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We are honored that the Mickiewicz Family has chosen Vose Galleries
to present twelve nineteenth-century American paintings from the prominent collection of their late parents, Matthew S. and Helen M. Mickiewicz. Many of these
works were purchased from Vose Galleries, including the cover, Jasper Cropsey’s
Greenwood Lake, New Jersey. We remember with great fondness the senior Mickiewiczes when they spent the weekend in Boston celebrating the galleries’ 150th
anniversary in 1991. They participated in every event during the weekend: a gala
dinner and behind the scenes tour of the Museum of Fine Arts, Boston, a walking tour of artist Frank Benson’s Salem, a lunch and tour of the Peabody Essex
Museum and a luncheon at the home of one of our dearest clients.

As I acquainted myself with their collection, I was drawn back once
again into the challenges that life presented in the 1800s. The landscape paintings in particular reminded me of what early American artists must have experienced as they struggled to make a living from their art. I can’t imagine how artist
Thomas Cole (1801-1848) could have
traveled by foot for 300 miles from
Philadelphia to Steubenville, Ohio and
then set out across Ohio to work as an
itinerant portrait painter. How did Frederic Edwin Church (1826-1900) trek
through the wilderness of South America
and come out alive? How did any of our
early painters, without transportation,
make it through the wilds of the American wilderness in search of the sublime?

These tight strictures were soon to be challenged, however, when an
English immigrant named Thomas Cole became enthralled by the American outdoors and set out to follow a new path, one dedicated to painting the American
landscape solely for its own beauty and connection to the divine. Beginning in
the second decade of the 1800s, a loosely formed school of American landscape
painting emerged—the Hudson River School—that would hold sway over landscape painting for the next fifty years. Painters would be inspired by the great authors writing early in the century—Ralph Waldo Emerson (1803-1882), Henry
David Thoreau (1817-1862), Nathaniel Hawthorne (1804-1864) and Henry
Wadsworth Longfellow (1807-1882), among the many—who turned to nature to
reveal the divine.
Thomas Cole’s treatment of the landscape, which many of his followers adopted, combined realistic detail with romanticism, engaging the artist’s imagination to enhance elements of the scene rather than create a strict reproduction.
Artists of this early group believed that
the landscape was a sacred place, and
painting offered a way of communing
with God. Of all the events that furthered the hegemony of the Hudson
River School, the completion of the Erie
Canal in 1825 was one of the most important. The canal opened up commercial traffic from the Atlantic Ocean
northward through the Hudson River
and continued westward to the Great
Lakes. New York became the most important port in the country, and new settlements sprouted in Western New York,
providing a living for the many artists
who could now travel to paint the local
scenery.

Focusing first on the landscape
painters in this exhibition, most made
their homes in New York or New England, and it is helpful to understand the
events that helped or hindered the establishment of an American art in these vital
two areas. Fourteen of these landscape Robert Spear Dunning (1829-1905), Thornton, New Hampshire
The Hudson River School
artists are considered White Mountain Oil on canvas, 8 1/2 x 13 1/2 inches, signed lower right: R. S. Dunning painters frequented not only the Hudson
River Valley, but also the surrounding
painters, while the eight Hudson River
School painters in the collection happened to be members of the White Moun- area, including the Catskill and Adirondack Mountains. The prominent painter T.
tain camp as well. These twenty-four artists were born between 1796 and 1860, Worthington Whittredge (1820-1910) painted the iconic Kaatskill Creek (p. 11),
and during their long lives, experienced the many changes that forged a new located in the eastern Catskill Mountains of New York, and Asher B. Durand
(1796-1886), who became the leader of the Hudson River School after Cole’s
America.1
death in 1848, painted his bucolic View near Dover Plains (p. 9), east of the PoughDuring the early part of the 1800s, formal portraiture was the earliest ac- keepsie area in Duchess County, New York. Many painters ventured even farther
cepted art form, with the roots of landscape painting appearing merely as back- to the northern part of the state, as evidenced by Charles Linford’s (1846-1897)
grounds in the most elaborate works. American artists along the East Coast were September Morning on Lake George (p. 26) and Aaron Draper Shattuck’s (1832-1928)
taught to continue the European model of painting allegorical or historical scenes. Summer Clouds over Lake Champlain (p. 19). Regardless of location, these artists emLandscape painting in its own right was dismissed as unworthy subject matter.
braced a similar aesthetic of depicting the divine in nature.
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Benjamin Crackbone Champney (1817-1907), Carter Notch from Wildcat River, Jackson, New Hampshire, 1854
Oil on canvas, 24 x 34 1/4 inches, signed and dated lower right: B. Champney 1854
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One of Cole’s most ardent disciples of the theory of God and nature,
Jasper Francis Cropsey (1823-1900), was one of a small coterie of artists who
placed a heightened emphasis on light and atmosphere. It was thought that artists
and viewers were transported to the spiritual source of light, especially at sunset
and sunrise. Cropsey was known particularly for his fall sunset scenes, and this
view of Greenwood Lake (cover), his favorite subject, attests to his expertise.
Dubbed Luminism in the twentieth century, some of Cropsey’s fellow practitioners were Martin Johnson Heade (1819-1904), Sanford Gifford (1823-1880),
George Inness (1825-1894) and Albert Bierstadt (1830-1902).
By mid-century, another school of landscape painting was forming in
the White Mountains of New Hampshire. Although Thomas Cole was one of
the first recorded artists to paint in the White Mountains, it was Benjamin Champney (1817-1907) who
was most instrumental in colonizing North Conway in
1851. Artists ventured north from Boston and New
York to visit this picturesque land, with many artists
making it a yearly summer ritual. During the summer
of 1853, roughly forty artists were staying in North
Conway alone.

Many located views of New Hampshire or
nearby appear in this exhibition: Carter Notch from Wildcat River, Jackson, New Hampshire (p. 3) by Benjamin
Champney, Thornton, New Hampshire, (p. 2) by Robert
Spear Dunning (1829-1905), Mt. Kearsarge from Fryeburg,
Maine (p. 5) by John Ross Key (1837-1920), North Conway, New Hampshire (p. 18) by Aaron Draper Shattuck,
and Fabyan’s Hotel, White Mountains (p. 14) by Russell
Smith (1812-1896).2 Others flocked to the area to paint
on the spot and produced the typical bucolic scenes
of streams featuring cows and sheep, mountain views,
or quiet little towns with church steeples dotting the
sweeping plains.

ing, one that eliminated details and focused on light. Theodore Wendel (18591932) was one of the first Americans to paint in an impressionist manner and
bring it back to the States, as seen in his pastel Spring Landscape (p. 32).

Although a Barbizon follower early in his career, J. Appleton Brown’s
(1844-1902) Apple Blossoms near a Pond (p. 33), attests to his conversion to the impressionist group, and his pictures became so popular that he was known as
“Apple-blossom Brown.” Close in age, fellow New Englander John J. Enneking’s (1841-1916) two works featured here provide examples of an artist with
one foot in the Barbizon camp and one in Impressionism. After his trips to Europe, he would continue to paint in both styles simultaneously for the rest of his
career.
Marine paintings were also in high demand
throughout the nineteenth century. We present three
examples by marine painter James E. Buttersworth
(1817-1894), who emigrated from England when he
was thirty years old and made a good living recording
the transformation of the shipping world from sail to
steam in the New York City area and abroad. Alfred T.
Bricher (1837-1908), who painted the bucolic scenery
in the White Mountains and the Catskills, was also
beloved for his coastal scenes. He painted up and
down the Northeast—from New Jersey to New
Brunswick—capturing the coastline in an exacting
style similar to Cliffs, Grand Manan (p. 24), a top-tier
canvas.

Finally, still life painting was extremely popular
in the late nineteenth century, and one of the most
prominent was Robert Spear Dunning (1829-1905),
who turned to still life painting when he was thirtyfive and became quite successful. He founded the Fall
River School of Painting in southeastern Massachusetts, which focused on still lifes. Not far away in Providence, Rhode Island, Edward C. Leavitt (1842-1904)
painted a steady output of still lifes for the newly affluent Victorian middle class. His subject matter varied widely from flowers, fruit and antiques to dead fish
and game!3

When the Transcontinental Railroad was
completed in 1869, and after railroads were built
throughout New Hampshire, the demise of the Hudson River School and the White Mountain School was
not far off. People now could see for themselves the
vast wilderness of the American West, and during the
financial panic of the 1870s, patrons no longer visited Arthur Wesley Dow (1857-1922)
1 Oddly enough, the twenty-four painters in this exhibition lived an
the White Mountains for the summer, or they chose to
Coastal Landscape, 1889
average of 77 years. Asher B. Durand lived to age 90, and the Gerexplore other regions opened up by the burgeoning
man immigrant Hermann Herzog lived to 101 years. In contrast,
transportation systems. Perhaps most importantly, the Oil on canvas, 12 x 8 1/4 inches, signed and
the average life expectancy of males born in the United States in
public’s fickle taste was turning away from grandiose Dated lower right: A W Dow/Sept. 89
1850 was only 38 years!
scenes of the American wilderness, and toward the
2 Beginning in the 1850s, tourism blossomed in the White Mounmore personal and poetic view of nature, espoused by the newly popular French
tains, supporting not only the artists, but also many hotels and inns. One of the most well known is
the Crawford House, built in 1850. It was known by several other names later on, one being the
Barbizon School.
Drastic changes in painting the landscape occurred during the last quarter of the nineteenth century as the Impressionist style gained in popularity. In
the 1880s, American painters flocked to France to learn this new form of paint-
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Fabyan House. These resorts were often the scene of fancy parties and fine food, and attracted many
guests who stayed for the entire summer.

