevitable that disputes would arise. The most pointed disagreements
centered around what Perkins called “that annual source of affliction, the
hanging Committee.”23 Responsible for laying out the paintings along the
gallery walls, they constantly came under fire from critics and disgruntled artists
for placing poor paintings in prime spots, and good paintings in poor spots (such
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as “skying” them high on the wall). defending the
club’s committee system, Perkins once declared,
“however conscientiously it may seek to discharge
[its duties] it cannot hope to do so without hurting
somebody’s feelings.”24 The artists, of course, felt
differently. They had little control over the jury or
hanging committee, both of which were dominated
by non-artists whom they felt to be woefully undereducated in matters pertaining to art. In 1875 the
governors of the club took steps to alleviate the
situation by stipulating that artists be appointed to
the juries and hanging committees, but conflicts
continued. Without the presence of many of Boston’s
increasingly successful painters — William Morris
hunt, J. Foxcroft Cole, J. Appleton Brown, Frederick
Porter Vinton, Frank hill Smith — artist members did
not have the weight necessary to counter the will of
non-artist members. Moreover, to fill the vacuum
caused by their absence the Art Club relied on entries
from new York artists to fill the annual exhibitions,
further eclipsing and marginalizing their own artist
members. Matters came to a head in 1880, when it
became clear that the club needed new quarters.

Charles Howard Walker (1857-1936)
William Morris Hunt, ca. 1875.
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Although the road had been somewhat bumpy,
Perkins had guided the Boston Art Club through ten
years of growth and activity. Membership had grown
from a few “hopeful souls,” as Perkins referred to
them in 1869, to nearly six hundred by 1880.25 The
club had hosted sixteen juried exhibitions and countless smaller shows of works by members and invited
guests. Perkins had successfully coaxed his members
to put aside their differences, and the club’s monthly
dinners were widely reported to be amiable and
enjoyable occasions where members found themselves
“bound together in amity and comity.”26 In 1880,
anticipating the termination of its lease on the
Boylston quarters, the club decided to build a permanent clubhouse. This was a decisive turning point for
the club, toward greater institutionalization and the
consolidation of power in the hands of those who
could afford the expense of the building. having
led them to that point, Perkins decided it was time
to step aside. At the January 1881 annual meeting he
announced his retirement as President of the Art Club.
Charles Callahan Perkins, ca. 1880.
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Club House of the Boston Art
Club, ca. 1883. The building
stood alone until 1884, when
the Boston Bicycle Club built
a club house next door.
Print Department
Boston Public Library

3. Boom Years: the Art Club from 1882 to 1910
during the last two decades of the nineteenth century, Boston’s art world
expanded and developed into the golden age that Perkins had envisioned so
many years before . The Museum School, the Massachusetts normal Art School,
the Cowles School of Art and any number of artists offering private instruction
established Boston as the premier place for art education. In 1888 one reporter
declared, “everybody to be anybody nowadays, must either draw or paint; the
studios of artists are thronged with pupils and art schools are over-crowded and
fast multiplying.”27 Many who came to study ended up staying on, often after a
trip or two to europe. They clustered in new studios that popped up in the Back
Bay, near Copley Square. exhibition opportunities mushroomed; by the mid
1880s the Art Club, the Museum of Fine Arts and the Massachusetts Charitable
Mechanics Association each offered large prestigious exhibitions.
The fortunes of the Boston Art Club rose with the tide. By 1884 there were
nearly nine hundred members, more than seven hundred of them non-artists.
The governors of the club took steps to improve the quality of the annual exhi-
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bitions and give Boston painters more prominence.
They offered prizes for the best paintings in each
annual, and began purchasing pictures from the exhibitions for their own collection. The withering
criticism of prior years slowly gave way to faint
praise: “The twenty-ninth exhibition of the Boston
Art Club . . . was distinguished above those which
have preceded it for five years past by a decidedly
higher average of excellence.”28 A new generation of
young Paris-trained painters began to exhibit there,
such as Frank W. Benson, edward Tarbell and Joseph
deCamp, bringing with them a fresh vigor and the
first taste of impressionism. In 1886 the Art Club
mounted a one-artist show of paintings by new York
painter William Merritt Chase to enthusiastic
reviews: “The exhibition was the sensation of the
month in art circles . . . altogether delightful and
refreshing, and a wholesome stimulus artistically and
intellectually.”29
At the same time, the decade of the 1880s saw an
explosion of clubs of all sorts. Political clubs, professional clubs, athletic clubs, womens’ clubs, social
clubs, reform clubs and amateur clubs swelled the
social registers. Art clubs proliferated and were a
favorite subject of journalists enamored by their
colorful anecdotes and bon hôme. Magazine articles followed the antics of new
York’s Tile Club, and published their lively
drawings. Boston’s own Paint and Clay Club was featured as well. numerous
reviews of the Salmagundi and Kit Kat Club shows now competed for space
with the more staid reviews of the national Academy of design and the Boston
Art Club annuals. By the 1890s there were articles on how to form clubs, how to
properly light a clubroom’s gallery, and even how to raise money to properly
equip an art club room.30
In this context it is not surprising that the Boston Art Club, the grandame art
club of both new York and Boston, saw itself as a permanent fixture in the
cultural universe in its newly-built stately clubhouse. however, it was
inevitable, given the tenor of the times and the displacement of artists within
the Art Club’s ranks, that the artists themselves began to form smaller associations. The Zepho Club was one of Boston’s first sketch clubs possibly formed in
the early 1870s; around the same time hunt and his circle formed a Saturday
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Gallery of the Boston
Art Club, from the
catalogue of the 60th
Annual Exhibition,
1899
Fine Arts Department
Boston Public Library

evening Club (not to be confused with celebrated literary group, the Saturday
Club, to which hunt also belonged) to meet and talk about art.31 The Boston
Art Students’ Association (in 1901 renamed the Copley Society) and the Paint
and Clay Club established themselves in 1879. The following year saw the
formation of the St. Botolph Club, the draughtsmen and Artists’ Association,
the Roxbury Crayon Club, the Boston Crayon Club and the Society of
decorative Art. Quickly on their heels came the etching Club (1881), the Tavern
Club (1884), the Water Color Society (later renamed the Boston Society of Water
Color Painters) (1885), and the Boston Water Color Club (1887). The clubs were
not mutually exclusive; typically artists joined more than one. Because the
Boston Art Club had one of the city’s best gallery spaces it was frequently used
by the Boston Art Students’ Association, the Paint and Clay Club and the
watercolor clubs for their members’ exhibitions.
The St. Botolph Club emerged as the Art Club’s strongest competitor. Patterned
after the Century Club in new York, the St. Botolph Club was founded to
promote “social intercourse among authors and artists, and other gentlemen connected with or interested in literature and art.”32 It syphoned off from the Art
Club some of its prominent members and many of its best pictures for its own
annual exhibitions. Interestingly enough, one of its founding members was
Charles Callahan Perkins, who perhaps had never lost sight of his original objective to unite artists with patrons in an enlightened intellectual environment.

z

14

å

A TASTE FOR HIGH ART ~ BOSTON AND THE BOSTON ART CLUB

Although he and hunt may have had their differences, Perkins had never been
antagonistic to the ideals of the French realists and their Boston followers. After
the death of hunt, in 1879, Perkins joined with artists Frederick P. Vinton,
Frank d. Millet and J. Foxcroft Cole, all of whom had been aloof from the
activities of the Art Club, to form the St. Botolph Club. They took quarters
in a house along Boylston Street where its artists decorated the third floor.
It immediately established itself as representing the cream of Boston society,
letters and arts. Its kick-off exhibition, opening in May of 1880, was
called
“the most brilliant collection of
paintings ever gathered here. . .”33
The booming art culture that had
elevated the Boston Art Club’s
profile ultimately moved beyond
it; by about 1900 the heyday of the
Art Club had passed. It continued
to host exhibitions to which prominent artists from Boston, new
York and Philadelphia submitted
paintings, but the shows were
no longer considered the big
event of the season. There was
stiff competition nationally from
numerous annual exhibitions in
Philadelphia, new York, Chicago
and Pittsburgh. Locally the Art
Club was eclipsed by exhibitions
of contemporary art that were
organized by the Museum of Fine
Arts. The Copley Society had been
mounting exhibitions in its Copley
and Allston halls at grundmann
Studios since 1894, and numerous commercial galleries by the turn of
the century now lined newbury and Boylston Streets, competing for
paintings and attention in the press. The Club retrenched. In 1910 its
leadership, which had consisted of businessmen since Perkins’ departure, decided to renovate the entire building, putting in new dining
rooms and bedrooms and dividing the picture gallery into smaller
exhibition spaces. The monthly dinners continued but the large juried
exhibitions became increasingly sporadic in favor of smaller mem-
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bers’ shows and
one-artist exhibitions. The main intent of the club now was to
accommodate the comforts of its gentlemen members.
4. The Last Hurrah: Charles Hovey Pepper and “the moderns”

Charles Hovey
Pepper in studio,
Fenway Studios,
ca. 1944

In 1912 artist Charles hovey Pepper went to lunch at the Boston Art
Club with club member Walter gilman Page, one of his neighbors from
Fenway Studios. he had a good lunch; he was so charmed by the club
that he immediately joined. As a young man Pepper had studied at the
Art Students’ League before traveling to Paris in 1893 to study at the
Académie Julian. In 1903 he embarked on a tour around the world, spending several months in
Japan and traveling through southeast Asia, India, and the Middle east before returning to
Boston in 1904. now at mid-career, Pepper had established himself as a modernist, following
the lead of the progressive painters such as Marsden hartley and Arthur dove.34
Pepper recognized the Art Club’s potential. By this time, artists no longer depended upon the
Art Club as their major source of exposure in Boston. They increasingly turned to commercial
galleries, the Copley Society and the guild of Boston Painters, which was formed in 1914 by a
group of traditional painters recoiling from the shocking drop in standards that they perceived
in progressive art. In short, the Boston Art Club, as conservative as it had always been, now lay
fallow, a perfect setting for Pepper and his circle of moderns. The Club galleries, being smaller
and more intimate than they had been in the nineteenth century, were especially suitable for
small paintings and watercolors which were favored by many modernist painters.
In 1917 Pepper became director of the exhibitions Committee, and he put his friends Charles
hopkinson and harley Perkins on the committee. Together they proceeded to showcase the best
of what was available to them. In the members’ shows they put work by traditional painters
shoulder to shoulder with paintings by more modern artists such as Louis Kronberg, Carl
gordon Cutler and Philip Little. Critics first noticed that something was afoot in the 1918
members’ exhibition: “… at the Art Club today you may find a few works which, because they
are not discreetly bourgeois, give you a special kind of tingle.”35 In the fall of 1918 Pepper
initiated the new england Artists’ Series, an annual exhibition of young, little-known but
talented artists, with each, as Pepper explained, “trying to put it over in his own way.”36
Pepper’s efforts were applauded by some of Boston’s most important critics: “The Boston Art
Club is fortunate in its present art committee,” wrote William howe downes in 1920. “[Pepper]
has really rendered the profession a remarkable service in making our Boston public look,
whether sympathetically or otherwise, at what is being done by all sorts of practitioners among
us,” echoed F. W. Coburn one year later. The general public thought otherwise. one person
growled: “The exhibition happens to be a display of wretched canvases quite unworthy of
anyone’s trouble.” Another was overheard to say, “It is the rottenest show I ever saw in Boston.”37
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Pepper and his group persevered. In 1926 the Boston Art Club
became the springboard for the new Society of Watercolor
Painters, formed by Pepper and five other modernists who had
broken away from the conservative Boston Society of Water Color
Painters: Marion Monks Chase, Charles gordon Cutler, John
goss, Charles hopkinson, and harley Perkins. They continued to
exhibit at the Art Club, the Fogg Museum at harvard and at Vose
galleries. With the exception of Marion Monks Chase who was
Hermann Dudley Murphy
not allowed to join the Art Club, they were all active within the
Art Club’s exhibition committee, helping to shape its new aesthetic.
In 1926 edward hopper, Charles demuth and ernest Fiene exhibited with them
in what an admirer called “one of the most distinguished watercolor shows ever
presented by the Art Club.”38
It couldn’t last. In 1928 the Art Club fired the entire exhibitions Committee. The
embroglio involved even the governor of Massachusetts, Alvan T. Fuller, who
was a member of the Art Club and who placed himself on the new exhibition
Committee. hermann dudley Murphy, who also joined the new committee,
explained, “For the past five or six years we have had an exploitation of
modernist art at the club. You know what I mean, that crazy stuff …. We
believe the people are rather tired of this sort of thing.”39
The club continued to function for the next two decades, albeit quietly, with
little fanfare. The day of the big annual exhibition had passed; the art world was
fragmenting. In 1933 the club decided to admit women as members, but still
only through the public entrance and only in specified club rooms. Boston’s
prominent female painters were cool to the idea: “I don’t know that I will join.
I’ll have to think it over,” said Marion Waitt Sloane. “I don’t know why women
shouldn’t join the Boston Art Club, but I doubt if I will join it. I am already a
member of many organizations...” added Marie danforth Page.40 In 1941 the
club joined forces with the grace horne gallery. grace horne took over the first
two floors and gallery space while club members retreated to the top floor.
Finally in 1950 the Art Club was dissolved. The library and collections were
dispersed and sold to the club’s remaining members; the building was sold at
public auction, thus bringing to a close nearly a century of artistic activity. For
the next several decades its history lay forgotten. But the accomplishments of
the club should not be underestimated. In its heyday it contributed to the
professionalization of Boston artists by giving them regular exposure in their
prominent exhibitions. It also garnered for Boston itself prestige and status as a
cultivated city that could support a broad-based vigorous art culture, an accomplishment that no doubt would have astonished many of the original twenty

z

17

å

A TASTE FOR HIGH ART ~ BOSTON AND THE BOSTON ART CLUB

founders as they sat in Frederick Williams’ studio so many years ago.
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I

n 1879, faced with the renewal of their lease for their rooms at 64 Boylston
Street, the Boston Art Club was at a crossroads. Boston was experiencing an
unprecedented rise in artistic activity. The club was bursting at the seams
with more than six hundred members. Their quarters, however, consisted primarily of a dining room, two parlors and an exhibition gallery. Although they
were not a wealthy club, it was clear they would have to expand. on June 5,
1880, “it was unanimously voted to authorize the Board of government to
construct a building for the use of the club on the corner of dartmouth and
newbury streets [sic.]…”1 The club appointed Charles Callahan Perkins,
edward Clarke Cabot, and george P. denny to a building committee and
charged them to supervise the design and construction of the first building in
the country purposefully built as a social club for artists.2
The club issued bonds to raise $85,000 from its own membership, and looked
for a site in the new, fashionable Back Bay, the realm of potential patrons, within
view of the Museum of Fine Arts. They bought two adjacent plots of land
fronting dartmouth Street and newbury Street.3 At that time, dartmouth Street
was planned as a thoroughfare between the Back Bay and the South end of
Boston; much of newbury Street had yet to be built but was planned to be residential. The new old South Church had just been built at dartmouth and
Boylston Street, and Trinity Church and the Museum of Fine Arts had recently
been completed on “Art Square,” one block away from the new site.4
Perhaps because of its unique institutional position representing both the
creative and the wealthy components in Boston society, the Art Club followed
the precedents set by the Museum of Fine Arts, Trinity Church and the
Metropolitan Museum of Art in new York by holding a design competition for
the new building. By the end of the nineteenth century, the merits of design
competitions were being debated by patrons and architects alike. Some argued
that the tight schedule typical of most competitions did not allow a design to
fully mature, while others countered that competitions attracted the most
prominent architects. The Art Club was of the latter mind and announced its
competition in July 1880. The American Architect and Building News detailed only
two of the guidelines; the building was to have two entrances, one for members
and one for the general public, and there was to be a billiard room.5 Six architects submitted designs, although we know only two of their names, William
Ralph emerson and Williams gibbons Preston.
The results of the competition were disappointing. The most prominent Boston
and new York architects did not compete, perhaps due to the small size of the
project. Furthermore, half the entries were disqualified for disregarding the
rules, and the remaining entries were judged inadequate. A second competition
was promptly announced, with the unusual request that the original entrants
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Elevation and first
and second floor
plans for the club
house of the Boston
Art Club.
These plans were
published in
Proceedings at the
Opening of the New
Club House, 1882.
below right: mantels
in Reading Room and
Parlor No. 2 from
Proceedings at the
Opening of the New
Club House, 1882.
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redesign their submissions, incorporating successful aspects of other entries.6
The six submitted designs encompassed three styles then popular in the Back
Bay: Queen Anne, Renaissance and gothic revival. each style embodied specific
connotations: the gothic revival evoked religiosity, the Renaissance symbolized
civicness, and the Queen Anne signified domesticity. The architectural historian
Mark girouard has summarized the Queen Anne style as “a kind of architectural cocktail, with a little genuine Queen Anne in it, a little dutch, a little
Flemish, a squeeze of Robert Adam, a generous dash of Wren, and a touch of
Francois 1er.”7 delighting in the originality implied in such a mix, club members
decided that the Queen Anne style best fit their artistic interests as well as their
essentially domestic function as a private gentlemen’s club. They chose William
Ralph emerson’s exuberant Queen Anne design as the winner. on october 27,
1880, the Boston Evening Transcript reported that the club would “lose no time in
erecting a building adapted to their wants and ornamental to the city.”8
emerson, a distant cousin of the famed poet, was born in Illinois. After his
father died when emerson was just four, he and his mother moved to Kennebunkport, Maine. he attended schools in Boston and learned architecture from a
Boston builder before establishing his own firm.9 he had joined the Art Club in
1860 and was a founding member of the Boston Society of Architects in 1867. By
the 1870s he had become an accomplished architect known primarily for his
opulently designed residences. An excerpt from emerson’s obituary provides a
glimpse into his personality: he would typically be found in his studio “leaning
over the table, cigar a tilt, the long, silky, flaxen hair, luxuriant as ever, the same
soft and gracious eyes… and a table covered with picturesque sketches.”10
The most successful aspects of emerson’s design was the way in which he organized, visually and spatially, the public and the private functions of the Club. As
one critic commented, “It is, in fact, the only club house in the world which
combines all the advantage it affords on the one hand to the members and on
the other hand to the public.”11 The building’s exterior conveyed the club’s dual
representation. The public façade, on dartmouth Street, was the building’s most
important elevation. high and wide, it implied, through the articulation of
masses and the terra cotta decorative panels, significant spaces within. The
sunflowers motif flanking the space of the gallery suggested a connection to
William Morris and the Arts and Crafts Movement.12 The hexagonal tower,
punctuating the corner of the building, marked the end of the public façade and
the beginning of the residential newbury Street façade. The tower sported two
distinctive exterior elements, the balcony and the roof form. The façade on
newbury Street was designed for members. With its grand arched doorway and
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(left) Facade on the Dartmouth street
side, showing the general public’s
entrance to the Art Club.
(right) Entrance for members on the
Newbury Street side.
Print Department, Boston Public Library