3 Even the revered American painter William Merritt Chase (1849-1916) painted graphic still-lifes of
dead fish which were highly prized by museums and collectors—quite a departure from his highkeyed impressionist landscapes.

John Ross Key (1837-1920), Mt. Kearsarge from Fryeburg, Maine, 1878
Oil on canvas, 25 x 36 inches, signed and dated lower left: John R. Key 78
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William McDougal Hart (1823-1894), Autumn Landscape, 1871
Oil on wood panel, 9 x 14 1/8 inches, signed and dated lower left: Wm. Hart 1871
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Benjamin Crackbone Champney (1817-1907), Autumn Walk, 1867
Oil on canvas, 22 x 36 1/8 inches, signed and dated lower left: B. Champney/1867
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Frederick DeBourg Richards (1822-1903), View of the Upper Hudson, near Haverstraw, New York, 1872
Oil on canvas, 14 1/8 x 21 1/2 inches, signed and dated lower right: F. DeB. Richards/72
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Asher Brown Durand (1796-1886), View near Dover Plains, New York
Oil on canvas, 11 x 16 1/8 inches, signed lower center: A B Durand

9

The Collection of

Matthew S. and Helen M. Mickiewicz
When Matthew and Helen Mickiewicz began to collect art, they
bought pieces which were a reflection of their personal histories as well as
their love for travel. Among the extensive collection of antiques and decorative arts were porcelain figurines, silver pillboxes, antique clocks, walking sticks and canes, which they acquired over many years in Western and
Eastern Europe, in Asia and stateside. Their collection enriched the lives
of their friends and family members, adding to their appreciation of fine
art.

In the 1960s, the native New Yorkers moved across the country
to Los Angeles, and soon became members of the Los Angeles County
Museum of Art (LACMA) and the museum’s Decorative Arts Council.
As they traveled more, spent more time in museums and with the
LACMA, their appreciation grew with their knowledge, leading them to
start acquiring American paintings.

Their museum-quality prints and paintings were carefully chosen
over many years, a close collaboration that resulted in a very personal and
beloved collection. Matthew’s interest in maritime themes, having served
in the Navy during World War II, was expressed in the wonderful paintings by Xanthus Smith, Sailing Sloop ‘Ocean’ and Coastal Scene, Pensacola,
Florida, and two gems by James E. Buttersworth, Sambro Head-Entrance to
Halifax Harbor, Nova Scotia, and Two Racing Yachts.

Located scenes of New England and New York, such as Aaron
Draper Shattuck’s Summer Clouds over Lake Champlain and North Conway,
New Hampshire, Russell Smith’s, Fabyan's Hotel, White Mountains, New Hampshire, Greenwood Lake, New Jersey, by Jasper Francis Cropsey and Kaatskill
Creek by Worthington Whittredge, all attest to their love for the landscape
they had left behind.
The dining room and kitchen walls were filled with fruit, represented in an array of still lifes by 19th century artists such as Robert Dunning and Edward Leavitt, two of New England’s most popular and
influential still life painters.

Matthew and Helen purchased several of the paintings in their
collection from Vose Galleries on trips to Boston. One of their prized
paintings, Whittredge’s Kaatskill Creek, purchased from Vose in 1975, hung
over the fireplace in the living room, holding a place of prominence. The
work was later loaned to the LACMA for the museum’s 1996 exhibition,
“American Paintings in Southern California Collections: From Gilbert Stuart to Georgia O’Keeffe.” As a testament of their attachment to the museum, the Mickiewiczes gifted the LACMA with the iconic John White
Alexander painting, Portrait of Mrs. John White Alexander.
It is fitting that these pieces from their collection, acquired lovingly over a thirty-year period, should make their way back to Vose Galleries, so that future generations can share in the enjoyment of collecting.

Thomas Worthington Whittredge (1820-1910), Kaatskill Creek
Oil on canvas, 28 1/8 x 20 1/8 inches, signed lower left: W. Whittredge
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Alfred Thompson Bricher (1837-1908), Seascape with Dory on Shore
Oil on canvas, 10 x 14 inches, signed lower right: AT Bricher
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Jasper Francis Cropsey (1823-1900), Greenwood Lake, New Jersey, 1874
Oil on canvas, 12 x 20 inches, signed and dated lower right: J. F. Cropsey/1874
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Top: Xanthus Russell Smith (1839-1929), Coastal Scene, Pensacola, Florida, 1926, oil on
board, 8 1/8 x 12 inches, signed and dated lower left: Xanthus Smith/1926; Bottom:
Russell Smith (1812-1896), Fabyan's Hotel, White Mountains, New Hampshire, 1849, oil
on paper, 8 x 11 3/4 inches, signed and dated verso: Russell Smith 1849

Xanthus Russell Smith (1839-1929), Sailing Sloop 'Ocean,' 1865
Oil on canvas, 8 1/8 x 12 inches, signed lower right: Xanthus Smith 1865
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James Edward Buttersworth (1817-1894), Sambro Head - Entrance to Halifax Harbor, Nova Scotia
Oil on board, 8 x 12 inches, signed lower right: J. E. Buttersworth
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James Edward Buttersworth (1817-1894), Two Racing Yachts (possibly the 'Madge' and 'Vixen')
Oil on wood panel, 6 3/4 x 10 1/8 inches, signed lower right: J. E. Buttersworth
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Aaron Draper Shattuck (1832-1928), North Conway, New Hampshire, 1856
Oil on board, 10 1/4 x 16 1/8 inches, signed and dated lower left: A. D. Shattuck/1856
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Aaron Draper Shattuck (1832-1928), Summer Clouds over Lake Champlain, Vermont
Oil on board, 9 1/8 x 16 inches

19

Edward Chalmers Leavitt (1842-1904), Grapes and Wine Bottle, 1880
Oil on canvas, 16 x 20 inches, signed and dated lower left: E C Leavitt 1880
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Robert Spear Dunning (1829-1905), Pear, Peaches and Grapes, 1877
Oil on canvas, 10 1/2 x 8 3/8 inches, signed and dated lower right: R. S. Dunning 77
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Addison Thomas Millar (1860-1913), Old Man's Back, Siasconset, Nantucket, Massachusetts
Oil on canvas, 18 1/8 x 30 inches, signed lower left: Addison T. Millar, circa 1899
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William Trost Richards (1833-1905), Shoreline with Distant Mountains, Pacific Northwest
Oil on canvas, 17 x 31 inches, signed lower right: Wm. T. Richards
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Alfred Thompson Bricher (1837-1908), Cliffs, Grand Manan
Oil on canvas, 37 1/4 x 28 inches, signed lower right: AT Bricher

James Edward Buttersworth (1817-1894), Off Barbados
Oil on canvas, 25 x 30 inches, signed verso: J. Buttersworth, circa 1845
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Charles Linford (1846-1897), September Morning on Lake George, New York, 1885
Oil on canvas, 15 x 24 1/4 inches, signed lower left: C. Linford
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Ernest Wadsworth Longfellow (1845-1921), River Landscape, 1873
Oil on canvas, 12 x 20 inches, signed and dated lower right: Ernest Longfellow '73
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John Joseph Enneking (1841-1916), October Pasture, 1887
Oil on canvas, 22 x 30 inches, signed and dated lower right: Enneking 87
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John Joseph Enneking (1841-1916), Summer Sunset, Rowe, Massachusetts, 1897
Oil on canvas, 22 1/8 x 30 1/8 inches, signed lower right: Enneking 97
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Hermann Ottomar Herzog (1831-1932), A Walk along a Path at Sunset
Oil on canvas, 14 1/8 x 20 1/8 inches, signed lower left: H. Herzog
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William Louis Sonntag (1822-1900), Autumn Landscape with Fisherman
Oil on canvas, 13 x 17 inches, signed lower left: [W] L. Sonntag, circa 1863
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Theodore Wendel (1859-1932), Spring Landscape, 1894
Pastel on paper on board, 22 1/2 x 26 1/4 inches, signed and dated lower right: Theo. Wendel '94
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John Appleton Brown (1844-1902), Apple Blossoms near a Pond
Oil on canvas, 20 x 26 inches, signed lower left: J. Appleton Brown
33

Artist Biographies
Alfred Thompson Bricher (1837-1908)
At the age of fourteen, Alfred T. Bricher left his home town of Newburyport, Massachusetts, and went to Boston to work as a clerk in a dry-goods store.
He took art classes at the Lowell Institute in his spare time, and quickly became
entrenched in the art community. In 1862, Bricher set up a studio in Boston’s
newly built Studio Building, which at that time was also home to fellow landscape
painters Martin Johnson Heade, William Bradford, George Inness and Samuel
Gerry. By 1867, he had a studio on Tremont Street, and eventually moved to New
York. Bricher became an associate member of the National Academy, and was a
frequent exhibitor at the Boston Athenaeum, the Pennsylvania Academy, and with
the American Water Color Society.
During his early career, Bricher made sketching trips through the
Catskills and Hudson River in New York and the White Mountains of New
Hampshire, but by the mid-1870s, he began to concentrate on marine paintings
of the New England and Canadian coastlines, a subject for which he is now best
remembered. After his second marriage in 1881, Bricher spent summers in
Southampton, Long Island, and began to paint up and down its shores. Staten Island also became a favorite subject after building a home there around 1893.
Through extensive travel, hard work and the encouragement of fellow artists
and dealers, Bricher became one of the most well-known and widely collected
marine painters of his day. Nineteenth-century Vose Galleries proprietor Seth
Vose, a great admirer of Bricher’s work, handled his paintings from as early as
1862, buying up to twenty paintings at a time. Bricher was also promoted by
Springfield, Massachusetts, dealer James D. Gill, who sold many of his paintings
to George Walter Vincent Smith, whose collection is now housed in the George
Walter Vincent Smith Art Museum in Springfield, Massachusetts.