large decorative windows, emerson integrated this
face of the building with neighboring residences.
This fact was not lost on one commentator, who
wrote that the clubhouse was “an example of an
attempt of the time to carry out country house
architecture in a city building.”13
The duality of public and private continued in the
interior of the building. Members entered the
building from newbury Street, ascending exterior
stairs and entering the private hall adjacent to the
grand stair. To the left were two parlors, both richly decorated, one with a mantelpiece on which was
inscribed Vita Brevis, Ars Longa [Life is Short; Art
endures].14 Beyond the parlors was a spacious
reading room. on the second floor, in the the
tower, was a well stocked library. The dining room
was placed on the third floor where food odors
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Boston Art Club building, ca. 1884,
showing the Bicycle Club next door
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and its exterior modified.
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would not fill the building. All of these rooms were richly decorated and furnished like any fashionable club. The grand stair also went down to the basement where there was a studio for life drawing and a billiard room. The rest of
the basement was given over to service.
The general public’s experience of the building was quite different. To view
an exhibition, one had to have a ticket, which was easily available from any
member or exhibitor. Ladies were allowed only on specific days. As a nonmember, one entered through the dartmouth Street entrance, in view of the
Museum of Fine Arts, and went directly up a flight of stairs to the second floor
picture gallery. There one might admire the fact that the pictures were bathed in
the uniform light from the skylight overhead. The walls were a rich Pompeian
red, the same color that was used by the Museum of Fine Arts. Considered one
of the finest exhibition spaces in Boston, this room was exactly square with
chamfers cutting off the four corners to eliminate difficult corner hanging locations.15 except for special occasions, the picture gallery was the extent of the
public’s experience inside the club.
After ten months’ construction, the Boston Art Club opened its new clubhouse
amid much fanfare, and was publicized in Boston and new York newspapers.16
President george P. denny summarized the evening: “I grant that Beauty is in
itself an end, but I also hold that work of Art the higher, which not only satisfies
by its beauty, but also touches our hearts, and elevates our moral standard.”17
he continued: “Mr. emerson, our architect, has given us a building that he and
we may be proud of… his originality of design and excellent tastes is second to
no one, and he should receive our thanks.”18
In the years immediately following the opening of the clubhouse, the Art Club
enjoyed an increase in membership and a larger and more diverse patronage. In
1889, it purchased the building next door, the Bicycle Club building, designed
by george Frederick Meacham, and constructed in 1884.19 Bicycles were recently
invented and prospered, as a fad, until the 1890s. The Bicycle Club building had
unique features including a room to wash bicycle wheels and a gymnasium.20
The exterior was designed in the gothic style, which suggested a preoccupation
with the Victorian ideals of cleanliness and hygiene, but also leisure and sport.
When the Art Club took over this building, it replaced the ornamental façade
with a simple brick design that harmonized with the original Art Club building,
and the new space was renovated into additional galleries and clubrooms.
The Art Club building underwent a second renovation in 1910, marking its turn
away from public institution toward a private gentlemen’s club. The gallery
space was heightened and then divided laterally and horizontally to provide
room for more dining and bedrooms. The galleries were made smaller. one of
the new rooms was trimmed with period greek revival pilasters that were then
fashionable. This trim was, however, the lone stylistic update to the building.
other improvements included an elevator, a card-room, new silver and
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glassware with the club’s monogram and the hiring of a famous chef.21 A third
renovation occurred in the 1941 when the grace horne galleries joined with the
Art Club.22 unfortunately, this renovation did not rejuvenate the ailing club. By
the end of the 1940s, with dwindling membership, the club was forced to relocate to the top two floors and to lease the rest of the building.23 eventually the
club was completely dissolved.24 The building was sold at public auction to the
Bryant and Stratton Business School in September 1950. They sold it twenty
years later to the Boston Facilities Commission, which converted it into the
Copley Square high School, now still in operation as part of the Boston public
school system and known as the Muriel S. Snowden International School.
In its heyday, the Boston Art Club and its clubhouse functioned as a vital
component to Boston’s art culture. The building that survives today still gives
visible proof of that vibrant artistic community. Though its history is largely
unknown today, the building tells the story of the rising cultural prosperity
during the gilded Age, and the inevitable eclipse by new fashions and tastes
that ushered in the modern era.
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Amateur (July 5, 1881): 30. The union League Club of new York built its own clubhouse
two years prior, but this was a social club for businessmen. For more information and a
bibliography of later, un-built, non-art or non-social clubhouses, see Michelle L. hoeffler,
The Moment of William Ralph Emerson’s Art Club in Boston’s Art Culture (unpublished
SMArchS Thesis, Cambridge, MA: MIT, 2000): 130-32.

3

There was an alternate site discussed at the corner of St. James Avenue and Clarendon
Streets, directly behind the Museum of Fine Arts. The grundmann Studios, the home of
the Boston Art Students’ Association, was built there in 1890. See “our Family history,”
Boston Art Club Bulletin 1, no. 8 (May 1916): 8. For a description of land transactions and
budget discussions, see Barry Brensinger and Robert h. owens, The Boston Art Club
Building by William Ralph Emerson (unpublished for Professor Sekler’s class, Cambridge,
MA: harvard university Visual Studies 163, december 19, 1974): 2.

4

What is currently Copley Square was then called “Art Square,” a term coined in an
1878 Boston Illustrated article. doreve nicholaeff, “ The Planning and development of
Copley Square,” (Master’s Thesis, department of Architecture, MIT, Cambridge, MA,
1979): 46. In 1883, the square was named after the artist John Singleton Copley
(1737-1815).

5

R.B., “The designs for the Boston Art-Club Building,” American Architect and Building
News 7, no. 234 (June 19, 1880): 275-76.

6

Ibid. none of the entrants were named in the article. See also Moses King, Back Bay
District: The Vendome (Boston: Moses King, 1880): 21.

7 Mark girouard, Sweetness and Light: The “Queen Anne” Movement 1860-1900 (oxford:
Clarendon Press, 1977): 1.
8

“The
Art
Club

Gallery of the Boston Art
Club showing chamfered
corner and skylight, from
the catalogue of the 60th
Annual Exhibition, 1899.
Fine Arts Department,
Boston Public Library
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Founders of the
Boston Art Club
by Nancy Allyn Jarzombek

T

he original twenty members of the Boston Art Club represent an interesting cross-section of artists and colleagues at mid-century. There were twelve painters and one sculptor in the group, two architects, a surveyor, a publisher, a doctor and two of unknown profession. Most of the artists were working in studios along
Tremont Row, a street that connected the end of Tremont Street to Court Street, at Scollay Square. other studios
were close by on Tremont, Franklin and Washington Streets. For a key to the bibliography see page 87.

have selected the architect for their new clubhouse,”
Boston Evening Transcript (october 27, 1880): 6.

York Times (February 11, 1882): 5; “Formal dedication of
the Art Club house,” Boston Post (March 6, 1882): 1; “The
new home of the Boston Art Club,” Boston Evening
Transcript (March 6, 1882): 2; “The gilt dome of Boston,”
New York Times (February 19, 1882): 3.

9

Coincidentally, emerson’s teacher and first employer,
Jonathan Preston, was the father of competition entrant
William gibbons Preston.

17

“Formal dedication of the Art Club house,” Boston
Post (March 6, 1882): 1.

10 Charles

A. Rich, “William Ralph emerson: An
Appreciation,” American Architect and Building News 112,
no. 2192 (december 26, 1917): 475-76. For the most complete biography of emerson, see Cynthia Zaitzevsky, The
Architecture of William Ralph Emerson, 1833-1917
(Cambridge, MA: Fogg Art Museum, 1969). For a few of
his early published works, see “house at Milton hill,
Wm. Ralph emerson, Architect,” American Architect and
Building News 4, no. 130 (november 9, 1878), pl. 130 and
“house at Mt. desert, Me, Wm. Ralph emerson,
Architect,” pl. 169.

18

Proceedings at the Opening of the New Club House, March
4, 1882, p. 22.
19

Meacham was best known for his Boston Public
garden design in 1860. Bainbridge Bunting, Houses of
Boston’s Back Bay (Cambridge, Belknap Press of harvard
university Press, 1967): 365. There is confusion between
the name ‘Massachusetts Bicycle Club’ and the name
‘Boston Bicycle Club.’ See hoeffler, p. 137 for clarification.
20 edwin M. Bacon, Bacon’s Dictionary of Boston (Boston:
houghton, Mifflin & Company, 1886): 43. The second
floor accommodated both the club parlors and members’
lockers. Interestingly, this club followed the example of
the Art Club and, by this time, athletic clubs, by locating
its most social component, the bowling alley, in the basement.

11

“The Art Club,” Boston Evening Transcript (February 11,
1882): 4.
12 See James d. Kornwolf, “American Architecture and
the Aesthetic Movement,” In Pursuit of Beauty: America
and the Aesthetic Movement (new York: Rizzoli, 1986): 355.
13 Walter h. Kilham, Boston After Bulfinch: An Account of
its Architecture 1800-1900 (Cambridge, MA: harvard
university Press, 1946): 84.
14

21 Ralph davoll, “The Boston Art Club,” The New England
Magazine (January 1911): 435.
22 “Two galleries Join hands,” Art News 40, no. 16
(december 1-14, 1941): 38 and 42.

Brensinger and owens, p. 9.

15

The precedent for the chamfered corners may have
been the gallery at the national Academy of design in
new York.

23

Brensinger and owens, 23. The lower floors were
leased to Joseph’s Cocktail Lounge.

16

24

norcross Brothers of Boston began construction on
May 6, 1881. Cynthia Zaitzevsky, The Architecture of
William Ralph Emerson, 1833-1917 (Cambridge, MA: Fogg
Art Museum, 1969): 17. opening ceremonies were widely
covered in the press. See “The Art Club in Boston,” New

z

For a detailed account of the club’s financial downfall,
see Brensinger and owens,
pp. 22-23.
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Joseph Ames
b. 1816, Roxbury, new hampshire
d. 1872, new York City

associate member of the national Academy of design. At
the outbreak of the Civil War he moved back in Boston.
In 1870 Barry was teaching drawing in the Boston public
schools. Although he was an already accomplished artist
and teacher, he attended the Massachusetts normal Art
School between 1872 and 1877,
while he held the position of
Supervisor of Art within the
Boston Public School system. In
1878 Barry moved to
Providence and became
director of the newly-established Rhode Island School of
design.

Born on a farm in rural new hampshire, Ames began his
career as a self-taught itinerant portrait-painter. In 1841 he
moved to Boston, and some time around 1847 he married
Sarah Fisher Ames, a portrait sculptress and prominent
abolitionist. Together they traveled to Rome where she
studied sculpting, and he made a life-size portrait of Pope
Pius Ix that was much celebrated in the Boston press.
Ames was back in Boston by 1850. he formed a close
friendship with painter george Fuller and sculptor
Thomas Ball. each was conducting color experiments
with the idea of out-doing the others. The three men were
involved in the establishment of the new england Art
union in 1850. Art ist Samuel L. gerry remembered Ames
as “pleasant and jolly. . . It was Ames’s opinion that no
artists’ association could exist without a liberal part
social, and in this he was an ‘advanced thinker.’”

Barry exhibited a succession of
portrait heads in crayon in the Art
Club annuals from 1855 until 1881.

obit., Boston Evening Transcript (May 5, 1892): 10; The Crayon 5
no. 7(July 1858): 206; Athen., BAC, BCd; hamilton; WWAA.

Ames was the first president of the Boston Art Club. his
involvement in Boston diminished after 1857, when he
moved to a house and studio in newport Rhode Island,
but he exhibited regularly with the club until his death in
1872. In 1869 Ames moved to new York. he was made
associate member of the national Academy of design
that year and then full member in 1870.
Athen., BAC; BCd; C&h; g&W; gerry, p. 694; Sharf, pp. 70, 75,
85; Soria; WWAA.

Gilbert Attwood
b. May 23, 1825
d. February 26, 1881, Jamaica Plain, Massachusetts
Attwood was a broker with the firm Fay, Mudge &
Attwood in 1855. his office was in the Merchants’
exchange, the same building where two of the other
founders, architects edwin Lee Brown and Charles
Frederick Sleeper, were working. Attwood was a member
of the oriental Society and the Archaeological Institute of
America. he was interested in Japanese history and
culture. he was the father of Francis gilbert Attwood
(also listed as Atwood), a noted illustrator for Life
Magazine in the 1890s.
Vice president of the Art Club in 1858 and treasurer from
1855 to 1857 and in 1859, Attwood also served as Vice
President from 1876 to 1879.
obit., Boston Evening Transcript (Feb. 28, 1881): 4; BAC; BCd.

Charles Alfred Barry
b. 1830, Boston, Massachusetts
d. May 1892, Roxbury, Massachusetts
Barry was active as an illustrator in the 1850s in Boston.
he also established a reputation as a crayon portraitist.
According to a report in The Crayon, “Charles A. Barry’s
exquisite crayon “The Motherless” . . . is an admirable
thing, and will be eagerly sought by lovers of the beautiful.” he moved to new York in 1860 and was elected

z
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Edward Augustus Brackett
b. october 1, 1818, Vassalboro, Maine
d. 1908, Winchester, Massachusetts

Brown was listed as an architect with the firm Washburn
& Brown in the Merchants’ exchange building in the 1855
Boston City directory. he was Recording Secretary of the
Boston Art Club from 1857 to 1858 and Vice-President in
1859. In later years he moved to Chicago and established
himself as a successful manufacturer.

Raised in ohio, Brackett began modeling portrait busts in
1839. By 1840 he had exhibited one of them at the Apollo
Association in new York, and in 1841 he exhibited at the
national Academy of design. In 1841 Brackett moved to
Winchester and the following year opened a studio along
Tremont Row in Boston. In addition to portraits he made
memorial sculptures for Mount Auburn Cemetary in
Cambridge. Brackett’s bust of Washington Allston is currently in the collection of the Metropolitan Museum of Art;
other works are in the new York historical Society and the
Boston Athenaeum. his major work, Shipwrecked Mother
and Child (now at the Worcester Museum) was shown with
the Boston Art Club at the Athenaeum from 1855 to 1862.

obit., Boston Evening Transcript, (July 23, 1891): 8; BAC; BCd.

Benjamin Champney
b. november 20, 1817, new
Ipswich, new hampshire
d. december 11, 1907,
Woburn, Massachusetts
one of the major painters of
the White Mountain school,
Champney had a studio at 16
Franklin Street in Boston in
1855 and lived in Woburn with
his wife. Champney, Ames
and Walter Brackett all took
turns being president of the
Art Club during its first year. Clearly that the office was
shared or even alternated in the early informal days of the
club. Champney was president again in 1857. It was
through his close association with John Casilear, Asher B.
durand and John F. Kensett that these artists exhibited
with the club during its first eight years. For biographical
information see entry, page 67.

Both Brackett brothers were enthusiastic fishermen. In 1873
edward Brackett gave up sculpting and turned to writing
poetry and studying fish seriously. he became Chief
Specialist of the Massachusetts Fish and game Commission.
Athen., BCd; harding, Tuckerman; WWAA.

Walter M. Brackett
b. June 14, 1823, unity, Maine
d. March 4, 1919, Boston, Massachusetts
Largely self-taught, Brackett started out as a portrait
painter but is best remembered today for his accurate still
lifes of fish and game. By 1843 he was working in his
brother’s studio on Tremont Row, and in the next ten
years he painted such prominent Bostonians as oliver
Wendell holmes and Wendell Phillips. In 1850 he married Marie Louise Loring. They had one son, Arthur L.
Brackett, who became a painter of birds.

Athen.; BAC; BCd.
Illustrations pp. iv, vi, and 55

Francis Seth Frost
b. April, 1825, West
Cambridge, Massachusetts
d. december 26, 1902,
Arlington, Massachusetts

Both Brackett brothers were avid outdoorsmen and fishermen. In 1853 Brackett began to paint fish subjects and
found such a good market for them among sportsmen
and anglers that he was able to give up portraiture entirely to concentrate on his new genre.

In 1849, then a young farmer,
Frost set out for California to
seek gold and to paint. he
returned to Boston in 1851
and most likely took painting
lessons at that time from
Albert Bierstadt (1830-1902)
who had recently set up a studio in Boston following an
extended painting trip to europe. With Bierstadt,
Champney, gerry, and others, Frost painted in the White
Mountains and in 1854 exhibited Tuckerman’s Ravine at
the Boston Athenaeum. The following year he exhibited a
view of the Pacific coast with the newly-formed Art Club.

Brackett exhibited in the first Art Club exhibition and
shared being president of the club with Ames and
Champney in 1855. he was president in 1862 and is listed
as a trustee in 1866. In 1870, when the club was revived,
he again served as president. he exhibited regularly from
1873 until 1904. In 1913 the Art Club hosted a 90th birthday party for Brackett, complete with testimonials and
congratulatory telegrams from two fellow founders,
horace h. Moses and Charles F. Sleeper.
“Art Club Pays honor to oldest Member,” Boston Sunday Globe
(April 25, 1913); obit., Boston Evening Transcript (March 4, 1919):
13; Athen., BAC, harding, Tuckerman, WWAA.

In 1859 Frost accompanied Albert Bierstadt to St. Joseph,
Missouri, to join Frederick Lander’s survey party bound
for the Rocky Mountains. They got as far as Fort Laramie
in nebraska before they turned back in August to avoid
the heavy rains that came to the plains in the fall. Their
exploits are described in Bierstadt’s letters to the new

Edwin Lee Brown
b. 1827, Milo, Maine
d. July 1891, Chicago, Illinois
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Bedford Mercury June 15 and 18, and September 14, 1859.

degree in 1855. he then spent two years in europe. upon
his return he married helen Agnes Cutting and they settled in Bangor, Maine. his uncle was hannibal hamlin, a
u. S. Senator and Vice President under Abraham Lincoln
from 1861 to 1865. during the Civil War Augustus
hamlin volunteer a surgeon with the Second Maine
Regiment, and afterwards returned to Bangor, Maine and
engaged in general practice. In the 1880s he became
Surgeon general for Maine and was twice elected mayor
of Bangor. A man of many interests, hamlin’s tourmaline
collecton was internationally renowned and exhibited at
the harvard Museum of natural history in 1896.

Bierstadt returned to new York; Frost returned to Boston
and exhibited some of his western landscapes at Art Club
exhibitions in 1860 and 1861. he exhibited only once
more with the Art Club, in 1875. In 1869 he established
Frost & Adams on Cornhill Road, an artists’ supply store
and importer and exporter of paintings.
Jourdan houston, “Francis Seth Frost (1825-1902), Beyond
Bierstadt’s Shadow,” American Art Review 6, no. 4 (1994): 146-157;
nancy Anderson and Linda Ferber, Albert Bierstadt, Art and
Enterprise (Brooklyn Museum, 1990); Athen.; BAC; BCd;
Campbell; WWAA.

In his youth, hamlin painted landscapes and exhibited
one at the national Academy of design, although he did
not exhibit any paintings with the Boston Art Club. In
1866, fellow Art Club founder William Lee published
hamlin’s book, Martyria: or, Andersonville Prison. hamlin
made the illustrations for the book from sketches and
photographs he had made while visiting the prison during the war. he collaborated with fellow Art Club member Charles Barry, who drew in the figures.

Samuel Lancaster Gerry
b. May 10, 1813, Boston,
Massachusetts
d. April 26, 1891, Boston,
Massachusetts
gerry’s name is nearly synonymous with the Boston
Art Club. he was a member
from the very beginning
and in 1885 wrote
“Reminiscences of the
Boston Art Club and notes
on Art.” elected president in
1858 and trustee in 1862,
gerry exhibited with the
club from its inception until the year he died.

obit., Boston Evening Transcript (nov. 20, 1905): 4; Appleton;
hamilton; WWA 1;

Albert Gallatin Hoit
b. december 13, 1809, Sandwich, new hampshire
d. december 19, 1856,
West Roxbury

For biographical information see entry, page 72.

Self-taught, hoit was “long a well-known and honored
resident artist of [Boston]”. At 56 he was the senior member of the group that formed the Art Club and had been
involved with a prior group, the Boston Artists
Association. he exhibited a portrait with the club in 1855.
one year later he fell ill and suddenly died, as gerry sadly
remembered, “before the prime of his life, [leaving] only
hints of his power.”

Athen.; BAC; BCd.

For more biographical information see page 76.

Illustration p. vi.

Patricia heard, “A. g. hoit,” Antiques (nov. 1972): pp 862-867;
Athen.; gerry, pp. 690, 693, 695; WWAA.

despite his steadfast allegiance, gerry condemned the
Art Club for making decisions that went against the best
interests of artists. At the end of his life he wrote bitterly,
“There is indeed no advantage for a resident Artist to be
a member of the Club. It is not an Artists’ Club but an Art
Club.” (“Reminiscences,” p. 10).

Illustration p. 58.

Samuel Griggs
b. 1813
d. 1891

William Lee
b. April 17, 1926, Boston, Massachusetts
d. november 30, 1906, hampton, new hampshire

Long time member of the Boston Art Club, griggs exhibited his paintings of the White Mountains, the
Adirondacks, and coastal scenes from Maine from the
club’s first exhibition in 1855 until the year he died. For
more biographical information see page 73.