References: Falk, Who Was Who in American Art (1999); Jeffrey Brown, Alfred Thompson Bricher 18371908 (Indianapolis Museum of Art, 1973).

John Appleton Brown (1844-1902)
“[Brown] makes you think of the happy places that you have seen, and the happy events that
have occurred in your summer days, he enlightens you concerning his experience and sets you into
a hopeful mood…I think Brown paints as he feels, and that he feels poetically and sincerely.”
Popular for his depictions of pastoral springtime landscapes, John Appleton
Brown was considered one of America’s most prominent disciples of the Barbizon, and later, impressionist styles of landscape painting in the late 19th century.
Born in Newburyport, Massachusetts, Brown was encouraged by his family early
in his youth to pursue his art, and moved to Boston around 1865, where he trained
with Benjamin Porter and worked alongside George Inness and William Morris
Hunt in the city’s Studio Building. One year later, he traveled to Paris to study
under Emile Lambinet, and was influenced by the subtle textures and palettes of
the Barbizon painters Corot and Daubigny. Brown was back in the States by 1868,
and married fellow artist Agnes Bartlett in 1874. He returned to Europe with his
bride in the fall of that year, where the pair found inspiration sketching in the
same glens and valleys of Corot, visiting the regions of Ville D’Avray and Calvados. Brown exhibited several landscapes at the Paris Salon, and when he finally settled back in Boston in the summer of 1875, his work was eagerly collected by
34

those seeking this latest painting style.
Brown was close friends with fellow Barbizon admirer and practitioner
William Morris Hunt, and the two often sketched together and became regular
visitors to Celia Thaxter’s cottage on Appledore Island off the Maine coast before Hunt’s untimely death in 1879. In that same year, Brown and his wife Agnes
began holding annual exhibitions of their work at Doll & Richards Gallery in
Boston, and during the 1880s, Brown reached the pinnacle of his popularity when
he adopted the practices of the Impressionist movement. He was nicknamed
“Apple-blossom Brown” for his bright, idealized paintings of blossoming apple
orchards, praised by critics for their “Wordsworthian” simplicity.1 In his 1923 article on Brown published in the American Magazine of Art, William Howe
Downes writes: “Brown was famous for his paintings of apple blossoms…His
success with this class of subjects was phenomenal…In the hands of a less intelligent artist the florid pink and white of these canvases would have been vapid,
thin, and a little too sweet; it was never so with Brown’s apple blossom pictures;
they had the refinement and daintiness and elegance of the juste milieu.”2 Brown
was equally successful in his pastels, a medium which allowed him to continue
his atmospheric studies of nature with a looser, more translucent touch.
William Howe Downes, “John Appleton Brown, Landscapist,” American Magazine of Art, 14, no 8
(August 1923), p. 437.
2 Ibid.
1

References: Falk, Who Was Who in American Art (1999); William Howe Downes, “John Appleton
Brown,” American Magazine of Art, 14, no. 8 (August 1923), pp. 436-439; Frank T. Robinson, Living
New England Artists (Boston: Samuel E. Cassino, 1888), pp. 21-28.

James Edward Buttersworth (1817-1894)
James Buttersworth was born outside of London to a family with a long history of British marine painting. Well-grounded and trained in the traditions of his
predecessors, James Buttersworth is best known for his depictions of the great
frigates, clipper ships and racing sailboats of his day, rendered in full sail, under
dramatic skies.
Buttersworth immigrated to the United States sometime between 1845 and
1847, settling in West Hoboken, New Jersey, with his wife and five children. The
proximity to New York, then the epicenter for marine commercial transportation, allowed the artist a constant supply of subject matter, and he spent the next
four decades recording the transformation of the shipping world, as steam replaced sail, and as recreational yacht racing took hold. He had an innate talent for
capturing the movement of a vessel and his style was distinctive; his ships, accurately rendered with exquisite detail, navigate over a generally muted palette of
green-blue waters, complemented against warmer tones of gray and yellow in the
sky and clouds.
Buttersworth exhibited only rarely, submitting paintings to the American Art
Union in 1850s, but supported his large family by taking on private commissions
and painted in all sizes, though he preferred smaller format pictures. For those
who could not afford the originals, his work was made more accessible to a wider
audience through the lithography of Nathaniel Currier and later, Currier & Ives.

References: Falk, Who Was Who in American Art (1999); Rudolph J. Schaefer, J. E. Buttersworth, 19th Century Marine Painter (CT: Mystic Seaport, 1975); Richard B. Grassby, Ship, Sea, and Sky: The Marine Art
of James Buttersworth (NY: Rizzoli, 1994).

Benjamin Crackbone Champney (1817-1907)
“We were delighted with the surrounding scenery, the wide stretch of the intervales, broken with
well-tilled farms, the fields just ripening for the harvest, with the noble elms dotted about in
pretty groups.”
-Benjamin Champney, 19001

The summer of 1851 was a defining moment in American art history, as
America witnessed the birth of one of its earliest artist colonies, North Conway,
New Hampshire. Inspired by the enthusiasm of Benjamin Champney and John
Kensett, artists such as Alfred Ordway, Benjamin Stone and John Casilear ventured north from Boston and New York to the White Mountains for an introduction to this painters’ haven. For many artists, this summer visit would become
an annual expedition, and together, these men would shape the White Mountain
School of painting.
Champney made his first voyage on foot from Boston to North Conway
during the summer of 1838, and was so enchanted by the picturesque summits,
falls and gorges of this region that he devoted the following sixty years to painting its landscape. He was raised nearby in New Ipswich, New Hampshire, but
spent much of his young adult years in Boston. Apart from exhibitions at the
Boston Athenaeum, which began in 1827, and at Chester Harding’s Gallery,
founded in 1833, the city still held few options for artists during this period. At
the suggestion of Washington Allston, Champney sought instruction abroad in
1841 and befriended Kensett, Casilear and Asher Durand while in Paris.
While Champney found inspiration in the forest of Fontainbleau, the Rhine
Valley of Switzerland, and the ruins of Rome, he lamented the influence of European art on American painters: “A truly American school of art therefore is
not possible so long as we can not translate our nature for ourselves, and only see
through French eyes and follow all their fads and fashions.”2 He would return to
Europe numerous times over the course of his career, even showing a painting
from his initial trip at the first Boston Art Club exhibition in 1842, but the White
Mountains would remain his passion.
In 1853, Champney purchased the Lewis Eastman House just south of Conway Village and converted a carpenter’s woodshop into his personal studio. As
artists began visiting the Conway area with increasing popularity, Champney joked
that his studio threatened to become a fashionable tourist attraction. His paintings were received with equally high regard, and during the 1870s, Louis Prang
produced up to 100,000 chromolithographs of many of his works.
Shortly after his 90th birthday, Champney wrote to a neighbor, remarking: “I
paint a little every day as it please me & think some of my last pictures are as
good as any I have done.”3 Champney painted up until the morning of his death
in 1907, sixty-nine years after his first visit to North Conway.
Benjamin Champney, Sixty Years’ Memories of Art and Artists, (Woburn, MA: Wallace & Andrews,
1900), p. 102.
2 Ibid., p. 134.
3 Letter to Georgiana Souther Barrows, Nov. 26, 1907, in New Hampshire Historical Society’s, Beauty Caught
and Kept: Benjamin Champney in the White Mountains (Concord, NH, 1996).
1

References: Benjamin Champney, Sixty Years’ Memories of Art and Artists, (Woburn, MA: Wallace &
Andrews, 1900); William G. Hennessy and Frederic A. Sharf, “Benjamin Champney and the American Barbizon, 1850-1857,” Antiques, Nov. 1963.