Lee was a book dealer and publisher. he worked his
way up from clerk in a book shop to partnership with
the firm Phillips, Sampson & Co., by 1850 and then
decided, in 1857, to sell out and go to europe. In 1860
Phillips died unexpectedly and Lee had to return to
straighten out the business. In 1861 he married Anna M.
Leavitt. The following year he entered into partership
with Charles Augustus Billings Shepard. under the
name of Lee & Shepard the two men conducted one of
the best known publishing houses in the country.

Athen.; BAC; BCd.
Illustration p. iv

Augustus Choate Hamlin
b. August 28, 1828, Columbia, Maine
d. november, 1905, Bangor, Maine
hamlin graduated from Bowdoin College and studied
medicine in Paris and at harvard, where he received a

Lee is not known to have painted. In 1866 he published
Martyria: or, Andersonville Prison, written and illustrated
by fellow Art Club members A. g. hamlin and Charles
A. Barry.
obit., Boston Evening Transcript (dec. 3, 1906): 3; WWA1; The
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LANDSCAPES

George Loring Brown (1814-1889)
Landscape with Sheep and Cattle
Oil on canvas
32 x 46 inches
33327

Jasper Cropsey (1823-1900)
Greenwood Lake,
New Jersey, in September
Oil on canvas
181⁄4 x 38 inches
33269

z 33 å

LANDSCAPES

Alfred Ordway (1821-1897)
Mount Mansfield, Vermont
Oil on canvas
141⁄4 x 221⁄4 inches
JL51
Fuller Art Museum and tour.

John White Allen
Scott
(1815-1907)
Haying Near Mount
Chocorua
Oil on canvas
22 x 30 inches
33074
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LANDSCAPES

Winckworth Allan Gay
(1821-1910)
Near St. A ndré, 1847
Oil on wood panel
93⁄4 x 141⁄2 inches
JL80

Richard Henry Fuller
(1822-1871)
Barbizon Landscape
with figures
Oil on canvas
111⁄2 x 151⁄2 inches
JL72
Fuller Art Museum and tour.

John Joseph Enneking
(1841-1916)
Visiting the Ducks, 1877
Oil on canvas
16 x 24 inches
33337
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LANDSCAPES

Sylvester Phelps Hodgdon
(1830-1906)
Boston Skyline at Sunset
Oil on canvas board
8 x 12 inches
32979

James Morgan Lewin
(1836-1877)
A t War, Confederate
Sharpshoooters, 1860
Oil on canvas
161⁄4 x 261⁄4 inches
JL34
Fuller Art Museum
and tour.
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LANDSCAPES

Waldo Beaman
(1852-1937)
Long’s Peak, Este’s
Park, Colorado, 1875
Oil on canvas
34 x 46 inches
31058
Exhibited at the Boston
Art Club, 1880

George D. Russell (1822-1910)
Yosemite, 1840
Oil on canvas
20 x 24 inches
JL16
Fuller Art Museum and tour.

Elliott Daingerfield
(1859-1932)
Night Silence
Oil on canvas
24 x 34 inches
33324
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LANDSCAPES

George Nelson Cass (1825-1882)
Pastoral Scene with Cows, 1878
Oil on canvas
26 x 42 inches
JL03
Fuller Art Museum and tour.

Nicolay Tysland Leganger
(1832-ca.1905)
Lake Champlain,
New York, 1873
Oil on canvas
12 x 22 inches
32664

Thomas Bigelow Craig
(1849-1924)
A Memory of Summer
Days, 1895
Oil on canvas
30 x 50 inches
33222
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LANDSCAPES

Thomas Allen (1849-1924)
On Guard, ca. 1880
Oil on canvas
47 3⁄4 x 801⁄4 inches
JL103
Exhibited at the Boston Art Club
Pennsylvania Academy of the Fine
Arts, 1882 and 1884 with title
The Maplehurst Herd, Pittsfield, Mass.

George Smillie
(1840-1921)
Mill Pond at
Ridgefield,
Connecticut
Oil on canvas
15 x 24 inches
33280
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LANDSCAPES

Ellen Maria Carpenter
(1836-1909)
Fall Landscape
Oil on canvas
20 x 30 inches
33097

Elijah Baxter (1849-1939)
The Old Gate, Touisset River,
Rhode Island, 1891
Oil on canvas
10 x 14 inches
JL73
Fuller Art Museum and tour.

Charles Edwin Lewis Green (1844-1915)
Foster Woods, Lynn, Massachusetts
Oil on canvas
20 x 27 inches
JL13
Possibly exhibited at the Boston Art Club,
1906, with title Foster’s Swamp, Lynn.
Fuller Art Museum and tour.
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LANDSCAPES

Olive Parker Black
(1868-1948)
The Meadow Brook
Oil on canvas board
18 x 30 inches
33106

William Frederick Paskell
(1866-1951)
Bean Stacks, Tamworth,
New Hampshire, ca. 1900
Oil on canvas board
9 x 12 inches
JL64

Hugh Bolton Jones
(1848-1927)
A Country Path
Oil on canvas
201⁄4 x 351⁄2 inches
33249
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LANDSCAPES

George F. Wing, Jr. (b. 1870)
Medfield
Oil on canvas board
251⁄4 x 35 inches
JL08

Jacob Wagner (1852-1898)
Looking Toward the Farm
Oil on canvas
14 x 20 inches
33321

Arthur Cumming
(1847-1913)
Wildflowers,
South Dartmouth,
Massachusetts
Oil on canvas
121⁄4 x 27 inches
JL20
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LANDSCAPES

Charles Henry Hayden
(1856-1901)
Cows by the River
Oil on canvas
17 x 21 inches
32763

Edward Herbert Barnard (1855-1909)
New England Farm
Oil on canvas
14 x 18 inches
33322

Charles Henry Hayden (1856-1901)
Shed with W heelbarrow
Oil on canvas board
12 x 18 inches
JL75
Fuller Art Museum and tour.

Charles E. Mills (1856-1956)
Charles River, Dedham,
Massachusetts, 1916
Oil on canvas
22 x 18 inches
33266
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LANDSCAPES

Laura Coombs Hills (1859-1952)
The Back Door, ca. 1885
Oil on canvas
14 x 17 inches
32764
Possibly exhibited at the
Boston Art Club, 1886

Helen M. Hinds (active 1875-1896)
Windmill, Cape Cod,
Massachusetts, 1890
Oil on canvas
131⁄8 x 211⁄8 inches
33215

Henry Sandham (1842-1912)
The Mill, 1889
Oil on canvas
211⁄2 x 36 inches
33221
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LANDSCAPES

Mary Bradish Titcomb
(1858-1927)
Village Scene with Figures –
Quebec, ca. 1910-1915
Oil on canvas
17 x 21 inches
31893

Thomas Buford Meteyard (1865-1928)
Shoreline, Plymouth,
Massachusetts, ca.1900
Oil on canvas
143⁄4 x 22 inches
JL30

Theodore Wendel (1859-1932)
Ipswich in the Snow
Oil on canvas
25 x 28 inches
33287
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LANDSCAPES

Edith Alice Scott
(1877-1978)
Giverny, ca. 1900
Oil on canvas board
101⁄4 x 141⁄4 inches
JL47
Fuller Art Museum
and tour.
Dawson Dawson-Watson (1864-1939)
Haystacks, Giverny, ca.1890
Oil on canvas
11 x 171⁄2 inches
JL49
Fuller Art Museum and tour.
“The Golden Years,’’ St. Botolph Club,
Boston, March 1 – June 2, 2000.
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LANDSCAPES

John Ireland Howe Downes (1861-1933)
Seine River from Giverny Heights
Oil on canvas
181⁄4 x 24 inches
JL28

Mariquita Gill (1865-1915)
Scituate, Massachusetts, ca. 1895
Oil on canvas
15 x 18 inches
JL58

Edward W. Redfield (1869-1965)
Normandy Beach, France, 1896
Oil on canvas
18 x 26 inches
33157
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LANDSCAPES

Childe Hassam
(1859-1935)
A Green Meadow
Landscape, 1882
Oil on canvas
13 x 16 inches
33320

Ben Foster (1852-1926)
Maine Coast
Oil on canvas
18 x 22 inches
33060
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LANDSCAPES

Clement Nye Swift (1846-1918)
Seaweed Gatherers, Brittany, 1878
Oil on canvas
141⁄2 x 301⁄2 inches
JL40
Fuller Art Museum and tour.

Francis Davis Millet (1846-1912)
Fishermen Gathering
Oil on canvas mounted on board
12 x 9 inches
33145

J. Ambrose Pritchard
(1858-1905)
Old Boathouse, Duxbury
Oil on canvas
14 x 20 inches
JL45
Fuller Art Museum and tour.
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SEASCAPES

Lemuel D. Eldred (1850-1921)
Beach near Fairhaven,
Massachusetts, 1880
Oil on canvas
12 x 20 inches
JL56
Fuller Art Museum and tour.

Alfred T. Ordway (1819-1897)
Simonton’s Cove, near Fort Preble,
1875
Oil on canvas board
8 x 14 inches
33062

Jervis McEntee
(1829-1891)
Beach Scene, 1877
Oil on canvas board
111⁄2 x 20 inches
33292
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SEASCAPES

Hendricks A. Hallett (1847-1921)
Boats in Salem Harbor
Watercolor on paper
121⁄4 x 18 inches
33244

Charles Edwin Lewis Green (18441915)
Fish Barrel with Two-W heeler,
Lynn Beach, Massachusetts
Oil on canvas board
8 x 121⁄2 inches
JL77

Hendricks A. Hallett (1847-1921)
Nahant, ca. 1885
Oil on canvas
20 x 30 inches
JL26
Fuller Art Museum and tour.
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SEASCAPES

Dwight T. Blaney (1865-1944)
Ironbound Island, Maine,
ca. 1890
Oil on canvas
22 x 26 inches
JL24
Fuller Art Museum and tour.

Jacob Wagner (1852-1898)
Shore
Oil on canvas
20 x 30
JL81
Fuller Art Museum and tour.
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SEASCAPES

William Johnson Bixbee (1850-1921)
Easterly Weather at Marblehead, ca. 1903
Oil on canvas
30 x 60 inches
JL89
Exhibited at Boston
Art Club, 1904.
Art Institute, Chicago

Charles Woodbury (1864-1940)
A cross the Cove
Oil on canvas
29 x 39 inches
32711
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SEASCAPES

Marshall Jones (1842-1925)
A t the Water’s Edge,
Nantucket, Massachusetts
Watercolor on paper
131⁄2 x 9 inches
33066

Walter Franklin Lansil (1846-1925)
Coasting Schooners Offshore, 1892
Watercolor on paper
10 x 131⁄4 inches
33146

Louis Kinney Harlow (1850-1930)
Schooners Becalmed, 1883
Watercolor on paper
10 x 131⁄4 inches
33144
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STILL LIFE

(left)
Anna Eliza Hardy (1839-1934)
Natural Still Life, ca. 1880
Oil on canvas
17 x 10 inches
JL62
Fuller Art Museum and tour.

(right)
Eva Dora Cowdery (1859-1945)
Still Life with A merican
Pottery Vase, 1890
Oil on canvas
201⁄2 x 16 inches
JL49
Fuller Art Museum and tour.

(bottom)
Benjamin Champney
(1817-1907)
Goldenrod along the
Saco River
Oil on canvas board
13 x 91⁄2 inches
JL 76
Possibly exhibited at Boston Art
Club, 1874, with title
Study of Golden Rod.
Fuller Art Museum and tour.
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STILL LIFE

Adelaide Cole Chase (1869-1944)
Still Life
Oil on canvas
36 x 23 inches
JL11
Fuller Art Museum and tour.

Ernest Lee Major (1864-1950)
Still Life with
Flowers and Fruit
Oil on canvas
32 x 26 inches
31478

Emily Selinger (1848-1927)
Chrysanthemums, ca. 1886
Oil on canvas
24 x 36 inches
32868
Exhibited at the Boston Art Club, 1887
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STILL LIFE

Ross Sterling Turner (1847-1915)
Fruit and Wine
with Bottles, 1881
Oil on canvas
281⁄2 x 49 inches
33369

John Joseph Enneking (1841-1916)
Flowers in a Silver Vase, 1877
Oil on canvas
24 x 16 inches
33333
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FIGURES AND PORTRAITS

Albert Gallatin Hoit (1809-1856)
Portrait of a Lady
in a Red Dress, 1835
Oil on canvas
30 x 251⁄2 inches
33368

Ellen Day Hale (1855-1940)
Spring Day, Boston, 1879
Oil on canvas
34 x 24 inches
JL25
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FIGURES AND PORTRAITS

Philip Hale (1865-1931)
The Black Hat
Graphite and chalk on paper
11 x 71⁄2 inches
33297

Millicent Jarvis (b. 1839)
Woman with a Rose in her Hair
Oil on canvas
521⁄4 x 331⁄2 inches
JL02
Fuller Art Museum and tour.

Albert Felix Schmitt (b. 1873)
Blue and Gold
Oil on canvas
29 x 24 inches
33264
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FIGURES AND PORTRAITS

Ruth Payne Burgess (1865-1934)
Portrait of a Young
Woman and her Dog
Oil on canvas
21 x 171⁄4 inches
JL52
Fuller Art Museum and tour.

Lee Lufkin Kaula (1865-1957)
Portrait of Lulu M. Lufkin
and Florence M. Lufkin
Oil on canvas
40 x 30 inches
32994

Harry Mills Walcott (1870-1944)
The Sycamore Grove, 1910
Oil on canvas
27 x 34 inches
29190
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Charles Hovey Pepper (1864-1950)
Fillet of Gold, 1905
Oil on canvas
241⁄2 x 17 inches
JL63
Fuller Art Museum and tour.

Louis Kronberg (1872-1965)
Seville Woman Sitting, ca. 1930
Oil on canvas
393⁄4 x 30 inches
JL04
Fuller Art Museum and tour.

Charles W. Hawthorne (1872-1930)
A t Her Vanity
Oil on canvas
30 x 25 inches
33056
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E. Ambrose Webster (1869-1935)
Snow, Provincetown, ca. 1909
Oil on canvas
10 x 12 inches
JL66
Fuller Art Museum and tour.

Gerrit Albertus Beneker
(1882-1934)
Provincetown Houses, 1917
Oil on canvas
201⁄4 x 241⁄4 inches
JL17

Robert Emmett Owen
(1878-1957)
Winter Landscape
Oil on canvas
31 x 76 inches
33248A
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PEPPER AND THE MODERNISTS

Anson Kent Cross (1862-1944)
Boston Harbor from the
A rtist’s Studio, 1906
Oil on canvas
61⁄2 x 83⁄4 inches
JL70
Fuller Art Museum and tour.

Carl Gordon Cutler
(1873-1945)
Seascape
Watercolor on paper
141⁄2 x 211⁄4 inches
32644

Bertha Menzler Peyton
(1871-1947)
The Mesa at Evening,
(Butte, Montana)
Oil on canvas
271⁄4 x 40 inches
JL07

z 63 å

PEPPER AND THE MODERNISTS

Donald Gordon Squier
(b. 1895)
North End Open A ir Market
Oil on canvas
30 x 37 inches
JL05
Fuller Art Museum and tour.

Marjorie Vickers Very (1896-1985)
New York City
Watercolor on paper
281⁄2 x 223⁄4 inches
JL65
Fuller Art Museum and tour.
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Artists’ Biographies

1882 he became a draftsmen for a stained glass manufacturer.
He and life-long friend Charles H. Hayden went to Paris in
1886, staying for four years. They enrolled at the Académie
Julian and during the summer months they sketched the French
countryside with Charles H. Davis, a friend from Museum
School days.

Below are biographical sketches of each artist whose
works are reproduced in this catalogue. For a key to the
bibliography following each entry see page 87.

When they returned in 1890 the two artists took studios at the
Harcourt Building and Barnard began teaching art at Bradford
College in Haverhill, Massachusetts. In 1899 Barnard moved
his studio to Belmont.

Thomas Allen
b. October 14, 1849, St. Louis, Missouri
d. August 25, 1924, Worcester, Massachusetts

Although he painted a number of portraits, Barnard is best
known for his impressionist-influenced landscapes of Cape Cod
and southeastern Massachusetts. He was a member of the
Boston Art Club and exhibited paintings there from 1879 until
1909. He was also a member of the Boston Water Color Club
and the St. Botolph Club which hosted a memorial exhibition
of his work in 1910.

The son of a wealthy railroad magnate, Allen made a sketching
tour of the Rocky Mountains while in college. The trip
strengthened his resolve to become an artist. He entered the
Royal Academy in Düsseldorf in 1872 and studied there for
four years. In 1878 he moved to Ecouen, a suburb of Paris, and
lived in a colony of artists that included Pierre Édouard Frère,
and August-Fredrich-Albrecht Schenck.

Morrell, Dora M. “Companion Artists.” Brush and Pencil, 4 (May
1899) : 69-76; BAC; Hirshler; Sellin; WWAA.

Illustration p. 43

Allen returned to the United States in 1880. He married
Eleanor G. Whitney of Cambridge and they settled in Boston
where Allen opened a studio on Boylston Street. Shortly after
the birth of their daughter, Eleanor died. Around that same
time, in 1882, his father also died, and Allen inherited not only
a fortune but also a number of business concerns. In 1884 he
married Alice Ranney of Boston and they moved into a house
and studio at 10 Commonwealth Avenue. Together they had
two sons.

Elijah Baxter
b. 1849, Hyannis, Massachusetts
d. 1939, Rochester, Massachusetts
Painter of coastal scenes and still lifes, Elijah Baxter went to
Europe in 1871 and entered the École des Beaux Arts. He then
went to Belgium and painted under Van Lerius, Van Luppen
and Jacobs. In 1874 he returned from Europe and established
studios in Providence and Warwick, Rhode Island. He was
instrumental in founding the Rhode Island School of Design
which opened in 1878.

Allen plunged into Boston’s artistic circles. He joined the Paint
and Clay Club, the Boston Society of Water Color Painters, the
Copley Society, the St. Botolph Club and the Boston Art Club.
He served as president and trustee of the Museum of Fine Arts;
chairman of the Art Commission of Boston; president of the
International Jury of Award at the St. Louis Expo, 1904; member of the Society of American Artists, and an associate member of the National Academy of Design.

By 1912 Baxter had moved to Newport. He was a founding
member of the Newport Art Association where he also taught.
Baxter was a member of the Providence Art Club, the Newport
Art Association and the Boston Art Club. He exhibited paintings at the National Academy of Design and the Providence Art
Club. He exhibited at the Boston Art Club only two times, at
the January and May exhibitions of 1874, following his return
from Europe.

Retaining the tight realism that he learned in Düsseldorf, Allen
favored landscape and animal subjects. He exhibited at the
National Academy of Design and at the Paris Salons of 1884,
1887 and 1889. He showed watercolors and oils continually at
the Boston Art Club, from 1883 until 1900. The Museum of
Fine Arts held a memorial retrospective exhibition after Allen’s
death in 1924.

BAC; Weinberg; WWAA.

Illustration p. 40

“Drops Dead Awaiting Report on his Heart,” Boston Evening Globe
(August 26, 1924): 7; A merican Biographical Index 18: 164-167; BAC;
BCD; Hirshler; WWAA.

Illustration p. 39.

Waldo Galaliel Beaman
b. 1852
d. 1937

Edward Herbert Barnard
b. July 10, 1855, Belmont, Massachusetts
d. April 16, 1909, Westerly, Massachusetts

Primarily self-taught, Beaman kept a studio on Tremont Street
in Boston and occasionally took art lessons from local artists.
He left Boston and went to Northfield, Massachusetts, where
he could paint rural scenes of the Connecticut Valley. There he
often traded paintings for room and board.

Barnard studied architecture at the MIT and in 1876 studied
painting with John B. Johnston, a landscape artist who was
influenced by William Morris Hunt. Barnard entered the
Museum School in 1877 and studied under Otto Grundmann. In

Beaman was most active as an artist in his early years when he
and his second wife toured the circuit of resort hotels in the
West. He painted scenes such as the Sierra Madre Range and
she worked to promote and sell his work. These paintings of
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majestic mountains and wild landscapes done early in his
career are considered to be his best works. When he was not
travelling Beaman ran an Americana shop in Princeton,
Massachusetts, to supplement his income. There he acquired
the nickname “Antique Beaman.”
Beaman exhibited at the Boston Art Club from 1877 to 1882.
BAC; WWAA.