Jasper Francis Cropsey (1823-1900)
Noted American landscape painter Jasper Cropsey was born in Rossville,
Staten Island, and discovered early on an interest in drawing and architecture. At
age fourteen he received certification from the New York Mechanics Institute
and the American Institute of the City of New York for his design of a house,
which soon led to an apprenticeship with New York architect Joseph Trench.
Trench encouraged Cropsey’s love of art and hired British artist Edward Maury
to give him lessons in watercolor. In addition, Cropsey attended formal art classes
at the National Academy of Design.
In 1843, Cropsey opened his own architectural practice and began exhibiting work at the National Academy. One year later, at the age of twenty-one, he
was elected an Associate of the Academy, the youngest to receive the honor, and
by 1845, he had transitioned solely to landscape painting.
Cropsey firmly believed that accurately rendering nature as it applies to the
American landscape was the highest form of art, and his talent for doing so was
espoused in an 1847 review of the National Academy exhibition: “Mr. Cropsey
is one of the few among our landscape painters who go directly to Nature for
their materials. For one so young in his art, his attainments are extraordinary, and
it is no disparagement to the abilities of those veterans of landscape art, Cole
and Durand, to prophesy, that before many years have elapsed, he will stand with
them in the front rank, shoulder to shoulder.”1
Like his contemporaries and those who came before, Cropsey would travel
widely throughout the east coast for his subjects, painting the picturesque scenery
of the White Mountains and the Hudson River Valley, but found his favorite location at Greenwood Lake, New Jersey. In a letter to John Wickliffe Kitchell written decades later in 1897, Cropsey recalled, “I lived at the Greenwood Lake during
the summer for a number of years and formed a strong attachment to the place.
It has been the origin of many of my pictures.”2 He first visited the area in 1843,
discovering a source of inspiration for decades to come, and it was at Greenwood
Lake that he met Maria Cooley whom he married in 1847. After a two year honeymoon throughout England, France and Italy, where Cropsey befriended and
sketched with fellow expatriates, the couple returned to the United States in 1849.
Back in America, Cropsey established a studio in New York and took on a
handful of students, most notably David Johnson, to supplement his income. He
continued his sketching trips throughout New England and New York, to Niagara Falls and Canada, while sending his work for exhibitions at the National Academy, where he was elected a full member in 1851. In 1856, he and Maria returned
to England and were welcomed into the literary and artistic circles of London
society, counting among their acquaintances Sir Charles Eastlake, director of the
National Gallery, and the writer John Ruskin:
“[Cropsey’s] studio is often visited by Ruskin, who at first could scarcely believe the brilliant combinations in the artist’s autumnal sketches were other than exaggerations of ‘Young America;’
but…he now believes fully in the radiant truth of his trans-Atlantic studies.”3
Cropsey exhibited with the Royal Academy, and both his American and English landscapes found a strong market with British collectors, but he returned to
New York by 1863 to paint the Civil War battlefront.
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Following the Civil War, Cropsey’s manner of painting developed a Luminist quality long practiced by some of his colleagues, notably John Kensett and
Sanford Gifford. Unlike the traditional Luminists, however, who emphasized atmosphere over detail, Cropsey recorded the radiance of sunrise and sunset while
still retaining the precise lines and truth to nature he had consistently displayed
throughout his career.
In addition to the annuals at the National Academy, Cropsey exhibited at the
Brooklyn Art Association, the Pennsylvania Academy and the Boston Athenaeum,
and was instrumental in founding the Union League Club in New York City and
the American Water Color Society. By the 1880s, as the Impressionist and Barbizon movements took prominence over the Hudson River School tradition,
Cropsey’s popularity lapsed and he focused on his architecture to support his family. In 1885, the Cropseys moved to a new home at Hastings-on-Hudson, New
York, where he designed a studio addition befitting his classical tastes. He continued to paint, turning toward watercolor during the last fifteen years of his life.
Literary World, May 15, 1847, p. 347, in William S. Talbot (essay), Jasper F. Cropsey 1823-1900 (Washington, DC: Smithsonian Institute Press, 1970).
2 Letter written by Jasper Cropsey to Captain John Wickliffe Kitchell, August 21, 1897.
3 “Foreign Art Items,” Cosmopolitan Art Journal 2, 1858, p. 144, in American Paradise: The World of the Hudson River School (NY: Metropolitan Museum of Art, 1987), pp. 206-207.
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Arthur Wesley Dow (1857-1922)
Arthur Dow is regarded as one of the most influential teachers at the turn
of the century, bridging the gap between the classical tenets of traditional painting and the modern ideas of a changing world. Born in Ipswich, Massachusetts,
Dow began his foray into the arts by drawing notable Ipswich houses, landmarks
and battles for a local antiquarian, the Reverend Augustine Caldwell. Recognizing Dow’s inherent talent, Caldwell insisted he pursue professional art studies,
which began in the summer of 1880 with Worcester, Massachusetts, artist Anna
K. Freeland, and later in the studio of Duveneck-trained Boston artist James M.
Stone. Stone’s Munich background inspired his own traditional atelier curriculum, and Dow quickly learned the basic concepts of composition and modeling
from casts. Caldwell advised his young friend to make the journey to Europe to
complete his training, so for the next few years Dow taught students privately
throughout Massachusetts and New Hampshire to raise the funds for his travels.
Dow departed for Paris in October of 1884 and entered the Académie Julian under Gustave Boulanger and Jules LeFebvre. In the urban atelier, he was
schooled in the formal elements of figure drawing and romantic painting themes,
but it was the summers spent along the Brittany coast that would bring about an
evolution in his work. At Pont Aven and Concarneau Dow worked alongside
other expatriates who were experimenting with plein air Impressionist techniques.
However, Dow was drawn to the subdued light effects and salt filled air of the region, and was equally inspired by the work of Thomas Alexander Harrison, the
influential marine tonalist who kept a studio in Concarneau. As a result, Dow
began producing tonalist landscapes that he later showed at the Paris Salon, and
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held an exhibition of Ipswich and Breton paintings at Boston’s J. Eastman Chase
Gallery in January of 1888 during a brief trip home. He was back at Pont Aven
in Brittany by the summer of 1888 and in the fall was in Concarneau with his
mentor Harrison, before returning to Paris in early 1889 to complete his formal
studies.
Dow was back in Ipswich by August of 1889, and established a studio and
“atelier” in his home town which he found, like the Brittany coast, had been transformed into an artists’ haven. Its marshlands, river inlets and harbor activity provided plenty of subject matter for fellow French-trained painters Frank Benson,
Hugh Bolton Jones and William Picknell, among others, and Dow continued applying his tonalist plein air methods to the North Shore environment.
The years following Dow’s return from France were very active and transformative. In the fall of 1890, he moved to a studio in Boston and soon after discovered the world of Japanese prints while on a visit to the library and the
Museum of Fine Arts. Enthused by their strong sense of compositional balance,
Dow applied the techniques of line and form he gleaned from the work of the
Japanese masters to his tonalist paintings, and to the woodcuts he produced of
North Shore environs for which he would come to be best known. Beginning in
1893, he held curatorial positions at the Boston Museum’s Japanese department,
and in 1895 a solo exhibition of his woodcuts was hung in the Japanese wing.
That same year he took a teaching position at the Pratt Institute in New York,
where his techniques and philosophy focusing on the merger of Eastern and
Western practices inspired the many students vying for space in his classroom. In
1898, he was invited to teach his compositional course at the Art Students League
as well and one year later he published Composition, his personal manifesto on the
theories of line, form and notan, the Japanese concept of balancing light and
dark forms, which motivated both his students and established artists to break
from the more traditional studio methods. Dow’s philosophies on design and his
endorsement of the aesthetic and decorative approach to art aligned with the burgeoning arts and crafts movement of the turn of the century and he continued
to emphasize the beauty of personal craftsmanship to his New York students and
to those he welcomed to his Ipswich Summer School of Art, which ran from
1891 until 1907.
In 1904, Dow left Pratt and was appointed the director of the Fine Arts Department at Columbia University’s Teachers College, a position he held until 1922.
He was already a member and an active exhibitor at several arts organizations, including Boston’s Copley Society and the Paint and Clay Club, and soon after
joined the National Arts Club, the American Water Color Society and the National Society of Craftsmen, and, in 1917, the fledgling Society of American
Artists. He also became a popular lecturer, espousing his theories on art during
visits to several universities and clubs, and was represented in New York by MacBeth Galleries and Montross Gallery. Dow passed away suddenly in 1922, but his
influence as both a practitioner and teacher of the principles of creative design
and visual balance would continue to serve as a model for his students and provide a stepping stone for the modernist movements of the twentieth century.
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Robert Spear Dunning (1829-1905)
Robert Spear Dunning grew up in Fall River, Massachusetts, and was best
known in his lifetime as a painter of bountiful still lifes. In a letter to Robert C.
Vose dated December 12, 1901, Dunning related his history:
“Dear friend Robert: . . .I was born in the town of Brunswick Maine, Jan 3d 1829, moved to
Fall River Mass. at the age of six years, and have resided there ever since…[I] took a studio
and began to paint portraits, landscapes, and figures. About 1864 took up the painting of still
life and fruit pictures and was very successful in receiving large prices…”
Dunning studied under Daniel Huntington at the National Academy of Design from 1849 to 1852, before returning to Fall River to open a studio, first concentrating on portraits and landscapes. Scenes of Newport and the White
Mountains of New Hampshire attest to his many travels, and he exhibited along
the east coast at the National Academy, the Boston Art Club and the American
Art Union.
Around 1865, Dunning largely abandoned landscape painting to devote himself entirely to the more profitable genre of still life. His methods focused on
strong color, accuracy of detail and sensitivity to the treatment of textures. With
fellow painter John E. Grouard, Dunning established the Fall River Evening
Drawing School in 1870, passing on his still life techniques to numerous students
and followers, including Bryant Chapin, Franklin H. Miller and Abbie Luella Zuill.

References William H. Gerdts, Painters of the Humble Truth: Masterpieces of American Still Life 1801-1939
(Columbia, MO: Philbrook Art Center, 1981); Exhibition of Paintings, Drawings and Unfinished Work
of Robert S. Dunning (Fall River Public Library, 1911); Obituaries in Fall River News and Fall River Daily
Globe, August 14, 1905.