Illustration p. 37.

Gerrit A. Beneker
b. January 26, 1882, Grand Rapids, Michigan
d. October 23, 1934, Truro, Massachusetts
Beneker studied at the Art Institute of Chicago and the Art
Students’ League in New York City. He then began his career
as an illustrator, specializing in pictures of industry. During
World War I, he executed the Victory Liberty Loan poster,
“Sure We’ll Finish the Job,” of which three hundred thousand
copies were printed. After the war, he set up a studio in a
Cleveland steel mill where he painted pictures of the workers.
In 1913, Beneker moved with his family to Provincetown,
Massachusetts. Under the tutelage of Charles Hawthorne,
Beneker began to paint seascapes and portraits of local characters. He adopted a more impressionistic style and brightened
his palette. Beneker was a member of the Salmagundi Club,
Provincetown Art Association, Beachcombers Club, and
American Artists Professional Club. He exhibited with the
Boston Art Club in the mid 1920s.
Dictionary of A merican Illustrators (1997); WWAA.

Illustration p. 62

William Johnson Bixbee
b. August 31, 1850, Manchester, New Hampshire
d. July 14, 1921, Lynn, Massachusetts
Bixbee came to Boston and studied art at the Lowell Institute
Free Drawing School and later with Thomas Juglaris, Samuel
P. Rolt Triscott and Marcus Waterman. He kept a studio in
Boston before moving to Marblehead in 1907.
Bixbee was one of the founding members of the Boston
Society of Watercolor Painters and also joined the Society of
Independent Artists. Although he was not a member of the
Boston Art Club he exhibited oils and watercolors there regularly from 1888 until 1909.
BAC; WWAA.

Illustration p. 53

Olive Parker Black
b. July 22, 1868, Cambridge, Massachusetts
d. July 1, 1948, South Egremont, Massachusetts
Black attended the Museum School and studied with Otto
Grundmann and Frank Crowninshield. She was one of the early
members of the Boston Art Students’ Association. In 1891 she
was in New York studying with William Merritt Chase. Her
most influential teacher, however, was Hugh Bolton Jones at
the Art Students’ League, from whom she absorbed a love of
the subtle harmonious tones and textures of Barbizon painters.
She returned to Cambridge in 1892 but by 1910 she had moved
permanently to New York. She painted landscapes around her
summer home in South Egremont, Massachusetts, and elswhere
in the Berkshires.
She exhibited her work at the National Academy of Design, the
Society of American Artists, the Art Club of Philadelphia and
the Carnegie Institute. She exhibited landscape paintings at the
Boston Art Club from 1890 until 1900.
Obit., New York Times (July 2, 1948) p. 21; BAC; Sellars; WWAA.

Illustration p. 41

Dwight T. Blaney
b. January 24, 1865, Brookline, Massachusetts
d. February 2, 1944, Boston, Massachusetts
Blaney grew up in Salem, and attended the Chauncey School in
Boston. He trained as an architect with the Boston firm of
Peabody and Sterns for six years and in 1892 he went to
Europe to paint. While there he met Edith Hill, daughter of a
wealthy Brookline, Massachusetts, family who owned the
Eastern Steamship Company. One year later the couple was
married.
Blaney kept a home and studio in Boston and spent summers
painting on Ironbound Island located off the coast of Maine.
Among the many guests who visited him there was John Singer
Sargent who encouraged him in watercolor painting. Blaney
was also an avid collector of art and antiques which filled his
homes. He especially admired Monet and was one of the earliest American collectors of Impressionism; in 1895 he purchased a version of Haystacks from Durand Ruel Galleries in
New York.
Remembered as the “gentleman painter of landscapes and
seascapes in oil and watercolor,” Blaney was a member of the
Boston Society of Watercolor Painters, the Copley Society, the
Guild of Boston Artists and the Tavern Club. He exhibited at
Doll and Richards Gallery in Boston and at the Boston Art
Club from 1889 until 1915.
Carl Little, “Dwight Blaney, Ironbound Artist.” Island Journal (1988):
90-91; Stillinger, Elizabeth. “Dwight Blaney: Portrait of a Collector,”
The Magazine A ntiques (Oct. 1980): 748-755; Obit., Boston Globe,
February 2, 1944; BAC; Hirshler; WWAA.

Illustration p. 52
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George Loring Brown
b. February 2, 1814, Boston, Massachusetts
d. June 25, 1889, Malden, Massachusetts
Brown trained as a wood engraver before going to Europe in
1833. There he began to paint landscapes in the manner of the
French landscape painter Claude Lorraine. Brown returned to
the United States and lived in Boston, Worcester and New York
City before returning to Europe in 1840. He lived primarily in
Italy until 1859. His landscapes, peopled by peasants and dotted with classical monuments, were very popular with
Americans who visited Italy while making the grand tour. He
returned to the United States and lived in New York before
moving to Boston in 1864.
There is no record that Brown was a member of the Boston Art
Club, although he exhibited with them regularly from their earliest days until 1882.
Thomas W. Leavitt, George Loring Brown (Manchester, NH: Currier
Gallery, 1971); Athen.; BAC; Soria; Tuckerman; WWAA .

Illustration p. 33

Ruth Payne Burgess
b. 1865, Montpelier, Vermont
d. March 11, 1934, New York City
Engraver, etcher, designer and painter of portraits and still life,
Burgess studied in New York City at the Art Students’ League
under George DeForest Brush, Kenyon Cox and James Carroll
Beckwith. She continued her training in Germany and Italy and
in 1885 married Professor John W. Burgess. They lived in New
York and Newport, Rhode Island. She was President of the
New York Women’s Art Club from 1905 until 1910. She was
also active within the Arts and Crafts movement and produced
needlework designs for the Newcomb Art School.
She belonged to the American Watercolor Society, the Allied
American Artists and Hartford Art Academy. Her work was
shown at the National Academy of Design and Milch Galleries
where she had three solo shows between 1928 and 1931.
Burgess exhibited at the Boston Art Club from 1902 until 1908.
“Needlework in Newcomb Art School,” Brush and Pencil 15 no. 6
(1905): 313-316; BAC; WWAA.

Illustration p. 60

Ellen Maria Carpenter
b. 1836, Killingly, Connecticut
d. 1909, Boston, Massachusetts
Carpenter came to Boston in 1858 to take drawing classes at
the Lowell Institute Free Drawing School and subsequently
established herself as a landscape painter and art teacher. In
1865 she moved into the Studio Building and the following
year she was listed as a professional landscape painter.
Carpenter made two trips to Europe, in 1867 and 1873, when
she studied with Robert Fleury and Jules Joseph Lefebvre. In
1872, according to the Boston City Directory, she moved her
studio to 149A Tremont Street, where there were a number of
other artists including George Cass and Frederick D. Williams.

Carpenter never married; she was an active member of the
Boston Art community which included a large circle of women
artists as early as the 1860s. She traveled to the White
Mountains to paint landscapes, and exhibited a portrait and still
life paintings at the Boston Art Club in 1880 and 1881.
BAC; BCD; WWAA.

Illustration p. 40

George Nelson Cass
b. 1825, Canaan, New Hampshire
d. March 17, 1882, Arlington Heights, Massachusetts
Cass lived in Boston as a child, but by 1848 he was living and
painting in New York. In 1849 he exhibited a painting at the
American Art Union. Between 1860 and 1863 he was back in
Boston, studying under landscape painter George Inness, who
was in Medfield, Massachusetts.
Cass first appeared in the Boston City Directory in a studio at
27 Eliot Street in 1860. In about 1870 he married Rosa
Bowker, a teacher of drawing and painting in Auburndale, and
they had two children. He took a studio on Tremont Street in
1871, where he stayed, with some extended stays in Medfield,
until 1879. In 1880 he moved to Hingham and worked in a studio at 26 Pemberton Square. He painted in the White
Mountains, with Champney, Gerry and Griggs, as well as along
the South Shore and in Medfield. He exhibited with the Boston
Art Club in 1863, and later between 1874 and 1878.
Obit., Boston Evening Transcript (March 18, 1882): 2; Athen.; BAC;
BCD; Campbell; WWAA.

Illustration p. 38

Benjamin Champney
b. November 20, 1817, New Ipswich, New Hampshire
d. December 11, 1907, Woburn, Massachusetts
Benjamin Champney came to Boston at age fifteen and worked
as a delivery man for a shoe store that stood behind the
Pendleton Lithographic Company. In his words, “I longed to
see something of the mysteries of the arts of engraving and
printing, but I could find no excuse for trying to do so. . . . I
saw the artists going to and fro, and envied them their happy
lot.” He obtained an apprenticeship there, with a young artist
friend, Robert Cooke, and the young Fitz Hugh Lane.
In 1841 Champney and Cooke traveled to Paris where they
studied and made copies of paintings at the Louvre. Champney
became a painting assistant to John Vanderlyn. He met John F.
Kensett in Paris and they made sketching trips to the Barbizon
together. In 1846, after the untimely death of Cooke and a
restorative walking tour through the Alps, Champney returned
to Boston. After a second trip to Europe, Champney established
a studio at 21 Bromfield Street in Boston and settled in
Woburn, where his sister was living. In search of landscape
subjects, he made sketching trips to the White Mountains every
summer. In 1853, with his new bride, he purchased a house in
North Conway, New Hampshire. Their home became a gathering place for landscape artists from Boston and New York, who
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flocked to the White Mountains to paint each summer.
Champney was a president of the Boston Art Club in 1855 and
1857. He exhibited paintings with the club nearly every year
until his death in 1907.
Benjamin Champney, Sixty Years’ Memories of A rt and A rtists
(Woburn, MA: Wallace and Andrews, 1899), p. 44 and Beauty Caught
and Kept: Benjamin Champney in the W hite Mountains (Concord, NH:
New Hampshire Historical Society, 1996; Athen.; BAC; BCD; WWAA.

tures at the Boston Art Club from 1887 until 1909. The club
purchased her painting, Tuning the Violin, for its collection
in 1902.
“Eva D. Cowdrey.” Boston Post (Jan. 10 1909); BAC; BCD; Knight;
WWAA.

Illustration p. 55

Illustrations p. iv, vi, 55

Thomas Bigelow Craig
b. 1849, Philadelphia, Pennsylvania
d. 1924, Woodland, New York

Adelaide Cole Chase
b. 1869, Boston
d. September 4, 1944, Gloucester

Craig was largely self-taught, although he may have taken
courses at the Pennsylvania Academy of the Fine Arts. By 1876
he was exhibiting his paintings and soon became well known
for his summer landscapes populated by cows.

Daughter of Boston painter Joseph Foxcroft Cole, Adelaide
Cole Chase studied with her father and with family friend
Frederick Porter Vinton. She had already established herself as
a portrait painter by 1892 when she married Boston architect
William Chester Chase. In the early 1890s she entered the
Museum School and also traveled to Paris to study at the
Académie Julian and with Carolus Duran. By 1894 she had
returned to Boston and taken a studio on Boylston Street. She
later moved her studio to her home on Marlborough Street.
Chase is best remembered as a portrait painter specializing in
women and children who had “a keen sense for the most
becoming aspect of her sitters.” Her style was praised by critics
as “elegant and deliciously feminine.” She was a member of
the Society of American Artists, the Copley Society and the
Guild of Boston Artists. In 1906 she was made an associate
member of the National Academy of Design. She held several
solo shows in Boston including Doll and Richards Galleries in
1901, 1902 and 1906 and the Guild of Boston Artists in 1927.
She also exhibited at the St. Botolph Club, the Copley Society
and the Pennsylvania Academy of the Fine Arts from 1915
until 1924. Three of her portraits are in the permanent collection of the Museum of Fine Arts, Boston. She exhibited four
portraits at Boston Art Club annuals between 1894 and 1899.
“Portraits by Mrs. Chase,” Boston Evening Transcript (Jan. 12, 1917);
“Mrs. Chase’s Portraits.” Boston Evening Transcript (Jan. 13, 1920);
BAC; Clement; Hirshler; Sellars; WWAA.

Illustration p. 56

Eva Dora Cowdery
b. 1859, Richmond, Maine
d. 1945
Cowdery studied painting in Munich and Paris, where she
enrolled at the Académie Julian to paint under Gustave
Courtois and Raphael Collin. By 1887 she had returned to the
United States and established a studio in Boston. In 1909 she
went to New York to paint with William Merritt Chase at the
Art Students’ League.
Cowdery was best known as a portrait painter, but she also
painted landscapes and floral subjects. She became a member
of the Copley Society and exhibited landscapes and figural pic-

Craig became an associate member of the National Academy of
Design in 1897 and two years later moved to New York. He
joined the Salmagundi Club in 1902. He made at least one trip
to California and regularly exhibited his paintings at the
National Academy of Design and the Pennsylvania Academy of
the Fine Arts.
Craig was a regular contributor to Boston Art Club shows,
entering nearly every exhibition from 1884 to 1903.
BAC; WWAA.

Illustration p. 38

Jasper Francis Cropsey
b. February 18, 1823, Rossville on Staten Island, New York
d. June 22, 1900, Hastings-on-Hudson, New York
Noted American landscape painter Jasper Cropsey apprenticed
with New York architect Joseph Trench and took lessons in
watercolor from a British artist, Edward Maury. He also attended classes at the National Academy of Design.
In 1843 Cropsey opened his own architectural practice and
began exhibiting his paintings at the National Academy of
Design. By 1845 he concentrated solely on landscape painting
and became well known for his idealized scenes of the
American landscape. Although he traveled widely, his favorite
location to paint was in Greenwood Lake, New Jersey. There
he met Maria Cooley whom he married in 1847. After a twoyear wedding trip in Italy the couple returned to the United
States.
Cropsey spent many summers painting in New Jersey and
throughout New England. He exhibited his work at the
National Academy of Design, the Brooklyn Art Association,
and the Pennsylvania Academy of the Fine Arts. He was elected a full member of the National Academy of Design in 1851
and was instrumental in founding the Union League Club in
New York City. In Boston, Cropsey exhibited with the early
founders of the Boston Art Club from 1855 to 1862 and later,
from 1881 until 1886.
Jasper F. Cropsey, 1823-1900 (Smithsonian Institute Press, 1970);
Athen;, BAC; WWAA.
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Illustration p. 33
Anson Kent Cross
b. December 6, 1862, Lawrence, Massachusetts
d. 1944, St. Petersburg, Florida
Primarily remembered as an educator, Cross studied at the
Massachusetts Normal Art School until 1883, and the following
year he became an instructor there. In 1890 he joined the faculty
at the Boston Museum of Fine Arts School. For a short while he
taught drawing and painting at Columbia University. In 1926 he
founded and directed the Anson Cross School of Art, also called
the Vision Training Art School, located in Boothbay Harbor and
St. Petersburg, Florida. He authored several books on art
instruction and technique and patented numerous drawing aids
one of which was the “Vermeer Finder,” a drawing implement
similar to a prism used to reflect the image of an object.
Cross resided in Winthrop, Massachusetts, kept a studio in
Boston and spent his summers in Boothbay Harbor, Maine. He
was a member of the Boston Art Club and exhibited his landscapes there from 1888 until 1899. He was also a member of
the Copley Society and the St. Petersburg Art Club. In 1892 he
won a medal at the Massachusetts Mechanics Association exhibition and in 1915 he won a medal at the Pan-Pacific
Exposition in San Francisco.
BAC; Hirshler; WWAA.

Illustration p. 63

Arthur Cumming
b. 1847, England
d. 1913, Chicago, Illinois
Arthur Cumming received his early training from the English
engraver Thomas Landseer and later studied at the Exeter
School of Art, a branch of the South Kensington School of Art
in London. There he studied church architecture for four years
and civil engineering for two years. He emigrated to the United
States and worked in Philadelphia and Boston as an architect.
By 1874 he was made the superintendent of drawing for New
Bedford Public Schools and became well acquainted with New
Bedford artists Walton Ricketson, Arthur Grinnell and Robert
Swain Gifford. In 1883 he became an instructor at the Swain
Free School of Design in New Bedford; ten years later he was
teaching mechanical drawing at the Friends Academy there.
After the death of his wife in 1904, Cumming moved to
Chicago with his daughter. For several years he taught private
art classes and also worked cleaning and restoring paintings.
Cumming was a painter and printmaker, known for his fresh,
brightly colored landscapes of southeastern Massachusetts and
Cape Cod. He exhibited prints, watercolors and oils at the
Boston Art Club between 1880 and 1883.
BAC; Blasdale; WWAA.

Illustration p. 42

Carl Gordon Cutler
b. January 3, 1873, Newton, Massachusetts
d. March 2, 1945, Boston, Massachusetts
Carl Gordon Cutler attended the Massachusetts Normal Art
School where, in his words, “we received a thorough training
in such things as isometric projections, and learned to know the
feeling and symbolism of solids, working in a different way
toward the principles that Cezanne had been expounding
unknown then to this hemisphere.” In 1896 he attended the
Museum School and then left for Paris, entering the Académie
Julian with fellow Bostonian E. Ambrose Webster. Cutler was
impressed by the freedom and exuberance of modern painters,
and when he returned to Boston he began to develop his own
expressive style.
In 1913 Cutler exhibited with Maurice Prendergast, E.
Ambrose Webster and Charles Hovey Pepper. He later became
a member of the “Boston Five,” with modern watercolorists
Charles S. Hopkinson, Charles Hovey Pepper, Marion Monks
Chase and Harley Perkins. Joined by John Goss they called
themselves the “Group of Six.” In 1924 the group called themselves the New Society Water-Colorists and received their
share of critical outrage for challenging the well-entrenched
conservative painting style. Although celebrated in his own
lifetime as a pioneer of modernism, Cutler seemed happiest out
of the limelight, painting in his home on Penobscot Bay in
Maine.
Cutler was a close friend of Charles Hovey Pepper and served
on the exhibitions committee of the Boston Art Club with him
from 1917 until the 1920s. He exhibited paintings at the club
throughout the 1920s.
BAC; BCD; Vose Galleries, Artists’ Files, Carl Gordon Cutler; WWAA.

Illustration p. 63

Elliott Daingerfield
b. 1859, Harper’s Ferry, Virginia
d. 1932, New York City
Daingerfield grew up in Fayetteville, North Carolina, where his
father was in command during the Civil War. He took art
lessons there from William McKay, a china painter, and worked
as an apprentice to a photographer. In 1880 he moved to New
York and worked as a studio assistant for William Satterlee. In
exchange Daingerfield was given instruction and the opportunity to paint. He soon became the instructor for Satterlee’s still
life class. In the mid 1880s he was influenced by George
Inness. Daingerfield made his first painting trip to Europe in
1897. He also spent time painting the Grand Canyon between
1911 and 1915.
Although he is best remembered for his poetic and mystical
landscapes he also painted figural works, and by the 1890s he
created religious paintings and murals which reflected the
influence of Albert Ryder and John LaFarge.
Daingerfield wrote books on George Inness, Albert Ryder and
Ralph Blakelock and published articles on color theory. He was
a member of the National Academy of Design, the New York
Watercolor Club and the Society of American Artists. He

z 69 å

ARTISTS’ BIOGRAPHIES

exhibited widely throughout New York and frequently at the
Boston Art Club from 1895 until 1906. During his lifetime
Vose Galleries of Boston was a major handler of his work.
Robert Hobbs, Elliott Daingerfield. (Charlotte, NC, 1971); BAC;
WWAA.

Illustration p. 37

Dawson Dawson-Watson
b. 1864, London, England
d. September 4, 1939, Antonio, Texas
Dawson-Watson studied in Steyming, England under Mark
Fisher, a transplanted Boston painter who was one of the first
to adopt impressionism. In 1886 Dawson-Watson went to Paris
and studied with Emile-Auguste Carolus-Duran, He was
already interested in the work of Claude Monet when John
Leslie Breck, another Bostonian, encouraged him to visit
Giverny. He went with the intention of staying two weeks and
stayed for the next five years. While there he collaborated with
Thomas Meteyard and Theodore Butler in producing the
Courrier Innocent, a small magazine. In 1888 he married Mary
Hoyt Sellar of Aurora, Illinois.
In 1891 he met J. Carroll Beckwith, who was a great admirer
of his paintings, and who encouraged him to emigrate to the
United States. Dawson-Watson accepted a job as director of the
Hartford Art Society in Connecticut in 1893. Eventually he settled in St. Louis, Missouri and after 1914 divided his time
between St. Louis and San Antonio, Texas. At this time he
began to focus on painting the wildflowers of Texas.
Dawson-Watson was active in Boston circles in the 1890s. He
sent Road to Giverny to the Boston Art Club exhibition in 1892
and submitted several sketches to the 1894 exhibition. He also
showed paintings at the St. Botolph Club while he was living
in Hartford.
Obit., New York TImes (September 6, 1939): 23; BAC; Gerdts 2;
WWAA.

Illustration p. 46

Walter Lofthouse Dean
b. June 4, 1854, Lowell, Massachusetts
d. March 13, 1912, East Gloucester, Massachusetts
Marine and landscape painter Walter Lofthouse Dean grew up
in Lowell. He moved to Boston and took evening classes in
drawing before entering MIT to study architecture. Part way
through that course of study he left and enrolled in the
Massachusetts Normal Art School. Upon graduation he became
a drawing instructor at the Boston Free Evening School and
later at Purdue University in Indiana. In 1882 he traveled to
Europe where he studied at the Académie Julian under Gustave
Boulanger and Jules Joseph Lefebvre and spent many months
touring the coasts of Italy, France, Holland and England.
When Dean returned to the United States he bought a yacht
that he called Undine and stocked it with supplies for a four
month cruise. He traveled up and down the New England coast
painting scenes of the harbors and shoreline. In 1887 he went

to Gloucester and became one of the first artists to work mainly
at Gloucester painting scenes of the coast and fishing life.
Although he lived in Boston, Dean kept a summer studio on
Rocky Neck in East Gloucester for almost thirty years. A year
before his death he built a home there next to his studio.
Dean was a member of the Paint and Clay Club and in 1887
exhibited at the Boston Art Club for the first time, showing two
European scenes. He continued to exhibit frequently there until
1909. He also showed at the Pennsylvania Academy of the Fine
Arts and the National Academy of Design.
BAC; Kristiansen; WWAA.

Illustration p. viii

John Ireland Howe Downes
b. 1861, Derby, Connecticut
d. 1933, New Haven, Connecticut
John Ireland Howe Downes was the brother of William Howe
Downes, art critic for the Boston Evening Transcript. He graduated from the Yale School of Fine Arts and went on to study
with Luc Oliver Merson in Paris. In France he passed several
summers at Giverny, where he was introduced to the hightoned colors of impressionism. There he befriended American
impressionist painter Mariquita Gill and met J. Alden Weir. He
later became Weir’s student in New York. Downes traveled
widely visiting, Holland, Spain, Belgium and Italy where he
made a series of paintings.
Downes settled in New Haven, Connecticut and became the
librarian at the Yale School of Fine Arts. He had studios in
New Haven and Mt. Carmel, Connecticut. He served as president of the New Haven Paint and Clay Club and belonged to
the Grolier Club, Fifteen Gallery, Connecticut Art Association
and the Rockport Art Association. Most of his paintings were
given to Yale University.
Downes is best remembered for his peaceful and mystical
country scenes which were mostly painted at his wooded studio
in Mt. Carmel. He exhibited only one painting at the Boston
Art Club, Near the Seine, in 1896.
BAC; Gerdts; WWAA.

Illustration p. 47

Lemuel D. Eldred
b. March 15, 1850, Fairhaven, Massachusetts
d. 1921, New Bedford, Massachusetts
Lemuel D. Eldred received his early training in Fairhaven from
amateur portrait painter William Mosher and later began his formal instruction with noted marine painter William Bradford.
Eldred accompanied Bradford to New York and stayed for five
years, painting in Bradford’s studio and studying painting at the
National Academy of Design. He then moved to Boston and took
a studio on Bedford Street, later moving to Pemberton Square.
Eldred supported himself from the sales of his landscapes and
coastal scenes and saved enough money to travel to Europe in
1880. He studied painting at the Académie Julian in Paris and
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then toured through Italy and southern France. In 1883 he took
a second trip and traveled through northern Africa and Spain.
He returned to Boston and rented a studio in the Studio Building
and by the early 1890s he was dividing his time between Boston
and Fairhaven. He purchased William Bradford’s former studio
and used it as his summer studio. His deep interest in history led
him to be involved with the Old Dartmouth Historical Society in
its early days; he also wrote articles on local history for
Fairhaven and New Bedford newspapers.
Eldred joined the Art Club in 1882, and exhibited paintings
there from 1876 to 1886. The club honored Eldred with an
exhibition of his European paintings in 1884.
Obit., Fairhaven Star (December 2, 1921); BAC; Blasdale; Robinson;
WWAA.

Illustration p. 50

John Joseph Enneking
b. October 4, 1841, Minster, Ohio
d. November 17, 1916, Hyde Park, Massachusetts
Enneking grew up in Ohio, entered St. Mary’s College in 1858,
and served in the Union Army during the Civil War. He moved
to Boston in 1864, studied painting and lithography, and established a tin ware business; when that failed he and his family
moved to Europe, where he studied painting in Munich and
spent three years in Paris working with Léon Bonnat and informally with Daubigny and Boudin. Enneking settled in Boston’s
suburb of Hyde Park in 1876. Williams and Everett mounted
his first solo exhibition, mostly landscapes, in 1878, sold every
work, and netted the artist $5,000.
One of Boston’s best known landscape painters, Enneking was
also one of its most financially successful. He exhibited regularly in Boston, New York, Chicago, Washington DC., Pittsburgh,
and Philadelphia, and at national expositions in Chicago,
Buffalo, and San Francisco. Although he adapted an impressionist style for many paintings, his woodland twilight scenes, in
rich reds and browns, reflect the influence of Barbizon artists,
and were worked and reworked in a manner reminiscent of the
works of George Fuller and Ralph Blakelock.
In 1915 Enneking was honored at a testimonial dinner attended
by more than 1,000 friends, colleagues and admirers, given at
the Copley Plaza. Later in the same year he received a gold
medal at the Panama-Pacific Exposition in San Francisco. He
joined the Art Club in the 1870s and exhibited paintings there
steadily from 1873 until 1909. After his death in 1916, the
Boston Art Club, the Guild of Boston Artists, and Vose
Galleries mounted memorial exhibitions.
John J. Enneking: A merican Impressionist (Brockton, 1975); BAC;
Hirshler; WWAA.

Benjamin Foster
b. 1852, North Anson, Maine
d. 1926, New York , New York
Ben Foster moved to New York City at the age of eighteen and
worked at odd jobs until he was in his early 30s, when he
decided to become an artist. He studied at the Art Students
League with Abbot H. Thayer and continued his training in
Paris under Luc Olivier Merson and Aimé Morot.
Foster won a medal at the St. Louis Exposition in 1904. That
year he was made a full member of the National Academy of
Design and in 1906 he won the Carnegie Prize from the
Academy. In 1909 the Academy awarded him the Inness Gold
Medal. Foster was a member of the New York Watercolor
Club, the Century Association, the Lotus Club, the American
Watercolor Society and the National Institutes of Arts and
Letters. He was fully immersed in the art world of New York
and wrote critical reviews for the New York Evening Post and
the Nation.
Best known for his subtle, quietly meditative tonalist paintings
made near his home in Cornwall, Connecticut, Foster was a
regular exhibitor at the National Academy of Design and the
Brooklyn Art Association. He also showed paintings at the
Boston Art Club from 1884 until 1904.
A. Everett James, The James Collection at the Cosmos Club. (NY,
n.d.); BAC; WWAA.

Illustration p. 48

Richard Henry Fuller
b. 1822, Bradford, New Hampshire
d. 1871, Chelsea, MA.
Very little is known about Richard Henry Fuller. By day he
worked as a policeman for the city of Chelsea. By night he
taught himself to paint and may have received some lessons
from Joseph Morviller, a landscape painter who exhibited with
the Boston Art Club from 1855 to until 1858.
Fuller exhibited landscapes at the Athenaeum in 1863 and
1864. In 1875 William Morris Hunt lent his painting by Fuller
to the Boston Art Club annual exhibition.
Although he was not listed in the Boston City Directories during the 1860s, he was working in or near Boston, painting landscapes of the countryside of Medford, Malden and Chelsea.
Four of his landscapes are currently in the collection of the
Museum of Fine Arts, Boston. It was reported that Fuller died
“from the effects of overwork.”
Unidentified clipping, BPL Artist Files; Athen.; BCD; G&W; WWAA.
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Illustrations p. vii, 35, 57
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Winckworth Allan Gay
b. August 18, 1821, West Hingham, Massachusetts
d. February 23, 1910, West Hingham, Massachusetts

every Boston Art Club exhibition from its inception to 1891. At
the end of his long and productive career he wrote several
articles about Boston art and artists of the mid-nineteenth century.

Gay was among those in the first of a wave of Americans to be
influenced by Barbizon painting. He studied with Constant
Troyon in Paris from 1847 to 1851. While in Paris he met
Benjamin Champney and they went on sketching trips together.
When he returned, he established a studio on Summer Street in
Boston and renewed his friendship with Champney. They went
to the White Mountains to sketch and Gay subsequently
returned to Franconia where he painted some of his most
impressive pictures.

Samuel L. Gerry “Reminiscences of the Boston Art Club and Notes on
Art,” (ms. in Boston Athenaeum) and “Old Masters of Boston,” New
England Magazine n.s. 3, no. 6 (Feb. 1891); Athen.; BAC; BCD;
Campbell; Kristiansen; WWAA.

Gay exhibited with the Boston Art Club from the first 1855
exhibition continuously until 1877. In 1859 the Athenaeum
purchased Lake Champlain and Green Mountains, from
Westport, New York from him. The painter later exchanged that
painting for another one entitled W hite Mountain. He was a
founding member, with William Morris Hunt, of the Allston
Club, where they both exhibited landscape paintings.
In 1873 Gay went to Europe and traveled on to Egypt. Back in
Boston the following year, he held an exhibition of his
Egyptian drawings at the Boston gallery Doll and Richards. In
1877 he auctioned off most of his paintings to fund a trip to the
far east. He spent four years in Japan, one of the first
Americans to do so, and traveled through China and India.
After an extended stay in Europe Gay returned to Boston in
1884. He eventually retired to Hingham.
Wayne Craven, “Winckworth Allan Gay, Boston painter of the White
Mountains, Paris, the Nile and Mount Fujiyama,” A ntiques 130, no. 5
(November 1981): 1228; BAC; BCD; Campbell; Harding; Tuckerman;
WWAA.

Illustration p. 35

Samuel Lancaster Gerry
b. 1813, Boston, Massachusetts
d. 1891, Roxbury, Massachusetts
Largely self-taught as an artist, Gerry started his career by
making portraits and miniatures. In the mid-1830s he left
Boston for an extended three-year trip through England,
France, Switzerland and Italy, where he met Boston artist
George Loring Brown. Upon his return he established a studio
in Boston and made frequent trips to New Hampshire and the
coasts of Massachusetts and Maine to sketch and paint.
In 1850 Gerry was living in Malden with his wife, Martha, four
daughters, and one son whom he named Allston after Boston’s
most beloved painter, Washington Allston. He took a studio in
the Studio Building shortly after it was finished in 1862 and
stayed there for the next twenty-nine years. He was a well
known teacher and active in Boston’s art circles. In 1854 he
was a founding member and president of the Boston Art Club.
He exhibited regularly in New York and Philadelphia.
While he produced a number of marine paintings, Gerry is best
known for his poetic, somewhat idealized landscapes, particularly those set in the White Mountains. He exhibited in nearly

Illustration p. vi

Mariquita Gill
b. 1865, Montevideo, Uruguay
d. 1915
Daughter of a ship captain, Mariquita Gill was born in
Montevideo, Uruguay. She studied art in Boston with Ross
Turner and later attended the Art Students’ League in New
York. Accompanied by her mother she went to Paris in 1885
and enrolled in the Académie Julian from 1886 until 1888. In
1889 she studied privately with Louis Jules Dumoulin in Paris
and Anvers.
Gill first visited Giverny in 1889 and was heavily influenced
by Monet’s style and choice of subject. She returned two more
times, and finally she and her mother rented a house and lived
there until 1897. She became romantically involved with
another American there, New York artist Murray Cobb. The
couple married but quickly divorced by 1895. By the mid
1890s Gill specialized in painting floral subjects and was
renowned within the circle of American artists for her garden.
Theodore Robinson painted many of his works there.
Gill left Giverny in 1897 and settled in Scituate, Massachusetts,
where there was a small colony of artists including Thomas
Meteyard. She joined the Copley Society and exhibited watercolors at the Boston Art Club between 1889 and 1902. She
eventually settled in Salem, Massachusetts.
Notice, Boston Evening Transcript, (June 16, 1915); BAC; Gerdts;
WWAA.

Illustration p. 47

Charles Edwin Lewis Green
b. April 26, 1844, Lynn, Massachusetts
d. January 18, 1915, Lynn, Massachusetts
Green started out in business. He married Ruth A. Alley in
1867 and together they had four children. In 1879, at the age of
thirty-five, he decided to become a painter. His first instructors
were Joshua Sheldon of Lynn and Otis Webber of Boston. By
1883 he had a studio on School Street in Boston and four years
later went to Cape Breton and Nova Scotia to paint with
Charles Woodbury. In 1889 he made a trip to Europe, touring
Concarneau, Holland and the Cornish Coast in England where
he painted with relocated Boston artist Stephen S. Tuckerman.
After his return to Lynn in 1890, Green specialized in shoreline
scenes and landscapes that portrayed his interest in light and
atmospheric conditions. He worked in both watercolor and oil
exhibiting his watercolors at the Boston Art Club from 1895
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until 1900. He was a member of the Paint and Clay Club and
exhibited at the Lynn Art Club, the St. Botolph Club and the
Eastman Chase Gallery in Boston.
Frederick Alan Sharf and John Hardy Wright. C.E.L Green: Shore and
Landscape Painter Of Lynn and Newlyn. (Salem: Essex Institute,
1980); BAC; Hirshler; Howlett, Kristiansen; WWAA.

Illustration p. 40, 51

Samuel W. Griggs
b. 1827, Boston, Massachusetts
d. 1898, Boston, Massachusetts
Griggs worked briefly as an architect before becoming a professional artist. In 1854 he opened a studio on Tremont Row
and moved to the Studio Building shortly after it opened
in 1862.
Although he was an active participant in artistic circles in
Boston, Griggs seemed to have little inclination to exhibit his
works outside of the city. He was a founding member of the
Boston Art Club and showed paintings with them at the Boston
Athenaeum. He traveled to popular painting sites in the White
Mountains with Samuel L. Gerry and Benjamin Champney. He
also painted on the coast of Maine and in the Adirondacks. He
continued to show paintings at the Boston Art Club until the
year he died.
Athen.; BAC: BCD; Kristiansen; WWAA.

Illustration p. iv

Ellen Day Hale
b. February 11, 1855, Worcester, Massachusetts
d. February 11, 1940, Brookline, Massachusetts
Painter of portraits, landscapes, figures and still life, Ellen Day
Hale was the daughter of Unitarian Clergyman Edward Everett
Hale and sister to artist Philip Hale. She first studied with her
aunt, watercolorist Susan Hale. In 1873 she studied anatomy
with William Rimmer and painting with William Morris Hunt
and Helen Knowlton from 1874 until 1877.
Hale went to Paris with Knowlton in the spring of 1878 and
1879. She studied at the Académie Colarossi and later under
Charles Emile Carolus-Duran. She returned to Paris in 1885
and studied at the Académie Julian. During this visit she
became the Paris correspondent to the Boston Traveler and also
took up etching with Baltimore artist Gabrielle de Veaux
Clements. When Hale returned to Boston six months later she
focused almost entirely on printmaking. Hale and Clements
formed a close friendship and often worked together at her
summer home and studio “The Thickets” in Rockport. In 1887
Hale’s work was featured at a major exhibition of women
etchers held in Boston.

She wrote a book entitled History of A rt, and published several
pamphlets on European masters. In 1902 she moved with her
father to Washington, D.C. She was a member of the National
Association of Women Artists and the North Shore Art Association. The National Museum of Women in the Arts in Washington, D.C. has one of the largest collections of her work.
Hale exhibited oils, prints and watercolors at the Boston Art
Club from 1879 until 1894.
Greta. “Art In Boston,” The A rt A mateur 16 (1887): 28; Alanna
Chesebro, Ellen Day Hale (NY: Richard York Gallery, 1981); BAC;
Hirshler; Pettys; Reynolds; WWAA.

Illustration p. 58

Philip Leslie Hale
b. May 21, 1865, Boston, Massachusetts
d. February 2, 1931, Boston, Massachusetts
Philip Hale was the fifth of nine children born to Edward
Everett Hale and his wife Emily. His sister was painter Ellen
Day Hale. Philip Hale entered the Museum School in 1883
where he was a pupil of Otto Grundmann. He also studied privately with William Merritt Chase and in 1884 went to New
York to study at the Art Students’ League with Kenyon Cox.
He traveled to Paris in 1887 to study at the Académie Julian
and the École des Beaux-Arts and in 1888 he spent the summer
at Giverny, where he adapted an impressionist style in his landscape. By 1889 he had returned and held his first solo show in
New York at Durand Ruel Galleries. After a second trip to
France in 1891 and a trip to England in 1892, Hale settled in
Boston and became an instructor of antique drawing at the
Museum School. He married artist Lilian Westcott in 1901 and
together they took studios at Fenway Studios right after it
opened in 1905. After their daughter was born, Lilian moved
her studio to their home in Dedham while Philip continued to
work in Fenway Studios.
Today Hale’s reputation rests as much upon his merits as a
teacher as it does upon his painting. In addition to his duties at
the Museum School, he taught art history at Boston University,
lectured at the Boston and Metropolitan museums, and gave
studio classes at the Pennsylvania Academy of the Fine Arts.
He wrote critical reviews for Boston papers, and in 1913 he
published the first American text on the much admired Dutch
artist Vermeer. He was a founding member of the Guild of
Boston Artists and also belonged to the Boston Art Club, the
St. Botolph Club and the Philadelphia Art Club. He exhibited at
the Boston Art Club from 1888 until 1896.
BAC; BCD; Hirshler; WWAA.

Illustration p. 59

Hale developed a vigorous realist style akin to that of New
York’s “ash can” painters. Critics praised her work for its
“man’s strength in the treatment and handling of her subjects.”
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Hendricks Hallett
b. July 20, 1847, Charlestown, Massachusetts
d. March 17, 1921, Boston, Massachusetts

Louis Kinney Harlow
b. March 28, 1850, Wareham, Massachusetts
d. 1930

Hendricks Hallett showed an interest in art at an early age,
despite his father’s attempts to persuade him to enter business.
He left Boston for Antwerp and Paris to study painting in 1874.
When he returned he established a studio and launched his professional career as an artist. He first appears in the Boston City
Directory in 1877 as a marine painter in a studio at 42 Court
Street. In 1899 he moved to the Studio Building, and in 1907
he moved to the newly-finished Fenway Studios.

Harlow attended Phillips Academy in Andover, Massachusetts,
and went into business. He married Julia Coombs and together
they had three children. It was not until 1880 that he decided to
become a professional painter and that year he moved into the
Studio Building. During the early 1880s he was living and
teaching in Detroit, but was back in Boston by 1885. Soon after
he visited England, Paris, and Holland where he studied the
Dutch watercolorists. He returned to Boston in 1887 and was
living at 6 Beacon Street. His home was well known to all as
“a resort for artists, critics, amateurs and connoisseurs.”