Asher Brown Durand (1796-1886)
Born in 1796 in Jefferson Village (now Maplewood), New Jersey, Asher Durand began his artistic career in 1812 as an apprentice to the engraver Peter Maverick in Newark. By 1817, Durand and Maverick formed a partnership, with the
younger Durand assuming managerial responsibilities over the firm’s New York
office. Following a dispute concerning Durand’s acceptance of John Trumbull’s
commission to engrave his painting The Declaration of Independence, without first
consulting with Maverick, the firm was dissolved in 1820. Three years later, with
the Trumbull commission successfully completed, Durand soon established himself as one of America’s premier engravers.
Durand was an active member of the New York art community, and his work
as an engraver brought him into the circles of the leading literary and artistic
minds of the day, including that of his eventual mentor Thomas Cole. In 1826,
Durand joined ranks with a number of artists and craftsmen and helped to establish the National Academy of Design, later serving as president from 1845 to
1861. Having not received any formal academic training, Durand took full advantage of the Academy’s workshops and lectures, and according to his son John
Durand in his 1894 biography of his father, became “both pupil and teacher. Not
a moment was lost. None of his compeers, perhaps, pursued the study of art
technically with more ardour and enthusiasm.”1
Durand’s experiments with painting continued into the 1830s, with a concentration on genre scenes, historical narratives and commissioned portraits.
Around 1835, Luman Reed, a wealthy New York merchant and the most promi-

nent art patron of the time, commissioned him to paint the portraits of President
Andrew Jackson and all of the ex-U.S. Presidents, some from life and others done
as copies from earlier portraits by Gilbert Stuart. With the presidential series completed, and having Reed’s continued endorsement, Durand fulfilled his dream of
becoming a professional painter, and stopped engraving altogether by 1835.
Early sketching trips with Thomas Cole to Schroon Lake in the Adirondacks
provided inspiration to devote his energies entirely to landscape painting, leaving
behind a lucrative portrait career. After the unexpected death of Thomas Cole in
1848, Durand was thrust to the forefront of American landscape painting. Thematically, he continued to depict the bucolic reverie evident in his earlier work, but
to these he applied meticulous plein air studies of trees, roots, rocks and vegetation which he had been producing for years. Durand believed that Nature was
the physical manifestation of God on earth, and by closely translating these unadorned splendors with paint to canvas, he was giving His creation the accuracy
and prominence it deserved.
Having emerged from the shadow of Cole’s influence, Durand’s method of
conceptual realist landscape painting became an inspiration for those who would
follow. In 1855, he wrote nine “Letters on Landscape Painting” for The Crayon
magazine, in which he espoused his theories to the new generation of landscape
painters:
“Go first to Nature to learn to paint landscapes,…I would urge on every young student in
landscape-painting, the importance of painting direct from Nature as soon as he shall have
acquired the first rudiments of Art…Let him scrupulously accept whatever she present him,
until he shall, in a degree, have become intimate with her infinity, and then he may approach
her on more familiar terms, even venturing to choose and reject some portions of her unbounded wealth.” -Letter I

His meticulous attention to detail serves to celebrate the unspoiled wonders of the
natural world, and in turn he offers the viewer a momentary escape into the soothing world of the painted realm.
1

John Durand, The Life and Times of Asher B. Durand (1894), p. 82.
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John Joseph Enneking (1841-1916)
John Joseph Enneking, a man ahead of his time, had a stylistic foot in both
the pre-impressionist and impressionist worlds of the late nineteenth century. An
1873 sketch of Madame Monet bears evidence of his work as perhaps America’s
earliest impressionist painter. But he also knew Edouard Manet (1824-1898), and
studied with the great French Barbizon teacher Charles-Francois Daubigny (18171878), as well as with Eugene Boudin (1824-1898).
Orphaned as an adolescent, Enneking was raised by an aunt in Cincinnati,
Ohio, who encouraged his enrollment in St. Mary’s College in 1858. The President
of the school fostered Enneking’s interests in the arts, but his studies were interrupted when the young artist joined the Union Army during the Civil War. He
moved to Boston in 1868, studied painting and lithography for a brief year, and
established a short-lived tin ware business. Interestingly, Enneking moved his
young family to Europe in 1872 to pursue a career in the arts, which would prove
both financially and critically successful.
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Enneking’s study trips to Europe, all financed through the sale of his paintings, took him to the Munich Royal Academy for six months, and to the Paris
studio of Leon Bonnat for three years. Travels to England, Austria, Italy, and Holland exposed him to nearly every major stylistic force during this time of radical
experimentation. Enneking was not a copyist, however, but perfected his own
style to such an extent that those conversant with his technique can identify his
works without hesitation. Robert C. Vose (1873-1964), a young art dealer during
Enneking’s later years, wrote about his style:
“He loved Autumn with her glorious auburn tresses, and he loved Twilight, from her flaming
sunsets, to her tenderest afterglows, for his keen senses thrilled with love of color… equally delightful are his groups of Trout Brooks, Pastorals in Blossom Time, and Mountain Views.
Last, chronologically, and dearest to the artist’s own heart, are the “Moods,” a lovely series of
impressions of nature, subtle, subjective, tonal harmonies, which will take high rank in American Art.”
Enneking settled in Boston’s suburb of Hyde Park in 1876, and became one
of Boston’s best-known landscape painters. Strongly tied to his local surroundings,
Enneking was a devoted conservationist and acted as chairman of the Park Board
during the end of his career, helping to preserve the salt water marshes of the
Neponset River, as well as areas of the Stony Brook Reservation and Boston’s
Fenway. In 1967, Enneking’s efforts were rewarded when State Representative
Michael Feeney renamed a section of the Turtle Pond Parkway in Hyde Park the
Enneking Parkway.
Enneking’s success as an artist was foretold early-on when Williams and
Everett mounted his first solo exhibition in 1878, sold every work, and netted the
artist $5,000. He then began to exhibit widely at prominent venues throughout the
United States, including the National Academy of Design, the Pennsylvania Academy, the Art Institute of Chicago, the Corcoran Gallery, the Boston Art Club,
Vose Galleries, and the Panama-Pacific Exposition of 1915, where he won the
prestigious gold medal. He was included in the Paris Exposition of 1900, and in
a group show in 1883 with Childe Hassam (1859-1935), Willard Metcalf (18581925) and Theodore Robinson (1852-1896).
In 1915, Enneking was honored at a testimonial dinner attended by more
than 1,000 friends, colleagues and admirers, given at the Copley Plaza Hotel. Vose
Galleries retained their devotion to the artist even after his death and has held six
solo shows since 1916. In the 1917 memorial exhibition at Vose Galleries, twentyseven landscapes were hung, sold out, re-hung with an equal number, and sold out
again.
Kudos from respected art critic A. J. Philpott attests to the reputation of Enneking, a much beloved and talented painter:
“John J. Enneking’s death will be a great loss to American art, for not only was he one of the
world’s great landscape painters but he was, and has been for half a century, one of the healthiest and most inspiring influences in the American art world…”
–A.J. Philpott, The Boston Globe, Nov. 17, 1916
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William McDougal Hart (1823-1894)
“A picture is a song – a piece of music. In it one expresses, it may be, the sentiment of color,
or the hour, or place.”
-William Hart1

William Hart and his brother, artist James MacDougal Hart, were born in
Scotland, and came to the United States as young boys, settling with their family
in Albany, New York. William Hart apprenticed with a carriage maker, and painted
ornamental panels and window shades. At age eighteen, he set up a studio in his
father’s shed and began painting portraits for five dollars a head. Ailing health
sent him back to Scotland in 1849, where he sketched and painted outdoors for
three years, occasionally sending paintings to the National Academy of Design.
Upon Hart’s return to New York, he became a constant contributor to the Academy, and quickly earned a reputation as one of America’s foremost landscape
painters. According to an article in an 1875 edition of New York’s Art Journal,
“his works attracted great attention, particularly among artists and connoisseurs.
They were at once recognized as works of genius.” Because he had received no
formal fine art training, his style was considered “new and fresh, and, as the result of earnest study, at once appealed to popular favour.”2
Hart eventually settled in Brooklyn, where he became the first president of
the Brooklyn Academy of Design upon its founding in 1865. He became a full
National Academician in 1858, a year after moving into the newly built Tenth
Street Studio Building, and was a founder and president of the American Water
Color Society.

“Talks with Artists. III.–William Hart on Painting Landscape and Cattle,” Art Amateur 17 (July 1887),
p. 35, in American Paradise: The World of the Hudson River School (Metropolitan Museum of Art, 1987),
p. 87.
2 “American Painters–William Hart,” The Art Journal, 1875, p. 246.
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Hermann Ottomar Herzog (1831-1932)
Born in Bremen, Germany, Hermann Herzog began to study painting in
Düsseldorf in 1848, with Schirmer, Lessing, Achenbach, and Gude. In the flush
of early success, Herzog exhibited paintings in Germany and France, winning a
prize at the Paris Salon of 1863, and counted Queen Victoria, the Grand Duke
Alexander of Russia, and other members of royalty among his patrons. While
still living in Germany, Herzog sent paintings to the Pennsylvania Academy’s annual exhibitions from 1863 to 1869, establishing an American market for his work.
Possibly prompted by the Austro-Prussian War and the resulting civil unrest,
he immigrated to the United States with his family in 1869. They settled in
Philadelphia, and Herzog began traveling widely throughout the eastern United
States painting scenes of Niagara Falls, Lake George, the Chesapeake Bay, New
Hampshire’s White Mountains and the Maine coast in his meticulous, polished
style. Interested in capturing atmospheric moods, he would often rise at three in
the morning, and set up his materials outside to capture the first light of dawn.
In the mid-1870s, Herzog made his first trip out West, discovering the breath-

taking, mountainous landscapes of Utah, Oregon and California’s Yosemite Valley. Towards the end of the 19th century, he began producing Florida landscapes,
inspired by the region’s tropical, lush foliage.
Nature was Herzog’s chosen muse, and the varied landscapes which he
painted, whether the jagged fjords of Norway, the exotic riverbanks of Florida,
the majestic cliffs of Yosemite or the tranquil, woodland interiors of the East
Coast, attest to his versatility and talent.
In addition to the Pennsylvania Academy, Herzog occasionally showed at the
National Academy and the Brooklyn Art Association, and won a bronze medal
at the Centennial Exhibition in Philadelphia in 1876.
References: Falk, Who Was Who In American Art (1999); Donald S. Lewis, Jr. “Hermann Herzog (18311932) German Landscapist in America,” American Art Review 3, no. 4 (July-August 1976), pp. 52-66;
Donald S. Lewis, Jr. (essay), in American Paintings of Hermann Herzog (Chadds Ford, PA: Brandywine
River Museum, 1992).