Hallett is primarily known as a marine painter. He painted in
and around Boston Harbor, along the north shore to
Marblehead, and in Bar Harbor and on Mount Desert in Maine.
Beginning around 1906 he made sketching trips to the coast of
England. He exhibited his oils and watercolors regularly at the
Boston Art Club from 1877 to 1918. He also exhibited his work
at the Pennsylvania Academy of the Fine Arts and the
Massachusetts Charitable Mechanics Society where he won a
bronze medal in 1892.
Hallett sketched outdoors with pencil and paper, making color
notes and memoranda to himself on the sketches. He then
worked from the sketches, translating them into oil paintings in
his studio. He once said, “I try to reproduce the impression that
[a scene] makes on me as nearly as I can.” In 1921 Hallett suffered from a brief illness and died in his studio on Tremont
Street.
Arthur Chamberlain, “Some Boston Artists, W. L. Dean, Hendricks
Hallett,” The A rt Interchange 45, no. 3 (Sept 1900): 58. Obit., Boston
Evening Transcript, March 17, 1921; Obit., Boston Globe, March 17,
1921; BAC; BCD; WWAA.

Illustration p. 51

Anna Eliza Hardy
b. 1839, Bangor, Maine
d. 1934, South Orrington, Maine
Daughter of portrait painter Jeremiah Pearson Hardy, Anna
Eliza Hardy began painting at the age of sixteen. She was
described as “a beautiful woman with red-gold hair, delicate
fair skin, and a bird like manner, living a frugal but high minded life with her fascinating family.” She first studied with her
father in Bangor, shared her father’s studio, and worked as a
portrait artist. She went to New Hampshire to study with Abbot
Thayer and also studied briefly in Paris under still life specialist Georges Jeannin. Hardy returned to Bangor and concentrated on painting still life compositions of fruit and flowers. To
supplement her income she also worked as a teacher.
Hardy exhibited her work in Boston at Doll and Richards
Gallery and at the Boston Art Club from 1889 until 1909. She
also exhibited paintings at the National Academy of Design.
Women Pioneers in Maine A rt (Portland, ME: Westbrook College,
1981); Wilder, Elizabeth F. and Gertrude A. Mellon, eds. Maine and Its
Role In A merican A rt, 1740-1963. (NY: 1963); BAC; Pettys; WWAA.

Harlow preferred to work in watercolor and his New England
scenes were popular. His watercolors were reproduced by
Prang & Company and he made many illustrations and etchings
for books published by the Boston firm of C. Klackner and
Company. The Boston Art Club exhibited his watercolors in
1893 and 1894 and he also showed paintings at the Walter
Kimball Gallery.
BAC; BCD; Kristiansen; Robinson; WWAA.

Illustration p. 54

Childe Hassam
b. October 17, 1859, Dorchester, Massachusetts
d. August 27, 1935, East Hampton, New York
One of Boston’s best known Impressionist painters, Childe
Hassam was raised in Dorchester and took drawing lessons
from Walter Smith, Director of the Massachusetts Normal Art
School. He worked as a commercial illustrator beginning in
1877, while taking lessons from Boston painters Ignaz
Gaugengigl and William Rimmer. After a trip to Europe in
1883 Hassam returned to Boston and began painting street
scenes. He married Kathleen Maude Doane in 1884, and two
years later they went to Paris together, this time for three years.
He studied at the Académie Julian, exhibited paintings in
Munich and Paris, and sent paintings to Boston to exhibit at the
Boston Art Club and Doll and Richards Gallery.
In 1889 Hassam moved to New York, although he maintained
ties to Boston. He spent summers in Gloucester, on the island
of Appledore with Celia Thaxter, and in Cos Cob, Connecticut.
With fellow Boston painters Frank Benson, Edmund C. Tarbell
and Joseph DeCamp, Hassam was a member of “The Ten,” a
group of American Impressionists who exhibited paintings
together in New York.
Hassam was a long-standing member of the Boston Art Club,
exhibiting paintings there from 1881 until 1900. He was also a
member of Boston’s Paint and Clay Club and exhibited with
the Boston Water Color Club.
Ulrich W. Hiesinger, Childe Hassam A merican Impressionist (NY:
Prestel, 1994); BAC; Hirshler, WWAA.
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Charles Webster Hawthorne
b. 1872, Lodi, Illinois
d. 1930, Baltimore, Maryland
The son of a ship captain, Hawthorne was raised in Richmond,
Maine. In 1890 he was in New York, working on the docks and
then in a stained-glass factory. He studied at the Art Students’
League from 1893 to 1895 with Frank Vincent Du Mond,
George de Forest Brush and H. Siddons Mowbray, and he
attended William Merrit Chase’s Shinnecock Hills Summer
School of Art in 1896. After traveling to Holland in 1898
Hawthorne established the Cape Cod School of Art in
Provincetown, Massachusetts, and taught there until 1930. He
spent winters in New York.
Hawthorne is best remembered for his psychologically complex
portraits, inspired by the vigorous realism of Franz Hals and
Robert Henri. Many of his subjects were Provincetown fishermen and townspeople. Although not a radical modernist himself, he encouraged his many students to pursue individualistic
styles and to embrace contemporary subject matter.
Hawthorne exhibited at the Boston Art Club in the 1920s,
when the club’s exhibition committee was headed by Charles
Hovey Pepper.
The Paintings of Charles Hawthorne (Storrs, CT, 1968); Hirshler;
WWAA.

Illustration p. 61

Charles Henry Hayden
b. 1856, Plymouth, Massachusetts
d. 1901, Belmont, Massachusetts
Hayden first studied painting in Boston with John B. Johnston
in 1876. There he met and befriended fellow pupil Edward H.
Barnard. One year later Hayden and Barnard entered the first
class of the Museum School where they studied under Otto
Grundmann. Following the museum school he went to work as
a draftsman for a stained glass factory, and Barnard joined him
one year later.
In 1888 Hayden and Barnard went to Paris and enrolled in the
Académie Julian, where they studied under Gustave Boulanger,
Jules Joseph Lefebvre and Raphael Collin. During the summer
months Hayden and Barnard toured the French countryside
with artist Charles H. Davis. Hayden and Barnard returned to
Boston in 1889 and established studios in the Harcourt Studio
Building. By 1900 Hayden had moved to a studio that his sister
built for him on the grounds of her home in Belmont. One year
later Hayden died of a kidney disease and left $50,000 to the
Museum of Fine Arts, Boston. The museum used part of that
bequest to purchase forty-five watercolors by John Singer
Sargent in 1912.
Hayden concentrated on painting landscapes of New England
and spent several summers painting in Mystic, Connecticut. His
painting Turkey Pasture set in Connecticut won first prize at the

Jordan Gallery in Boston and was presented to the Museum of
Fine Arts, Boston, in 1895. Hayden exhibited at the Boston Art
Club from 1881 until 1900 and in 1891 the club purchased one
of his works for their collection.
Doris M. Morrell, “Companion Artists,” Brush and Pencil 4 (May
1899): 69-76.; BAC; BCD; Hirshler; WWAA.

Illustration p. 43

Laura Coombs Hills
b. September 7, 1859, Newburyport, Massachusetts
d. February 20, 1952, Newburyport, Massachusetts
Hills studied at the Art Students’ League in New York before
establishing a studio at the Studio Building in 1886. In 1889
she made her Boston debut with a show of pastels at the J.
Eastman Chase Gallery. She spent most of her early career
designing greeting cards, illustrating children’s books and decorating pottery and china. In 1890 Hills traveled to England with
her sister, and learned to paint miniatures on ivory. Hills was an
important figure in the miniature revival of the 1890s but by
the 1920s her eyesight began to fail and she turned to flower
subjects done primarily in pastels.
In later life Hills maintained a studio in Newburyport and also
worked at 66 Chestnut Street, a row house on Beacon Hill
which had a top-floor studio and small apartment in the back
where she lived with her mother and devoted sister, Lizzie. She
was a founding member and Vice President of the American
Society of Miniature Painters and also belonged to the Society
of American Artists, the Boston Water Color Club and the
Copley Society, and was a founding member of the Guild of
Boston Artists. In 1904 she received a Gold medal at the St.
Louis Exposition and in 1906 she was elected associate
member of the National Academy of Design.
Hills exhibited only one painting at the Boston Art Club, The
Back Door, in 1886.
Laura Coombs Hills, A Retrospective (Newburyport, 1996); BAC;
BCD; Hirshler; WWAA.

Illustration p. 44

Helen M. Hinds
active 1875 to 1896
Born in Boston, Helen Hinds traveled to Paris where she
studied art at the École des Beaux Arts under Robert Fleury. In
Paris she exhibited her pastel drawings at the Paris Salon of
1886. After she returned from Europe she settled in Boston,
and for many years kept a studio on Hamilton Street. In 1896
she moved to the Grundmann Studio building. She exhibited
her portraits and landscapes frequently at the Boston Art Club
from 1875 until 1896.
BAC; BCD; WWAA.

Illustration p. 44
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Sylvester Phelps Hodgdon
b. 1830, Salem, Massachusetts
d. 1906, Dorchester, Massachusetts
Sylvester Phelps Hodgdon began his formal art training in
Salem with portrait painter Edward Holyoke. He came to
Boston in 1856 and became a student of landscape painter
Benjamin Champney. Champney himself had only just returned
from his travels in Europe and at this time was painting portraits
and experimenting with lithography. Hodgdon produced a small
number of lithographs in the late 1850s of landscape subjects.
Hodgdon painted in the Adirondacks and the White Mountains,
and along the New England coast. He exhibited paintings with
the Boston Art Club from 1855 until 1882 and the National
Academy of Design in New York. He is listed in the Boston
City Directory with a studio on Summer Street as early as
1861. In 1862 he moved into Studio Building on Tremont
Street. Hodgdon died in Dorchester in 1906.
Athen,; BAC; BCD; Pierce; WWAA.

Illustration p. 36

Albert Gallatin Hoit
b. December 13, 1809, Sandwich, New Hampshire
d. December 19, 1856, West Roxbury
According to Gerry, Hoit learned to paint by experimenting
with paints that he found in his father’s grocery store. He graduated from Dartmouth College and then traveled through New
Hampshire and Maine working as an itinerant portrait painter
before he settled in Boston in 1839. In 1842 he visited Europe
and upon his return in 1844 he built a house in Roxbury.
Hoit was “long a well-known and honored resident artist of
[Boston]”. He exhibited a portrait with the club in 1855. One year
later he fell ill and suddenly died, as Gerry sadly remembered,
“before the prime of his life, [leaving] only hints of his power.”
Patricia Heard, “A. G. Hoit,” A ntiques (Nov. 1972): pp. 862-867;
Athen.; Gerry, “Old Masters,” pp. 690, 693, 695; WWAA.

Illustration p. 58

Millicent Jarvis
b. 1839, Massachusetts
d. unknown
Although she worked in Boston for nearly thirty years, we
know little about Millicent Jarvis’s life. She was listed as Miss
Melicent Jarvis when she opened a studio at 149A Tremont
Street in 1876. From 1882 until 1892 she was not listed in the
City Directory. She reappeared in 1893 at 180 Tremont Street,
and two years later moved to 108 Mt. Vernon Street on Beacon
Hill where she maintained a studio until 1903.

and Portrait. In 1881 she exhibited a watercolor entitled River
Sketch, Concord, Mass.
“What our Artists Are Doing,” The Studio 7 no. 44 (Nov. 12, 1892):
409-410; BAC; BCD.

Illustration p. 59

Hugh Bolton Jones
b. 1848, Baltimore, Maryland
d. 1927
Jones studied art at the Maryland Institute and shared a studio
with landscape painter Thomas Hovenden. In 1876 he went to
Paris with his brother, artist Francis Coates Jones. Francis
entered the École des Beaux Arts while Hugh attended classes at
the Académie Julian. They spent a year at the artists’ colony in
Pont-Aven and then took a trip to Spain and North Africa. Hugh
Bolton Jones exhibited a Breton subject in the Paris Salon of
1879 and in 1880 exhibited at the Royal Academy in London.
In 1880, Jones returned to New York with his brother and
opened a studio. He concentrated on painting poetic, faithfullyrendered landscape subjects. He exhibited paintings widely and
was elected an associate member of the National Academy of
Design in 1881 and full member two years later. Jones exhibited
there for more than sixty years. In 1889 he won a bronze medal
at the Exposition Universelle in Paris. He was a member of the
Society of American Artists, the Society of Painters in Pastel,
and the American Water Color Society. He exhibited watercolors and oils at the Boston Art Club from 1881 until 1909.
BAC; WWAA.

Illustration p. 41

Marshall Jones
b. 1842
d. 1925
Watercolor painter Marshall Jones lived in Charlestown,
Massachusetts, and painted frequently on Nantucket during the
last quarter of the nineteenth century. He was the grandfather of
Ann Peterson, who married Robert C. Vose Jr., and greatgrandfather of Robert C. Vose, III and Abbot W. Vose of Vose
Galleries of Boston.
Robert A. diCurcio, A rt On Nantucket. (Nantucket Historical
Association, 1982); BAC.

Illustration p. 54

Jarvis painted portraits, still life and landscapes. She exhibited
two oils at the Boston Art Club in 1877, entitled Wild Roses

z 76 å

ARTISTS’ BIOGRAPHIES

Lee Lufkin Kaula
b. 1865, Erie, Pennsylvania
d. 1957, New Ipswich, New Hampshire

Walter Franklin Lansil
b. March 20, 1846, Bangor, Maine
d. 1925

Lee Lufkin studied painting with Charles Melville Dewey in
New York before traveling to France with a friend, Claire
Shuttleworth, in 1894. She studied with Aman-Jean in Paris,
and exhibited her work in the 1897 and 1898 Paris Salons. In
Crecy she met William Kaula and they were married in 1902.
In 1905, the Kaulas were the first artists to obtain studio space
in the Fenway Studios in Boston. They lived and worked there
until the death of William Kaula in 1953.

A marine and landscape painter, Walter Lansil began his art
training in Bangor, Maine, with artist Jeremiah Pearson Hardy,
father of Eliza Hardy. Lansil was living in Boston by 1870 and
in 1874 was listed with a studio in the Studio Building. In 1882
he went to Paris and enrolled at the Académie Julian under
Gustave Boulanger and Joseph Lefebvre. He traveled to
Holland, Germany, Belgium and Italy, where he spent time
painting in Venice. By 1884 Lansil was back in Boston and
working at his studio on Milton Avenue in Dorchester. In 1891
he relocated his studio to the Studio Building where his brother, Wilbur H. Lansil, was also working. After his brother’s
death he moved his studio once again to the Pelham Studios on
Boylston Street.

Kaula was a member of the Copley Society of Boston and the
Guild of Boston Artists. She become a member of the National
Association of Women Artists in 1899. She exhibited widely, at
the Salon de la Society Nationale des Beaux Arts, the Colorossi
Academi in Paris, the Art Institute of Chicago, the
Pennsylvania Academy of the Fine Arts, and the National
Academy of Design. She exhibited paintings at the Boston Art
Club from 1900 until 1915.
Lee Lufkin Kaula (1865-1957): Post Impressionist of the Boston
School (Littleton, MA: James R. Bakker, not dated (ca. 1972); BAC;
BCD; Sellars; WWAA.

Lansil is best remembered for his paintings of boats in Boston
Harbor. He was a member of the Boston Art Club, the Paint
and Clay Club, and was President of the Unity Club in 1894.
He exhibited steadily at the Boston Art Club from 1874 until
1909, and also frequently exhibited with his brother at the
Walter Kimball Gallery and the Studio Building.

Illustration p. 60

BAC; BCD; Robinson; WWAA.

Illustration p. 54
Louis Kronberg
b. 1872, Boston, Massachusetts
d. 1965, Palm Beach, Florida
Louis Kronberg began his training at the Museum School in
Boston, and later studied at the Art Students League in New
York City under William Merritt Chase. By 1894 he was in
Paris where he entered the Académie Julian and studied with
Benjamin Constant and Jean Paul Laurens for two years. He
continued in Europe for three years as a recipient of the
Longfellow Traveling Scholarship, given by Ernest Longfellow,
son of the poet. In 1898 he exhibited a painting in the Paris
Salon and with the American Art Association of Paris; he then
returned to Boston and opened a studio on West Street.
Over the next decade Kronberg traveled to Paris frequently as a
buyer for Isabella Stewart Gardner. In 1919 he left Boston and
settled in New York. He continued to travel and spent time
painting in Paris, Algiers and Spain. Early on, Kronberg
specialized in portraits and painted many notable people in
Europe and the United States. He was best known for his paintings of the stage which earned him the nickname “The
American Degas”. His painting entitled Behind the Footlights
received a medal in Boston, and was purchased by the
Pennsylvania Academy of the Fine Arts.
Kronberg was a member of the National Academy of Design,
the Boston Art Club, the Boston Society of Water Color
Painters, and the Copley Society, where he also taught portraiture. He exhibited at the Paris Salons and major exhibitions in
the United States including the Chicago and St. Louis World
Fairs, and at the Boston Art Club from 1891 until 1918.
“American Artists Series – Louis Kronberg.” Wisdom Monthly
(October 1903); BAC; WWAA.

Illustration p. 61

Nicolay Tysland Leganger
b. 1832
d. ca. 1905
Surprisingly little is known of Leganger. He painted in the
White Mountains, the Adirondacks and in Bavaria. In 1873 he
was living in Boston and had a studio at 149A Tremont Street.
That year he exhibited a landscape at the Boston Art Club exhibition. He also exhibited paintings at the Brooklyn Art Association, the National Academy of Design and the Pennsylvania
Academy of the Fine Arts. At the end of his life he went out to
Puget Sound where he made at least one painting.
BAC; BCD; Campbell; WWAA.

Illustration p. 38

James Morgan Lewin
b. July 9, 1836, Swansea, Massachusetts
d. September 12, 1877, Readville, Massachusetts
One of Providence’s best known landscape painers, Lewin was
largely self taught . He worked as a jewelry engraver and
painter of photographs to support himself, and by 1858 he was
an instructor at the Charles Field Street Family and Day School
in Providence. He spent the summer of 1859 in Conway, New
Hampshire sketching the White Mountains. He was also a
writer and published articles anonymously in periodicals as
well as a poem in the Providence Journal.
By 1870 Lewin had moved to Boston and kept a studio on
Washington Street. He may have taken a trip to Europe but by
1875 he was settled in Readville, Massachusetts, with his wife
and daughter.
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Lewin’s delicate luminist coastal scenes were admired by
artists and collectors in Providence and Boston. Benjamin
Champney owned one painting entitled Twilight. Although he
was not a member of the Art Club, Lewin exhibited paintings
there from1859 until 1877. He died in his home in Readville
after a brief illness at the age of forty-one.
“Domestic Art Gossip,” The Crayon 6 (October 1959): 320; Obit.,
Providence Journal, (September 18, 1877): 2; BAC; BCD; Campbell;
WWAA.

Illustration p. iv, vi, 36

Ernest Lee Major
b. 1864, Alexandria, Virginia
d. 1950, Boston, Massachusetts

Painting in the Hudson River School tradition, McEntee spent
much of his time in Rondout and the Catskills and is best
remembered for his landscapes of autumn and winter.
Throughout the 1870s and 1880s he grew increasingly disappointed with the diminishing interest in the art of the American
landscape, and in 1872 he began a daily diary which expressed
his agitation. He produced five volumes of scathing criticism
focused on the state of the art world, the National Academy of
Design and the preference for new European works.
McEntee was a full member of the National Academy of
Design and the Century Association. He showed a painting at
the Paris Salon of 1867. McEntee was one of the early
exhibitors with the Boston Art Club at the Boston Athenaeum,
in 1860 and 1862. He also showed with the club from 1873
until 1891.

Major first studied painting with Edmund C. Messer at the
Corcoran Gallery of Art. He went to New York where he studied with William Merritt Chase at the Art Students’ League. He
won the Harper-Hallgarten Prize which enabled him to go to
Europe for three years. In 1885 he entered the Académie Julian
and in 1888 exhibited a painting at the Paris Salon.

“American Painters- Jervis McEntee, N.A.” The A rt Journal (June
1876).; A merican Paradise: The World of the Hudson River School
(Metropolitan Museum of Art, 1987); Athen,; BAC; WWAA.

Major settled in Boston in 1888 and began teaching at the
Cowles School of Art. In 1896 he moved to the Massachusetts
Normal Art School where he remained for the next forty-six
years. Major was a brilliant teacher with incisive wit that both
captivated and intimidated three generations of students. He
saw himself as upholder of the standards of traditional academic painting. According to one of his students, R. H. Ives
Gammel, Major was a “familiar figure in what might appropriately have been dubbed Boston’s Latin quarter, swathed in his
cloak and invariably accompanied by an oversize dog …”

Thomas Buford Meteyard
b. 1865, Rock Island, Illinois
d. March 17, 1928, Territet, Switzerland

Major had a studio in the Fenway Studios building and spent
summers in Wonalancet, New Hampshire. He was a member of
the Boston Art Club and a founding member of the Guild of
Boston Artists. He exhibited steadily at the Art Club from 1890
to 1906.
Sheila Dugan, Ernest Lee Major (Vose, 1995); BAC; BCD; WWAA.

Illustration p. 56

Illustration p. 50

After the death of Meteyard’s father in 1868, he and his mother
moved to Scituate where she had family. He entered Harvard in
1885 but left after his sophmore year to pursue painting in
Paris. He studied with Leon Bonnât and Puvis de Chavannes
from 1888 to 1891 and lived in Giverny for two years before
returning to Scituate in 1893.
Meteyard was one of the Paris-based avant-guard circle of
painters and designers that clustered around the Nabis. His own
illustrations and paintings were influenced by Japanisme and
Art Nouveau. In 1906 Meteyard went with his mother to
England. That year, in London, he met Isabel Montague Barber
and they married in 1908, eventually settling in Rye, England.
Meteyard was not a member of the Boston Art Club but exhibited there while he was living in Scituate, from 1894 to 1906.
Thomas Buford Meteyard, Paintings and Watercolors (NY: Berry-Hill,
1989); BAC; WWAA.

Jervis McEntee
b. July 14, 1828, Rondout, Ulster County, New York
d. January 27, 1891, Rondout, New York

Illustration p. 45

Largely self-taught, McEntee first exhibited at the National
Academy of Design in 1850, and that year began formal training with Frederic Church in New York City. In 1854 he married
Gertrude Sawyer, from Roundout, New York, and the couple
settled in New York. By 1858 McEntee had a studio in the
Tenth Street Studio Building and had developed close friendships with Sanford Gifford, Eastman Johnson, John F. Weir and
Worthington Whittredge. He spent winters painting in New
York and summers in Rondout. In 1868 he and Gertrude made
a sketching trip to Switzerland and Italy, where they met
Frederick Church and his wife, and Sanford Gifford. They
returned in the summer of 1869.
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Francis Davis Millett
b. November 3, 1846, Mattapoisett, Massachusetts
d. April 15, 1912, at sea, aboard the S.S. Titantic

Charles E. Mills
b. January 23, 1856, Pittsburgh, Pennsylvania
d. November 2, 1956, Dedham, Massachusetts

Millet was only eighteen when he joined the Union Army during the Civil War. After the war he enrolled at Harvard
University and graduated 1869. He learned lithography from
Dominique C. Fabronius, and in 1871 he entered the Royal
Academy of Art in Antwerp. After winning a gold medal for
painting in his second year, Millet went to Vienna, where he
worked for John Francis Adams, Jr., American representative to
the World’s Fair in 1873, and then went to Italy to paint. He
returned to Boston in 1875, opened a studio in the Studio
Building and assisted John LaFarge in painting murals for
Trinity Church. He taught briefly at the newly-opened Museum
School before leaving again for Europe.

Mills entered the printing business with his brother in
Pittsburgh before deciding to become an artist and leaving for
Europe. By 1879 Mills joined a group of American students
who clustered around Frank Duveneck in Munich, which
included Joseph DeCamp, Ross Sterling Turner and Theodore
Wendel. He spent two years with the “Duveneck Boys,” traveling to Florence to spend the summers. Mills wrote of these
years, “We have no rules; each one is interested enough in his
studies and keeping the school in order to behave himself and
keep at his work.”

Millet had an adventurous streak that took him to the far corners of the world. From 1877 to 1878 he went to the Balkans as
a war correspondent and illustrator covering the Russo-Turkish
War for the New York Herald, London Daily News and the
London Graphic. He traveled through Scandanavia and
Germany for Harper’s Magazine in 1882, and in the early
1890s traveled the length of the Danube, from Germany into
Turkey, producing From the Black Forest to the Black Sea in
1893. At the outbreak of the Spanish American War he went to
the Philippines for Harpers and the London Times, and in 1908
traveled to Japan as U. S. envoy to discuss plans for an international exposition.
In 1879 Millet married Massachusetts native Lily Merrill in
Paris. She rarely accompanied Millet in his travels, preferring
to remain in Broadway, England, where she raised their family.
Through the 1880s Millet painted there with Edwin Austin
Abbey and John Singer Sargent.
Millet was a member of the National Academy of Design, the
Society of American Artists, the Century Association and the
Boston Art Club where he exhibited from 1878 until 1909. He
also served as Secretary for the American Federation of Art,
trustee for the Metropolitan Museum of Art and was appointed
Director of the American Academy in Rome. He was an expert
in mural painting and was commissioned by the New Bedford
Free Public Library to paint a mural depicting the fishing
history of the town. The project was never started. The sketches
were lost when the Titantic sunk in 1912 with Millet aboard.
See memorial articles in A rt and Progress 3 (July 1912); Francis Davis
Millet, “Frank Millet — a Sketch,” (ms., Vose Galleries); BAC; BCD;
Blasdale; WWAA.

Illustration p. 49

In 1880 Mills met James Abbott McNeil Whistler and began to
make etchings, an interest he pursued through his career. After
a stay in Rome with DeCamp and Turner, Mills returned to the
United States. He settled in a studio in the Music Hall Building
in Boston. In 1886 he was back in Europe traveling through
Spain with Duveneck and a few others of the original group.
In 1888 Mills opened a studio on Boylston Street in Boston and
settled in Dedham with his sister Ellen Mills. He became well
known for his scenes of Dedham history and local landscapes. He
designed stained glass windows for Memorial Hall at Harvard
University and Trinity Church in Boston. He was also a designer
for Dedham Pottery. He was not a member of the Boston Art
Club, but submitted watercolors and etchings to the 1884 exhibition and a painting entitled Church Interior to the 1885 show. He
joined and exhibited with the New York Etching Club.
“Latter Day Developments in American Pottery,” Brush and Pencil 10,
no. 1 (1902); BAC; BCD; WWAA; Wylie.

Illustration p. 43

Hermann Dudley Murphy
b. 1867, Marlborough, Massachusetts
d. 1945, Lexington, Massachusetts
Hermann Dudley Murphy attended Boston’s Chauncey School
and in 1886 enrolled in the Boston Museum School where he
studied under Otto Grundmann and Joseph DeCamp. He
worked for two years as an illustrator for various newspapers
and magazines before going to Paris in 1891. He spent five
years in Paris, studying at the Académie Julian. In 1895 he
exhibited a painting at the Salon. That same year he married
artist Caroline Bowles and in 1897 they returned to the United
States and settled in Winchester, Massachusetts. In 1916, after
divorcing Caroline, he married Nellie Littlehale Umbstaetter
and moved to Lexington.
Murphy took a studio in the Grundmann Studios building,
which also housed the Copley Society and a number of notable
Boston artists. Around that time he began designing and carving frames. He moved his studio to Winchester and in 1903
joined efforts with W. Alfred Thulin to establish a frame shop
which they called Carrig-Rohane. The success and popularity
of Carrig Rohane frames grew and in 1915 Vose Galleries
bought the business with Murphy continuing as designer.
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Murphy was a vital presence in Boston art circles. In addition
to a solo exhibition of his work in Boston in 1898 he had a
joint exhibition with friend and fellow Bostonian Maurice
Prendergast at the Art Institute of Chicago. In 1901 he accepted
a teaching position at the Harvard University School of
Architecture where he remained for thirty-six years. He was a
member of the Boston Water Color Club, the Boston Society of
Water Color painters, the Copley Society and the Guild of
Boston Artists. . He joined the Boston Art Club and exhibited
there intermittently from 1893 until well into the 1930s.
Dora H. Morrell, “Hermann Dudley Murphy,” Brush and Pencil 5, no.
2 (Nov. 1899): 49-57; William Coles, Hermann Dudley Murphy (18671945) (NY: Graham Gallery, 1982); BAC; Hirshler; WWAA.

Illustration p. v

Alfred Ordway
b. March 9, 1821, Roxbury, Massachusetts
d. November 17, 1897, Boston, Massachusetts
Raised in Lowell, Massachusetts, Ordway first learned to paint
with a sign painter and then studied portrait painting with G. P. A.
Healy (1813-1894). In 1845 he opened a studio on Tremont Row
in Boston, and he began to paint landscapes of New England.
Ordway was active with the Boston Art Club, serving as secretary, treasurer and president between 1855 and 1866. From
1856 to 1863 he coordinated the club’s annual exhibitions with
the Boston Athenaeum. In 1860 he married Annie Hill and the
following year he joined the Massachusetts Sixth Regiment of
Volunteers probably as an artist-reporter. One of his pictures of
their encampment just outside of Baltimore, Maryland, was
published by J. H. Bufford in 1861.
After his return to Boston, Ordway settled in a studio at the
Studio Building, which he maintained for the next thirty-five
years. Although he continued to paint portraits until the end of
his life, he is best remembered for his tranquil New Hampshire
and Vermont landscapes, which he infused with a sense of stillness and poetry. Ordway exhibited paintings at the Boston Art
Club, the Massachusetts Charitable Mechanics Association, the
National Academy of Design, the Brooklyn Art Association,
and, after 1880, the Paint and Clay Club of Boston.
Leila Woodman Usher, “Alfred Ordway,” New England Magazine n.s. 18,
no. 1 (March 1898): 3-7; Obit., Boston Evening Transcript (Nov. 17,
1898): 5; Athen., BAC; BCD; C&H; Campbell; G&W; Robinson;
WWAA.

Illustrations p. 34, 50

Robert Emmett Owen
b. January 30, 1878, North Adams, Massachusetts
d. September 14, 1957, New Rochelle, New York
Owen was already contributing ink drawings to Life Magazine
when he entered the Eric Pape School of Art in Boston. While
studying he continued to draw for the Boston Globe, World
Household Magazine and the Brown Book of Boston. In
1901 he moved to New York and continued illustrating. He
married Miriam Rogg in 1903 and eventually the couple
settled in Bagnall, Connecticut, where Owen concentrated on
painting landscapes.

Owen exhibited paintings at the National Academy of Design, the
Corcoran Gallery, the Pennsylvania Academy of the Fine Arts and
the Chicago Art Institute. In Boston he contributed a painting to
the Boston Art Club in 1901 entitled A Berkshire Home.
Robert Emmett Owen 1878-1957) (Vose Galleries, 1980): BAC;
WWAA.

Illustration p. 62

William Frederick Paskell
b. October 5, 1866 Brompton, Kensington, England
d. February 1951, Boston, Massachusetts
Paskell arrived in Boston with his family in 1872. His father set
up a frame shop on Bromfield Street, and William studied
painting with an assortment of artists then in Boston: Thomas
Juglaris, Charles W. Sanderson, John J. Enneking and A. C.
Fenety. In 1884, at the age of seventeen, he exhibited his first
paintings at the Boston Art Club and continued to exhibit there
steadily throughout his career. He visited England in 1889, and
exhibited watercolors made on that trip at the Art Club from
1890 to 1893. In 1901 he married Roxbury native Mary Ann
Morgan and together they had six children, two of whom died
in infancy.
Paskell went to the White Mountains to paint and was a great
admirer of Benjamin Champney and Joseph J. Enneking. Upon
Champney’s death Paskell painted a tribute, Champney’s
Favorite View, that was hung in the Boston Art Club until it
closed in 1950.
At mid career, Paskell switched from landscape to marine
painting, concentrating on clipper ships. By his own estimation
he made more than a thousand marine paintings and became
fully steeped in ocean-going lore. After 1910 a large number of
marine paintings by unknown artist “T. Bailey” flooded the
market, all sold by dealer Morris Hambro. Paskell’s name has
been suggested as one of the painters of “T. Bailey” works.
BAC; Kristiansen; WWAA.

Illustration p. 41

Charles Hovey Pepper
b. August 27, 1864, Waterville, Maine
d. August 25, 1950, Brookline, Massachusetts
A landscape and portrait painter, Pepper is best remembered for
his role in bringing modern art to Boston. He attended Colby
College and after graduation married Frances Coburn. The following year they went to New York, where Pepper enrolled at
the Art Students’ League and also studied with William Merritt
Chase. In 1893, now with a two-year-old son, the couple went
to Paris. Pepper studied at the Académie Julian and with
Edmond Aman-Jean. He submitted paintings to the Salons of
1896 and 1899; in 1896 he sent a watercolor, The Jungfrou, to
the Boston Art Club. In 1897 he had his first one-artist exhibition in Paris at the gallery, L’Art Nouveau.
In 1897 the Peppers returned and settled in Concord,
Massachusetts. They took a trip around the world between
1903 and 1904. Upon their return Pepper occupied a studio in
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the Fenway Studios building. There, with Carl Gordon Cutler,
Charles Hopkinson and Harley Perkins, he established a small
coterie of modern artists who exhibited as the “Boston Five.”
In 1912 the Peppers began summering at Atlean Lake in Maine
and there Pepper painted a series of stark, boldly-colored
watercolors reminiscent of the work of Marsden Hartley.
Pepper was a member of the Copley Society, the Boston Water
Color Club, the New York Water Color Society and the St.
Botolph Club. One day in 1912 Pepper was invited to lunch at
the Boston Art Club by his Fenway Studios neighbor Walter
Gilman Page. He joined the Art Club and became Chairman of
the Exhibitions Committee in 1917. With Hopkinson, Cutler,
and long-time friend and discriminating collector John T.
Spaulding, Pepper led the Art Club through a ten-year period of
increasingly progressive exhibitions. Finally in 1929 the entire
committee was fired for being too modern.
Obit., Boston Herald (Aug. 26, 1950); Joseph Coburn Smith, Charles
Hovey Pepper (Portland, ME: The Southworth-Anthoesen Press, 1945);
BAC; Hirshler; WWAA.

Illustration p. 61

Bertha Menzler Peyton
b. 1871, Chicago, Illinois
d. 1947
Bertha Menzler graduated from the Art Institute of Chicago in
1893 and continued her studies in Paris where she worked
under Edmond Aman Jean until 1896. She also studied with
Raphael Collin and Luc Olivier Merson, and exhibited at the
Paris Salons in 1895 and 1896. With her husband, Edward
Dressler, she traveled to the American West and began painting
scenes of the Arizona desert and the Grand Canyon. These
works were first acquired by the Santa Fe Railroad. After
divorcing Dressler she married artist Alfred Conway Peyton
around 1912. They lived in New York and spent summers in
East Gloucester, Massachusetts.
Peyton was admired for her figural work as well as her landscapes. She was an early member of the National Association
of Woman Painters and Sculptors. She won prizes from the
Chicago Art Institute in 1903, 1909, and 1910, as well as from
NAWPS in 1926 and the North Shore Artists Association in
1930. She exhibited paintings at the Boston Art Club in the
1920s, and showed regularly at Grand Central Galleries and
Macbeth Galleries in New York.
WWAA.

Illustration p. 63

J. Ambrose Pritchard
b. April 11, 1858, Boston, Massachusetts
d. February 5, 1905, Roxbury, Massachusetts
Pritchard began his art training at the Massachusetts Normal
Art School, and in 1882 he went to Paris and enrolled at the
Académie Julian under Gustave Boulanger and Joseph
Lefebvre. He stayed for seven years and exhibited at the Paris
Salons of 1887 and 1888. He returned to Boston in 1889 and

established himself as a landscape painter. He took a studio at
175 Tremont Street, and during the summer he painted on Cape
Cod in the town of Brewster. His landscapes done in oil and
watercolor were praised by critics for their portrayal of the
“cheerful gladsome side of nature.”
Pritchard was a long-standing member of the Boston Art Club
as well as the Boston Society of Watercolor Painters. He exhibited at the Massachusetts Charitable Mechanics Association in
1881 and at the Boston Art Club from 1881 until 1904. In 1903
Beacon Galleries in Boston held a major exhibition of 180
paintings which sold out in only four days. Two years later,
while working in his studio on Tremont Street. Pritchard suffered a stroke and died shortly afterwards.
Obit., Boston Evening Transcript, (Feb. 6, 1905); BAC; BCD; WWAA.

Illustration p. 49

Edward Willis Redfield
b. 1869, Bridgeville, Delaware
d. 1965
Redfield was only seven years old when he submitted a drawing
of a cow to the Philadelphia Centennial Exposition in 1876. In
1886 he entered the Pennsylvania Academy of the Fine Arts and
befriended Robert Henri. Redfield entered the Académie Julian
in 1886 and later he was admitted to the École des Beaux Arts.
He visited Barbizon and Pont-Aven and began to paint spontaneous vigorous landscapes influenced by Impressionism.
Redfield mounted a one-man show at Doll and Richards
Gallery in Boston in 1892. The following year he married Elise
Devin Deligant in London, whom he had met while painting in
France. By 1898 the couple was living in Center Bridge,
Pennsylvania, but after the death of their first child they
returned to France. In 1900 they settled in New Hope,
Pennsylvania where Redfield was instrumental in establishing a
colony of impressionist painters which included Daniel Garber,
Walter Schofield and Robert Spencer. Redfield became well
known for his local snow scenes.
Redfield taught at the Pennsylvania Academy of the Fine Arts
and exhibited regularly at the Paris Salon, the Pennsylvania
Academy of the Fine Arts, and the National Academy of
Design. He showed paintings at the Boston Art Club from 1904
until 1907.
Thomas C. Folk, The Pennsylvania Impressionists (Fairleigh Dickinson
University Press, 1997); BAC; WWAA.

Illustration p. 47

George D. Russell
b. 1822, Boston
d. February 3, 1910, Roxbury, Massachusetts
Russell painted in the White Mountains and made at least one
trip to the Rocky Mountains in the 1860s. During that time he
exhibited with the Art Club and served as treasurer in 1866.
Russell’s other profession was music. With Henry Tolman he
established one of the most important American music publish-
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ing companies of the nineteenth century, producing sheet music
for popular songs as well as for established American composers. He also composed popular songs such as “Ring the Bell
Softly, There’s Crape on the Door.” In 1863 Russell and his
brother, Joseph M., went into business together. They published, printed and sold sheet music until George Russell
retired in 1888.
In 1869 Charles Callahan Perkins went into Russell’s shop to
discuss the possibility of reviving the Art Club. Russell was
enthusiastic. He was one of the signers of the application to
incorporate the club, and he served as treasurer for the club
from 1871 until 1877. Russell exhibited landscapes at the Art
Club until 1880.
Obit., Boston Evening Transcript (Feb. 4, 1910): 2; H. Wiley Hitchcock
and Stanley Sadie, New Grove Dictionary of A merican Music 4
(London, 1986): 110-111; Athen.; BAC; BCD; Campbell; WWAA.

Illustration p. 37

Henry J. Sandham
b. 1842, Montreal, Quebec
d. 1912, London, England
Against his father’s wishes Sandham pursued a career as an
artist and began working in a photography studio in Montreal
retouching photographic portraits. His earliest pictures were
primarily portraits and later he painted some marine scenes of
the St. Lawrence river. In 1865 he married Agnes A. Fraser, a
writer. By 1870 he was working as a landscape painter and
received formal instruction from painters O.R. Jacovi and
Adolph Vogt.
In 1880 Sandham was chosen as one of the first members of
the Royal Canadian Academy. That year he toured England and
France and in 1881 moved to Boston to complete several portrait commissions. He intended to stay for only a few weeks
and instead he opened a studio at the Hotel Van Rensselaer and
stayed for nearly twenty years. In addition to painting he
worked as an illustrator for publications such as Picturesque
Canada, Century Magazine and The A rt A mateur.
Sandham is best remembered for his rugged hunting and fishing scenes set in Canada and Maine. He was a member of the
Copley Society, the Paint and Clay Club, the Boston Society of
Water Color Painters and the Boston Art Club. He received a
medal at the Philadelphia Centennial Exposition in 1876 and
exhibited frequently at the Boston Art Club between from 1881
until 1901, when he moved to London.
Will Jenkins, “Canadian Artist in the Azores: H. Sandham, R.C.A.”
International Studio. 37: 1903, 173-176; BAC; BCD; Robinson;
WWAA.