John Ross Key (1837-1920)
As the great-grandson of a U.S. District Attorney, the great-nephew of a
Supreme Court Chief Justice and the grandson of Francis Scott Key, author of
the “Star Spangled Banner,” John Ross Key may have been expected to pursue
studies in the law, yet he had a proclivity for the arts. Primarily self-taught, Key
grew up in Washington, D.C., and was employed as a draftsman for the United
States Coast and Geodetic Survey while still a teenager. Through this work, he was
given the opportunity to accompany the Lander expeditions out West as a mapmaker, a trip that would foment in young Key a desire to explore and sketch as
many new places as he could. When the Civil War broke out, Key joined the Confederacy, serving with the Corps of Engineers in Charleston, South Carolina. His
duties included mapmaking and recording scenes in and around Charleston Harbor and Fort Sumter, and after the war, he would exhibit paintings inspired by
these studies in Baltimore, Washington, D.C., and New York to positive reviews.
Key stayed on the East Coast immediately following the war, working in
Boston and New York, but traveled to San Francisco in the early 1870s to paint
popular scenes of the Northern California area, including views of the Sierra
Nevadas, Golden Gate Bridge, Point Lobos and Yosemite. Many of his West
Coast paintings were made into chromolithographs by Louis Prang in the 1870s.
Between 1873 and 1875, Key went abroad to continue his training, working in
Munich and Paris, and traveling through the continent studying the old masters.
Upon his return to America, Key worked in a number of cities, including
New York, Baltimore, Chicago and Boston, where he held an exhibit of nearly
100 works at Williams and Everett Gallery in 1877. Boston also allowed him close
proximity to the popular painting grounds of New Hampshire’s White Mountains and the wilds of Maine. Critics praised his New England landscapes, noting
in an 1873 edition of the Boston Evening Transcript, “John R. Key exhibits an ardent
love for White Mountain scenery in the large pictures lately finished of the Conway Meadows and other portions of Northern New Hampshire.”1
Key exhibited at the National Academy of Design, the Pennsylvania Academy, and the Boston Athenaeum, among other institutions, and was awarded a
gold medal for his painting of the Golden Gate Bridge at the Centennial International Exhibition in Philadelphia in 1876. Today his work can be found in several public collections, including the Greenville County Museum of Art, which

counts Key’s panoramic view of the bombardment of Fort Sumter as part of its
holdings.

1 Boston Evening Transcript, May 5, 1873, in Kristiansen and Leahy, Rediscovering Some New England Artists
1875-1900, p. 113.
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Edward Chalmers Leavitt (1842-1904)
Pupil of landscape and still life painter James Morgan Lewin, Edward Leavitt was one of Providence, Rhode Island’s most prominent still life painters by the
end of the nineteenth century. He was extremely prolific, producing over a thousand still life paintings during his lifetime, and was admired for the realistic and
tangible qualities of his work.
Leavitt was a member of the Providence and Boston Art Clubs, and exhibited with the National Academy and the Pennsylvania Academy. His work can
be found in the collections of the Cahoon Museum of American Art and the
Cummer Museum.

References: Falk, Who Was Who in American Art (1999); William Gerdts and Russell Burke, American
Still-Life Painting (New York: Praeger, 1971).

Charles Linford (1846-1897)
Charles Linford was born in Pittsburgh and became a pupil of George Hetzel, one of Pennsylvania’s most influential landscape painters and teachers. As a
young man, he joined an informal band of artists called the Gillespie Group,
which included Hetzel, David Gilmore Blythe, Jasper Lawman, Alfred S. Wall and
Joseph R. Woodwell, who would meet at Gillespie’s Gallery in Pittsburgh to discuss painting and art theory. Several of the artists were also associated with the
Scalp Level School of painters, named after a borough in Western Pennsylvania
first visited by Hetzel in 1866. Inspired by the rustic scenery and forest interiors
of the region, he soon had company and an artists’ retreat was born.
Linford was one of the first to visit the Scalp Level area, and was enchanted
by the dense woods and untamed landscape. An admirer of the French Barbizon
painter Jean-Baptiste Camille Corot, he was especially drawn to birch trees and applied his paint in such a manner as to mimic the textures of the forests.
Linford eventually moved to Philadelphia by 1877, where he began participating in the Pennsylvania Academy’s annual exhibitions, and also showed at the
National Academy, the Art Institute of Chicago, the Boston Art Club and the
first Carnegie International Exhibition in 1896.

References: Falk, Who Was Who in American Art (1999); William H. Gerdts, Art Across America: Two Centuries of American Painting 1710-1920, Vol. 1 (New York: Abbeville Press, 1990), p. 288.
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Ernest Wadsworth Longfellow (1845-1921)

Frederick DeBourg Richards (1822-1903)

Born to poet Henry Wadsworth Longfellow in Cambridge, Massachusetts,
Ernest Longfellow first pursued a career in mechanical engineering at Harvard before changing course and deciding to be an artist. He went abroad to Paris to
begin his studies, and returned in 1866 to establish a studio in Boston. That same
year, Longfellow received an inheritance from the estate of his mother, who sadly
passed away in a fire when he was just a teenager. Although the result of tragedy,
the fortune gave young Ernest a respite from the worry of relying solely on paintings sales for financial support, and he was able to marry Hattie Spelman in 1868.
The two honeymooned in Italy and France, where in the latter Longfellow continued his education working under Leon Bonnat and the expatriate G.P.A. Healy,
before settling into a home across the street from his father’s Brattle Street address
in 1871. He would also study under Thomas Couture during another trip to
France in the late 1870s.
By 1879, Longfellow was back in Massachusetts, and was elected Vice-President of the Boston Art Club, where he exhibited from 1874 to 1883. He also
submitted paintings to several annual exhibitions of the National Academy, the
Pennsylvania Academy and the Brooklyn Art Association. The Longfellows never
had children, and their financial resources allowed them to continue their travels
in the years ahead, journeying as far as North Africa and Japan. They moved to
New York for a time, and spent summers in Magnolia, a coastal community on
the North Shore of Massachusetts, where Ernest would paint the scenic shoreline and beaches under expansive blue skies. Longfellow passed away in Boston
in 1921, and was given a memorial exhibition at the Museum of Fine Arts in 1923.
He bequeathed a large sum to the Museum as well as a number of paintings done
by many of his contemporaries, which he had amassed over the years and which
still remain in the Museum’s collection today. Longfellow’s own paintings hang in
the Longfellow House in Cambridge, now a National Historic Site, the Addison
Gallery of American Art and the Museum of Fine Arts, Boston.

Born in Wilmington, Delaware, in 1822, painter and photographer Frederick
Richards’ early professional training is unknown, but he was active in New York
in the mid-1840s, and moved to Philadelphia by 1848, where he opened a successful daguerreotype shop. Photography was a lucrative business for Richards,
but he continued to pursue his painting and became a member of the Pennsylvania Academy, participating in their annual exhibitions for almost fifty years. He
also joined the Philadelphia Society of Artists and the Artists Fund Society, and,
like many of his contemporaries, Richards went abroad to Europe in the 1850s
to further his education. After his return to Philadelphia in 1856, he exhibited
both American landscapes and those inspired by his foreign travels, including
scenes of Venice and the Swiss Alps.
Richards’ choice of subject matter focused primarily on the eastern landscapes of Pennsylvania and New Jersey, but he also ventured to West Virginia
and across the country to Colorado and California in the 1870s. He exhibited in
New York at the National Academy and the Brooklyn Art Association, and in
the 1880s and 1890s, he participated in shows at the Boston Art Club and the
Art Institute of Chicago.

References: Falk, Who Was Who in American Art (1999); Henry Wadsworth Longfellow family papers,
Longfellow National Historic Site, Cambridge, Massachusetts.

Addison Thomas Millar (1860-1913)
Etcher and landscape painter Addison Millar was born in Warren, Ohio, and
first studied with John Bell in Warren and DeScott Evans in nearby Cleveland before moving to New York in 1883. There he attended painting and etching classes
at the Art Students League, and worked with William Merritt Chase at his Shinnecock Summer School on Long Island. Millar eventually went abroad to Paris,
enrolling at the Académie Julian in 1895 under Benjamin Constant, and traveling
throughout Europe with stays in Holland and Spain.
Millar exhibited at the National Academy during the 1890s and at the Pennsylvania Academy from 1898 to 1902. He also took part in annual exhibitions at
the Art Institute of Chicago and the Boston Art Club, and was a member of the
Silvermine Guild in Connecticut, and the Salmagundi Club. Sadly, his career was
cut short when he was struck and killed by an automobile in 1913, but today examples of his work can be found at the Smithsonian American Art Museum and
the Butler Institute of American Art, among other institutions.
References: Falk, Who Was Who in American Art (1999).

40

References: Falk, Who Was Who in American Art (1999); John A. Cuthbert, Early Art and Artists in West
Virginia (Morgantown, WV: West Virginia University, 2000).