Illustration p. 44

Albert Felix Schmitt
b. 1873, Boston
d. unknown

Arts School. By 1898 he was established as a painter and opened
a studio on Boylston Street which he later moved to Columbus
Avenue in 1905. In 1940 he went to France settled in Biarritz.
Schmitt was a member of the American Watercolor Society, the
Boston Art Club where he exhibited through the 1920s, and
was made Grand Chevalier of the Order of the Holy Sepulchre
in 1934. In addition, his work was shown at the Pennsylvania
Academy of the Fine Arts from 1903 to 1917 and the Corcoran
Gallery of Art in Washington, D.C.
BAC; BCD; WWAA.

Illustration p. 59

Edith Alice Scott
b. 1877, Malden, Massachusetts
d. May 20, 1978, Norwood, Massachusetts
Scott entered the Museum School in 1897 and received a diploma in 1901. She then enrolled in advanced classes, winning an
honorable mention in the Sears Prize Competition and a prize
for portraiture in 1903. She was well known for her miniatures
and portraits. She was a good friend of Elizabeth Paxton, the
wife of artist William M. Paxton. In 1906 Scott moved into a
studio at Fenway Studios and summered in Annisquam, on the
North Shore.
Around 1911 Scott traveled to Europe and painted in Giverny.
Her freely-brushed landscapes from this period reflect the
influence of Impressionism on her work. She was back in
Boston by 1913 and took a job teaching art at Miss Porter’s
School for Girls in Farmington, Connecticut.
BCD; Hirshler; WWAA.

Illustration p. 46

John White Allen Scott
b. 1815, Roxbury, Massachusetts
d. 1907, Cambridge, Massachusetts
Portrait, landscape and marine artist John White Allen Scott
went to work at the age of fifteen as an apprentice to Boston
lithographer William S. Pendleton, and while there he was introduced to drawing and painting. By the mid 1840s he went into
partnership with noted marine artist Fitz Hugh Lane, to produce
lithographs of Lane’s harbor scenes. After fifteen years Scott
quit the lithography business to devote his time to painting.
Scott painted in the Catskill, but is best remembered today for
his renderings of the White Mountains in the traditional picturesque style. He exhibited with the Boston Art Club only
once, in 1863 Scott kept his studio in his home in Cambridge,
Massachusetts, and his work can be found in the Massachusetts
State House.
Athen., Campbell; WWAA.

Illustration p. 34

Albert Felix Schmitt attended the Massachusetts Normal Art
School, the Cowles Art School and the Boston Museum of Fine
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Emily Harris McGray Selinger
b. February 22, 1848, Wilmington, North Carolina
d. July 19, 1927, Providence, Rhode Island
Accomplished flower painter, author and poet, Emily Selinger
was an active figure in Boston’s artistic circles at the end of the
nineteenth century. She studied painting at the Cooper Institute
in New York before traveling to Florence, Italy, and Holland,
where she studied with flower painters Amalia Rocchi and
Margaret Roosenboom respectively.
In 1882 Emily married artist Jean Paul Selinger and together
they took an extended trip through Europe. During this time
Emily Selinger sent letters which were published in the Boston
Evening Transcript. After their return to Boston they established a studio at 711 Boylston Street which soon became a
gathering place for colorful artists, musicians, and performers.
From 1883 until Jean Paul’s death in 1909, they summered in
the White Mountains of New Hampshire. Selinger exhibited at
the Boston Art Club from 1885 until 1905 and won silver
medals at the exhibitions of the Massachusetts Charitable
Mechanics Association.
Obit., Boston Evening Transcript (July 21, 1927): pt. 2, p. 1; Charles
and Emily Vogel, “Jean Paul and Emily Selinger,” Historical New
Hampshire 34, no. 2 (Summer 1979): 125-143; BAC; BCD; WWAA.

Illustration p. 56

George Henry Smillie
b. 1840, New York, New York
d. 1921 Bronxville, New York
Son of a printmaker, George Henry Smillie learned engraving
from his father and painting from landscape artist James M.
Hart. He traveled to the west to sketch and paint the Rocky
Mountains and Yosemite Valley, but he was best known for his
more intimate landscapes and coastal views of Long Island and
New England. In 1881 he married genre painter Nellie Jacobs
and the couple shared a studio with George Smillie’s brother,
James, in Bronxville, New York.
Smillie exhibited his work regularly at the National Academy
of Design and the Pennsylvania Academy of the Fine Arts. He
also exhibited at the Boston Art Club (along with his brother
and wife) from 1882 until 1893.
BAC; G&W; WWAA.

Illustration p. 39

Donald Gordon Squier
b. 1895, Amherst, Massachusetts
A painter, commercial artist and illustrator, Donald G. Squier
studied at the Museum School in Boston under Edmund C.
Tarbell and Philip Hale. He studied in France, Germany and
Italy. Squier settled in Exeter, New Hampshire and worked primarily painting portraits of prominent citizens. He exhibited his
work at the National Academy of Design and the Pennsylvania
Academy of the Fine Arts. He was given solo shows at the
Copley Society in 1934 and again in 1953 as well as the
Boston Art Club in 1935.
WWAA.

Illustration p. 64

Clement Nye Swift
b. 1846 Acushnet, Massachusetts
d. 1918, Acushnet, Massachusetts
Painter, photographer poet and novelist, Clement Nye Swift graduated from Friends Academy in New Bedford and then, in 1867,
left for Paris. He studied painting with Adolph Yvon and Henri
Harpignies in Paris. In 1870 he went to Pont Aven in Brittany
and stayed at the Hôtel des Voyageurs with other Americans
Hugh Bolton Jones and W. L. Picknell. Swift lived in Paris,
London and New York until 1882, when he returned to Acushnet.
Swift exhibited paintings at the Paris Salon from 1870 to 1881.
He also showed at the National Academy of Design and the
Pennsylvania Academy of Fine Arts. He was not a member of
the Boston Art Club but exhibited paintings there between 1891
and 1901. Toward the end of his career he exhibited paintings
locally, at the New Bedford Art Club, and began writing poetry
and novels in which he tried to capture local seafaring lore. In
1913 he wrote a history of New Bedford’s whaling industry
that was published in the New Bedford Standard Times.
Sellin; Blasdale; BAC; WWAA.

Illustration p. 49

Mary Bradish Titcomb
b. September 27, 1858, Windham New Hampshire
d. October 2, 1927, Marblehead, Massachusetts
Mary Titcomb came to painting after teaching drawing in
Brockton public schools for seventeen years. At the age of
forty-four she moved to Boston and entered the Museum
School and studied under Tarbell, Benson and Hale. She studied at the Museum School from 1902 until 1909.
In 1908, after graduating to the advanced painting class and
now well on her way to becoming a professional artist, Titcomb
moved into the Grundmann Studio building. When that building was torn down in 1917, Titcomb moved to Fenway Studios
where she stayed until the end of her life. Titcomb fully
immersed herself into Boston’s artistic community, exhibiting
at the Guild of Boston Artists, Copley Society, Museum of Fine
Arts and the Boston Athenaeum. She was also a member of the
National Association of Women Artists and showed her work
with four women artists who called themselves “The Group.”
Titcomb spent most of her summers sketching and painting in
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East Gloucester, Provincetown, and Marblehead. In 1920 she
bought a house in Marblehead and became a founding member
of the Marblehead Art Association. By around 1924, feeling the
effects of heart disease, she began to curtail some of her exhibition activity.
Titcomb’s portraits and figures in interiors display the technical
skill and “depth of shadows” which had been associated with
the “Back Bay School” in which she and her contemporaries
were classed. In her landscapes, she moved into a confident
impressionist style with animated brushwork and a unique
palette that combined deep blues punctuated by rust and burgundy tones. She exhibited at the Boston Art Club from 1906
to 1915.
Mary Bradish Titcomb (Vose, 1998); BAC; BCD; WWAA.

Illustration p. 45

Ross Sterling Turner
b. January 29, 1847, Westport, New York
d. February 12, 1915, Nassau, The Bahamas
Ross Turner started out working as a draftsman for the U. S.
Patent Office. In 1876 he traveled to Europe and studied painting in Munich, where he joined Frank Duveneck, William
Merritt Chase and a group of American students painting in
Munich and Venice. After seven years Turner returned and settled in Boston. He joined Childe Hassam in painting at Celia
Thaxter’s summer home on Appledore. In 1885 he married
artist Dwight Blaney’s sister and the couple settled in Salem,
although Turner continued to maintain a studio in Boston.
Turner is as much remembered for his role as teacher as he is for
his paintings. In addition to teaching private art lessons in his studio he also taught in the architecture department at the
Massachusetts Institute of Technology from 1884 to 1914. In 1909
Turner joined the faculty at the Massachusetts Normal Art School.
Turner exhibited his work at Doll and Richards Gallery in
Boston. He also showed at the Pennsylvania Academy of the
Fine Arts and the National Academy of Design. He had joined
the Art Club by 1885 and exhibited works there from 1892
until 1898.
BAC; BCD; Hirshler; Howlett; WWAA; Wylie.

Illustration p. 57

Marjorie Vickers Very
b. 1896, Hyde Park, Massachusetts
d. 1985, Westwood, Massachusetts
Very attended the Carnegie Technical School of Design in
Pittsburgh in 1914. One year later she entered the Museum
School in Boston and from 1917 until 1920 she studied at the
New School Boston. She also studied privately with Philip
Little in 1921. Beginning in 1920 she was an instructor of
drawing at the New School, where she remained until 1924,
and she also taught privately. She spent the summers painting
in Gloucester, ane over the years she painted throughout New
England. She also painted on the Gaspè Peninsula in Quebec
with Alice Livesly. Very kept her permanent home in
Westwood, Massachusetts, and during the 1960s painted mostly
scenes of Beacon Hill and Boston cityscapes.
Very worked for the Federal Art Project of the WPA from 1937
until 1941 and also worked as an illustrator designing book
jackets. She belonged to the Copley Society, the Rockport Art
Association, and the Boston Society of Water Color Painters.
Her work was widely exhibited throughout the Boston area at
the Boston Art Club, the North Shore Art Association, and Doll
and Richards Gallery. In 1945 she was awarded grand prize
from the Museum of Fine Arts, Boston for a watercolor.
WWAA.

Illustration p. 64

Jacob Dutweiler Wagner
b. January 27, 1852, Bavaria, Germany
d. November 5, 1898, New York City
Landscape and portrait painter, Wagner came to the United
States as a child in 1859. He lost his father while very young,
and when he was twelve, he went to work for Childs & Co, a
gallery and frame shop. In the early 1870s he attended drawing
classes at the Lowell Institute Free Drawing School. He was a
member of the little known Zepho Club, a group of artists who
gathered to draw from a model. He also attended classes under
Otto Grundmann and William Rimmer at the Museum School.
In 1876 Wagner married Amalia Haak, also the child of
German immigrants. They settled in Dedham and had four children, one of whom died young.
In 1886 Wagner left the firm of Eastman Chase, where he had
worked as a picture restorer, to establish himself as an independent artist. He joined the Art Club and exhibited portraits and
landscapes there every year from 1886 until 1898. In 1891 he
moved from his studio on West Street to the Harcourt Building.
Wagner favored river scapes; he especially liked to paint the
Charles River as it wound through Dedham, Needham and
Watertown. He also painted extensively along the North Shore,
in Ipswich and Swampscott, and on Martha’s Vineyard.
Influenced by Barbizon paintings, he painted quiet, delicatelytoned views of intimate corners of nature.
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In 1899, in the prime of his life, Wagner died of stroke on a trip
to New York, where he had intended to enter paintings into a
National Academy of Design annual exhibition.
Obit., Boston Evening Transcript (November 7, 1898); “Our Boston
Artists. Number Eleven, Jacob Wagner,” unidentified clipping, Vose
Galleries Artists’ Files, Jacob Wagner; BAC; WWAA.

Illustration p. 42, 52

Harry Mills Walcott
b. 1870, Torrington, Connecticut
d. 1944, Coronado, California
Walcott studied at the National Academy of Design and with
J.P. Laurens and Benjamin Constant at the Académie Julian in
Paris from 1895 until 1896. He was awarded an honorable
mention at the Paris Salon in 1897. After his return to the
United States he lived in Rutherford, New Jersey until 1940
and later moved to Coronado, California. He exhibited regularly throughout his career, and won a number of prestigious
national prizes at major shows including the Pan-American
Exposition in Buffalo in 1901, the St. Louis Exposition in
1904, and San Francisco’s 1915 Panama-Pacific Exposition.
Walcott exhibited three prints at the Boston Art Club in 1902.
BAC; WWAA.

Illustration p. 60

Marcus A. Waterman
b. 1834, Providence, Rhode Island
d. April 2, 1914, Maderno, Italy
Marcus Waterman studied at Brown University and following
graduation in 1857, he went to New York City where he established a studio. Waterman exhibited three paintings in the 1861
Boston Art Club exhibition. In 1870 he moved to North Easton,
Massachusetts, where he befriended William Morris Hunt. In
1875 he settled in Boston, taking a studio on Washington
Street. He traveled throughout New England, and much of his
work depicts scenery of Vermont and Cape Cod.
A man of reticent temperment, Waterman did not play an active
role in Boston’s social circles although he was well known
among the artists themselves. In 1878 he sold most of his collection of works at auction through Williams and Everett to
finance his travels abroad. He toured throughout Algeria,
France, Holland and Spain. After his trip to North Africa he
concentrated on painting the light and exotic brilliance of the
area. Upon his return he joined the Paint and Clay Club and the
Boston Art Club, where he exhibited paintings from 1881 until
1909. Critics singled out his paintings of Algiers and North
Africa for praise. In 1908 Waterman settled in Italy with his
wife, who was Italian.

Waterman was an associate member of the National Academy
of Design as well as the American Watercolor Society. He
exhibited at the National Academy of Design, the Brooklyn Art
Association, and the Pennsylvania Academy of the Fine Arts.
He joined the Boston Art Club in 1881 and exhibited paintings
there until 1909. One of his paintings was purchased by the
club for its collection. Vose Galleries mounted a memorial
exhibition of his work in 1915.
William Howe Downes, “The Work of Marcus Waterman,” The
A merican Magazine of A rt (January, 1923); Obit., Boston Evening
Transcript, undated clipping in Artists’ Files, Fine Arts Department,
Boston Public Library; BAC; WWAA.

Illustration p. ii

E. Ambrose Webster
b. January 31, 1869, Chelsea, Massachusetts
d. January 23, 1935, Provincetown, Massachusetts
Webster studied at the Museum School with Tarbell and
Benson before entering the Académie Julian in 1896.
Responding to Post-Impressionism he began to experiment
with broken brushwork and strong color. He returned to the
United States in 1900 and settled in Provincetown.
Webster was a prominent champion of modern art. He lectured
widely and in 1925 wrote a book entitled Color: Drawing
Painting. He established the Webster Art School in
Provincetown, and with Charles Hawthorne and Edward
Dickinson founded the Provincetown Art Association. Webster
had a painting in the Armory Show of 1913 and exhibited
paintings with Maurice Prendergast, Charles Hovey Pepper and
Carl Gordon Cutler at the Brooks Reed Gallery in Boston.
In 1905 Webster exhibited two tonalist landscapes at the
Boston Art Club. Encouraged by Charles Hovey Pepper he
began to exhibit his more avant guard work there in the 1920s.
By this time Webster had been back to Paris to study cubism
with Albert Gleizes and had begun express structure through
large areas of solid color.
After his death in 1835 the Boston Art Club mounted a memorial exhibition of his paintings.
Peter Morris, Judith Zilczer, and William C. Agee, The A dvent of
Modernism (Atlanta, High Museum, 1986), pp. 178-17; BAC; WWAA.

Illustration p. 62
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Theodore Wendel
b. July 19, 1859, Midway, Ohio
d. December 19, 1932. Ipswich, Massachusetts

Charles Woodbury
b. July 14, 1864 Lynn, Massachusetts
d. January 12, 1940, Jamaica Plain, Massachusetts

Theodore Wendel began his formal art training at the
McMicken School of Design before traveling to Munich, where
he enrolled at the Royal Academy in 1876. There he joined
Frank Duveneck’s circle of artists painting and traveling
through Italy during the summers. He spent winters at
Duveneck’s school of art in Munich until his return to the
United States in 1882. By 1886 Wendel was back in Europe,
this time in France, at Giverny, where he met Claude Monet.
Wendel soon abandoned the dark realism of his Munich years
and embraced the lighter palette and more atmospheric painting
of the Impressionists.

Woodbury entered MIT in 1882 and while studying engineering
took drawing lessons from Ross Sterling Turner in the
Architecture Department. He had already begun to establish
himself as a professional painter when, in 1884, he joined the
Boston Art Club at the age of seventeen. He graduated from
MIT with a degree in engineering, took a studio on School
Street in Boston, and began exhibiting paintings and teaching
art. He also worked as an illustrator for Harper’s Monthly
Magazine and Century Magazine.

Having returned to Boston in 1892, Wendel opened a studio on
Huntington Avenue. He exhibited with Theodore Robinson at
the Williams and Everett Gallery and taught at Wellesley
College and the Cowles Art School. He painted in Gloucester
from 1888 until 1902, where he first began to adapt his
Impressionist style to the New England landscape. In 1897 he
married Philena Stone, one of his students at the Cowles Art
School, and they moved to a large farm in Ipswich,
Massachusetts. From this time on, Ipswich became the focus of
Wendel’s work. Not only did he paint landscapes and people,
but he also loved working the farm himself. In 1917 he fell
seriously ill. He died in Ipswich in 1932.
John I. H. Baur, “Introducing Theodore Wendel” in A rt in A merica 64,
no. 6 (Nov/Dec 1976): 102-105; BAC; BCD; Gerdts; Hirshler;
WWAA; Wylie.

Illustration p. 45

George F. Wing
b. 1870, Massachusetts
d. unknown
A student of Dennis Bunker, Wing was in New York from 1901
to 1902 but by 1908 had settled in Wareham, Massachusetts. He
had a summer studio in South Dartmouth and painted fresh
impressionistic landscapes of southeastern Massachusetts until the
early 1920s. By 1930 he was living in Melrose, Massachusetts.

In 1890 Woodbury married one of his students, Marcia Oakes,
and together they went to Europe where Woodbury studied at
the Académie Julian. They spent most of 1891 in Holland and
returned there frequently over the next fifteen years, In 1896
they had a son and Woodbury built a studio in Ogunquit, Maine.
He eventually established an artists’ colony there as painters
flocked to his summer school. Marcia Oakes Woodbury, who
had been in frail health since 1909, died in 1913.
Woodbury taught at Wellesley College and maintained a studio
at Grundmann Studios. In addition to the Art Club, he was a
member of the Copley Society, the Boston Water Color Club,
the Boston Society of Water Color Painters, the Guild of
Boston Artists, the Society of American Artists, and in 1907
was elected full member of the National Academy of Design.
With good friend Hermann Dudley Murphy he made several
trips to Jamaica and St. Thomas. In 1922 his book,
Observation: Visual Training through Drawing was published.
Through the 1920s and 30s he made repeated trips to islands in
the Carribbean.
Woodbury has the distinction of being one of the youngest
exhibitors of the Boston Art Club, having exhibited a painting
in the inaugural exhibition of the new club house in 1882, at
the age of 15. He continued to exhibit watercolors and oils
there until 1915.
Earth, Sea and Sky, Charles H. Woodbury (Cambridge: MIT Museum,
1988); BAC; Hirshler; Howlett; WWAA.

Illustration p. 53

In 1902 he exhibited Surf — Evening at the Boston Art Club.
He also exhibited paintings at the Pennsylvania Academy of the
Fine Arts and, in later years, at the New Bedford Art Club.
BAC; Blasdale; WWAA.

Illustration p. 42
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