William Trost Richards (1833-1905)
Born in Philadelphia in 1833, William Trost Richards studied drawing and
painting with German artist Paul Weber, and while still a teenager, worked as a designer of ornamental metal work for the firm Arthur, Warner and Miskey. In
1852, he first exhibited his work at the Pennsylvania Academy, and a year later,
after showing three landscapes at the Academy, Richards resigned his design position to commit himself fully to painting. He made a pilgrimage to Thomas Cole’s
house in Catskill, New York, and by 1854 had met both John F. Kensett and Frederic E. Church, the leading landscape painters of his day; the latter’s influence
upon the young artist would clearly manifest in his work.
Richards spent the summer of 1855 sketching along the Hudson River up to
the Adirondacks, and soon after embarked for France on his first European excursion, where he could absorb the grandness and rich history the continent offered in its landscape, architecture and museums. Beyond Paris, Richards traveled
to Switzerland, Italy and Germany, finally returning to Philadelphia by the summer of 1856, where he married Anna Matlack.
While abroad, Richards became interested in the English Pre-Raphaelite
Brotherhood and, like Church, the writings of John Ruskin, who stressed that
artists should stay true to Nature through close observation. His interest in this
approach to painting continued as he joined the Association for the Advancement of Truth in Art in 1863, and in the same year, was elected an Academician
of the Pennsylvania Academy. From 1866 to 1867, Richards took his growing
family abroad, again beginning in Paris and traveling to Italy and Germany. By the
end of the 1860s, after this second European sojourn, Richards would turn his attention from landscapes to coastal scenes, a transition that has sometimes been
attributed to a turbulent crossing of the Atlantic where the artist experienced
firsthand the power of the sea.
During the 1870s, Richards sketched along Northeast shores from New Jer-

sey to Maine, and painted seascapes in the same manner he captured his landscapes, with an accuracy of form and an eye for detail. Atmosphere and the effects of light on water became essential elements in his work. Around this time,
Richards also began to use watercolor, taking immediately to the medium as it
further enhanced his ability to accurately translate the play of light on forms en
plein air. The spontaneity of watercolor, however, did not result in any loss of detail in his imagery; his watercolors and gouaches were meticulous renditions, with
strong color and tight brushwork.
By 1874, the Richards family began spending their summers in Newport,
Rhode Island, wintering in Germantown, Pennsylvania. Richards continued painting both seascapes and landscapes, and in 1878, traveled again to England in
search of subjects, filling numerous sketchbooks during stays all along the southern coast. He exhibited at the Royal Academy and with London galleries, delighted
that his work was so well received by a foreign audience.
After two years abroad, the Richards family returned to Rhode Island, and
upon finding the views around his home lost to development during his absence,
the artist designed and built a house on Conanicut Island, across Narragansett
Bay from Newport, where Seth Vose also had a summer home. He wrote to Seth
Vose, who had been handling his work since 1879:
“I hope to see you next summer, regret that I missed you last season — will be in my new house
on Conanicut Island, where I hope even if it is four miles apart you may also have a home. There
is no lovelier place in the world.”
Richards continued to paint landscapes, but spent most of the latter half of
his career focused on American and European coastal scenes. The demand for his
work prompted him to seek out additional subjects during several return trips to
more remote corners of the British coastline in the 1890s, and to America’s west
coast in 1885. He continued to exhibit at the National Academy, the Boston Art
Club, the Brooklyn Art Association and the Pennsylvania Academy, where in 1905
he was awarded the Gold Medal of Honor.

References: Linda S. Ferber, William Trost Richards: American Landscape and Marine Painter, 1833-1905
(NY: The Brooklyn Museum, 1973); Vose Galleries Archives. For an excellent summary of Richards’
career, see American Paradise, The World of the Hudson River School (NY: The Metropolitan Museum of
Art, 1988), pp. 311-315.

Aaron Draper Shattuck (1832-1928)
Born in Francestown, New Hampshire, in 1832, Shattuck first studied painting with Alexander Ransom in Boston in 1851. He soon moved to New York
City, where he enrolled at the National Academy of Design and financed his studies with portrait commissions. Unlike other second-generation Hudson River
School artists, he did not travel abroad for further study, but made summer sketching trips throughout the northeast beginning in 1854, stopping in the White
Mountains of New Hampshire, the Hudson River Valley, the Berkshires of Massachusetts, and Maine, and was among the first artists to journey to the small island of Monhegan, extolling its beauty to his fellow painters
Shattuck was named a full member of the National Academy at only twentynine years old, one of the youngest full Academicians, and before his death at
ninety-seven he was the oldest member. He exhibited with his fellow artists at the
Boston Athenaeum, the National Academy, the Brooklyn Art Association and
the Pennsylvania Academy, and often exchanged paintings with them, namely
John Kensett, Jasper Cropsey, and Samuel Colman, whose sister Marian was mar-

ried to Shattuck in 1860. He maintained a studio at the Tenth Street Studio building in New York, but moved with his family to Granby, Connecticut, in 1870,
where he achieved success as a painter of pastoral landscapes with cattle and
sheep, prize specimens from his own farm.
While painting was Shattuck’s major enterprise, it occupied him for only
thirty-four years of his long life, until 1888, when he fell seriously ill. Upon his recovery, perhaps of a double case of measles and pneumonia, he never painted
again but turned his attention to farming, violin making and invention, including
the popular “Shattuck Key” for stretching canvases, for the remaining forty years
of his life. At his death, his estate was valued at over half a million dollars, reflecting his business acumen.
References: Aaron Draper Shattuck, N. A., 1832-1928, A Retrospective Exhibition, (CT: The New Britain
Museum of American Art, 1970); Jane and Will Curtis and Frank Lieberman, Monhegan, The Artists’
Island (ME: Down East, 1995); Eunice Agar, “Aaron Draper Shattuck,” Art & Antiques, Sept.-Oct.
1982, pp. 48-55.

Russell Smith (1812-1896)
“It is better sketching ground than I have ever been on before. Mount Washington is over five
thousand feet above the level of the river and the country abounds in beautiful trees…So does
it in fine rocks and cascades. There is no doubt but it is the best place to study fine nature I have
yet seen by far.”
-Russell Smith on the White Mountains1

Known for their exquisitely rendered landscape paintings, Russell Smith and
his son Xanthus remain firmly established among esteemed artists of the nineteenth century. Smith emigrated with his family from Glasgow, Scotland, in 1819,
settling in Pittsburgh, Pennsylvania, at the age of seven. In 1828, he began his
formal artistic training under portraitist James Reid Lambdin and pursued the arts
independently three years later. He began a longstanding career as a stage set
painter and became well-known for his naturalistic scenery, working for theatres
from Georgia to Boston until he reached the age of eighty.
After his marriage to floral painter Mary Priscilla Wilson, however, Smith
began to focus on painting landscapes of Pennsylvania, New England and Europe. He spent several summers during the 1840s sketching and painting in New
Hampshire’s White Mountains. In his autobiography of 1884, Smith confided
that these little pieces were never executed with a mercenary mission in mind, but
rather as pleasing arrangements of hue and values that had somehow impressed
him favorably. He became extremely active in the local arts, and exhibited these
personal oils and watercolors at the Pennsylvania Academy and the Artists’ Fund
Society of Philadelphia, befriending Thomas Birch, Joshua Shaw and John Neagle through these associations. Rembrandt Peale was also among his companions,
and wrote to an art collector that Smith was a “…most industrious artist, whose
landscapes please me chiefly because of their having truth, nature, and Americanism in them.”2
Always an astute observer of the natural world, Smith ingeniously combined
topographical accuracy with painterly brushwork in his oils, creating literal yet artistically rendered depictions of his surroundings. His interests in science and geology greatly contributed to this scientific realism; Smith was employed by a
number of eminent geologists to illustrate their lectures and record books of their
expeditions. After the loss of his wife and daughter in the 1870s, Smith lived with
his son Xanthus at Edgehill, his son’s home outside of Philadelphia.
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2 Letter from Rembrandt Peale to Robert Gilmore, June 21, 1839, as quoted in Robert Wilson Torchia,
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Xanthus Russell Smith (1839-1929)
Born in Philadelphia, Pennsylvania, to artists Russell and Mary (Wilson)
Smith, Xanthus Smith began his artistic training under his parents, accompanying them to Europe and sketching with his father in the Pennsylvania interior and
Allegheny Mountains. He later studied chemistry at the University of Pennsylvania Medical School from 1856 until 1858, but pursued his formal arts education
at the Pennsylvania Academy and the Royal Academy in London.
After the Civil War erupted, Smith enlisted from 1862 to 1864, serving as a
captain’s clerk with the Union Navy. He was first assigned to the Wabash, and
later worked aboard the side-wheel steamer Augusta, and was encouraged by his
superiors to continue to paint and sketch, images made both for the Union and
for himself. He established a close relationship with Rear Admiral Samuel Francis du Pont, Commander of the South Atlantic Blockading Squadron, who, in a
letter to his wife, remarked that Xanthus “sketches and takes ships beautifully– he
has a collection of all our steamers that will be very curious some day.”1 Smith saw
little action personally, but chose to represent many of the important battles of
the period and kept with the theme after the war, focusing on shipping scenes
and coastal landscapes. His most important series of Civil War pictures were done
between 1869 and 1874, paintings executed with Smith’s penchant for accuracy
and his ability to capture the mood of the battle. He also completed many commissions of ship portraits and famous battles for prominent collectors, including
Charles Rodgers, President of Tradesmen’s Bank, and for institutions, namely the
Union Club of Philadelphia and the Pennsylvania Railroad Company. Like his father, Smith was a successful artist and exhibited frequently in the Pennsylvania
Academy annual exhibitions from 1856 until 1887.
Beginning in 1877, Smith began traveling to Mt. Desert Island, Maine, and
eventually settled into a summer home in Casco Bay. He also maintained his home
state connections, residing in Edgehill, near Philadelphia, during the winter
months.
In 1977, Vose Galleries mounted an exhibition featuring Russell and Xanthus
Smith’s work, followed two years later by another successful joint show. In 1997,
the gallery opened a solo exhibition of Xanthus Smith’s Civil War paintings and
drawings, featuring both landscapes and marines. Today, his work can be found
in the collections of the Pennsylvania Academy, the Morris Museum of Art, and
the Addison Gallery of American Art, among other institutions.
Samuel Francis du Pont to Mrs. Samuel Francis du Pont, December 24, 1862, as quoted in Samuel
Francis du Pont, A Selection from His Civil War Letters, vol. 2, The Blockade: 1862-1863, ed. John D. Hayes
(NY: Cornell University Press, 1969), p. 317.
1
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Schwarz Gallery exhibition catalogue, Xanthus Smith and the Civil War, by Robert Wilson Torchia
(Warminster, PA: Piccari Press, 1999).
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William Louis Sonntag (1822-1900)
Born in Pittsburgh, Pennsylvania, and raised in Cincinnati, Ohio, William
Sonntag was drawn to the untamed beauty of the American landscape, and pursued his interest in the arts despite his father’s objections. He was primarily selftaught, although it is thought that he may have been a student of Godfrey
Frankenstein at the Cincinnati Academy of Fine Arts during the early 1840s. He
spent a great deal of time sketching throughout the wilds of nearby Kentucky, and
in 1846, sent his first painting to the American Art Union for exhibit. A year later,
Sonntag was visited by Cincinnati’s Reverend Elias Lyman Magoon, who commissioned him to create a series of four paintings depicting the progress of civilization, based on a William Cullen Bryant poem. This venture resulted in several
more commissions and established Sonntag’s reputation.
Local exhibitions drew the attention of the Director of the Baltimore and
Ohio Railroad. Impressed with Sonntag’s talent, he soon commissioned the artist
to paint the scenery along the B&O rail line in the Alleghenies. The same exhibition resulted in Sonntag’s introduction to Mary Ann Cowdell, and after three
weeks’ courtship, the two were married and turned the railroad sketching tour in
the summer of 1852 into an extended honeymoon.
In 1853, Sonntag first exhibited at the Pennsylvania Academy’s annual exhibition and traveled abroad to Europe, spending several months in Italy, with stops
in London and Paris. He returned to the States and worked on several commissions before leaving again for Europe in 1855, and remained in Florence, Italy, for
a year. When he returned in 1857, Sonntag settled in New York, while maintaining his Cincinnati connections, and continued sending work to the Pennsylvania
Academy and the National Academy, where he began exhibiting in 1855. He was
elected an Associate member of the Academy in 1860 and became a full Academician one year later, fully establishing himself in New York art circles.
Sonntag continued his sketching trips, visiting the Carolinas, Pennsylvania
and West Virginia, but with the outbreak of war in the early 1860s, he began
spending summers in New England. Like many of his contemporaries, he was especially drawn to the picturesque environs of New Hampshire’s White Mountains, and painted in the region through the 1860s and early ‘70s, often renting a
summer house in Shelburne. He also traveled to Vermont and Maine, and began
producing more watercolors, a medium he took up several years earlier.
In addition to the National Academy and the Pennsylvania Academy, Sonntag
belonged to the American Water Color Society, the American Art Union and the
Artists Fund Society, and exhibited at the Brooklyn Art Association and the
Boston Art Club.

Reference: See Who Was Who In American Art (1999); William L. Sonntag and William L. Sonntag, Jr., exhibition catalogue, Vose Galleries of Boston, 1970.

Theodore Wendel (1859-1932)
Born to German parents in Midway, Ohio, Theodore Wendel studied art at
the McMicken School of Design before traveling to Munich, where he enrolled
at the Royal Academy in 1876. There he joined a circle of artists around Frank
Duveneck, painting and traveling through Italy during the summers and spending 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 Giverny, France,
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.
Wendel was a great proponent of the pastel medium, undoubtedly inspired
by French Impressionists, who first picked up pastels for their landscape subjects
in the 1870s. Through the work of Wendel and other American impressionists,
such as William Merritt Chase, Thomas Dewing and Robert Blum, pastels caught
on in American circles by the mid-1880s. In 1892, Wendel exhibited pastels with
fellow Giverny artist Theodore Robinson at the Boston gallery Williams and
Everett. Reviewer and fellow artist Helen Knowlton wrote, “…[Wendel] is not a
blind follower of Monet. He has seized upon the motive power of the master’s
work, and, returning to America, after a couple of years of hard study, has evolved
a method and manner of his own, simple, broad, and beautiful.”
Wendel painted in Gloucester from 1888 until 1902 or 1903, where he first
began to adapt his Impressionist style to the New England landscape. In 1897, he
married one of his students, Philena Stone, and together they moved to a large
family farm in Ipswich, Massachusetts. From this time on, Ipswich became the
focus of his work. Not only did he paint landscapes and figures, but he also loved
the farm and worked it himself. In 1917, he suffered an infection in his jaw, and
stopped painting from that time on, until his death in 1932.

References: John I. H. Baur, “Introducing Theodore Wendel” in Art in America Nov.-Dec. 1976) pp.
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Thomas Worthington Whittredge (1820-1910)
At the age of 85, Thomas Worthington Whittredge penned his autobiography, immortalizing his humorous anecdotes and insightful observations regarding the world of fine art. Though raised in a log cabin near Springfield, Ohio, this
farmer’s son came to participate in an extraordinary number of cultural moments
of American history. His stories include an enjoyable period spent in Dusseldorf
during the 1850s, when he posed in military garb as George Washington for
American painter Emanuel Leutze’s famous work Washington Crossing the Delaware;
a prolonged stay with the Beecher family as Harriet Beecher Stowe was writing the
classic Uncle Tom’s Cabin; and a brief friendship with the legendary scout Kit Carson. His ninety-year life reads as an epic adventure, but it is not surprising that the
boy who grew up playing and fishing in the Ohio forests would be so greatly impacted by nature’s wonders.
Whittredge had little formal early schooling, but in 1843, he became determined to paint landscapes. Living with his sister in Cincinnati and working as a
house and sign painter, Whittredge began educating himself about fine art, and
learned much from artist friends James Beard and Henry Brown. In 1846, the
young artist was rewarded with a personal compliment from Asher B. Durand,
and one of his works was accepted at the National Academy. With this encouragement, Whittredge looked to further his education and traveled abroad in 1850,
visiting London, Paris and Dusseldorf, and studying under artists Andreas Achenbach and Carl F. Lessing. His voyage also brought him to Holland and Belgium,
as well as to a Roman artist colony for a four year stay. While many fine landscapes resulted from this period abroad, Whittredge recognized his deep wish to
create an art style of his own, distinct from that of the old masters, and returned
to paint his native land in 1860.
Upon arriving back to the United States, Whittredge settled into New York’s

Tenth Street Studio Building and was elected an Associate of the National Academy. He had learned a great deal while abroad, but at first found it difficult to
apply the European techniques to the American landscape:
“It was the most crucial period of my life. It was impossible for me to shut out from my eyes the
works of the great landscape painters which I had so recently seen in Europe, while I knew well
enough that if I was to succeed, I must produce something new which might claim to be inspired
by home surroundings.”1
Whittredge persevered and found his voice in his depictions of the Catskill
Mountains, the ridges of Virginia, the Rhode Island coast, and the Western territories, which he first visited after the Civil War, all executed under the philosophy that “A landscape painter is only at home when he is out of doors.”2 He was
made a full member of the Academy in 1862—he would serve as President of the
association twelve years later—and his American paintings became highly regarded. He submitted five paintings to the Centennial Exposition in Philadelphia
in 1876, of which Julian Alden Weir wrote:
“Mr. Whittredge’s pictures of forest solitudes, with their delicate intricacies of foliage, and the
sifting down of feeble rays of light into depths of shade are always executed with rare skill and
feeling. His style is well suited to this class of subjects; it is loose, free, sketchy, void of all that
is rigid and formed. It evinces a subtle sympathy with the suggestive and evanescent qualities of
the landscape.”3
Whittredge’s most poignant scenes remain his enclosed woodland interiors,
which portray an intimate familiarity with the forests. With canopies of trees filtering the dappled sunlight, inhabited with seldom more than a lone woodland animal, the artist captures a sense of solemn reverence for the untouched wilds of
the Catskills.
The artist also devoted a significant portion of his career to serene views of
the Western plains, which he visited on three separate occasions, in 1866, 1870 and
1872, showing his fascination with the new territory. Of the raw West he wrote:
“I had never seen the plains or anything like them. They impressed me deeply. I cared more for
them than for the mountains, and very few of my western pictures have been produced from
sketches made in the mountains, but rather from those made on the plains with the mountains
in the distance.”4
In 1880, Whittredge constructed a house in Summit, New Jersey, but retained
his Tenth Street studio space in New York to stay connected with the city’s art circles. He continued to paint and exhibit work at the National Academy’s annual
exhibitions before passing away in Summit in 1910.
“The Autobiography of Worthington Whittredge,” Brooklyn Museum Journal, John I. H. Baur (ed.)
(NY: Brooklyn Institute of Arts and Sciences, 1942), p. 180.
2 Ibid., p. 53.
3 Anthony F. Janson, Worthington Whittredge (MA: Cambridge University Press, 1989), p. 152.
4 Bauer, “Autobiography,” p. 45.
1
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