
V o s e • a r T N o T e s
A  G u i d e f o r C o l l e C t o r s

V o l u m e X i i i f a l l 2 0 1 3

SceneS of new england . americanS abroad

boSton’S figural tradition . the Still life tradition in america

featured artiStS: frank benSon and warren Sheppard

featured painting: daniel garber, The OriOle . Staff pickS

T h e N e w s l e T T e r o f V o s e G a l l e r i e s ,  l l c • e s T .  1 8 4 1

V o s e • a r T N o T e s
A  G u i d e f o r C o l l e C t o r s

V o l u m e X i i i f a l l 2 0 1 3

SceneS of new england . americanS abroad

boSton’S figural tradition . the Still life tradition in america

featured artiStS: frank benSon and warren Sheppard

featured painting: daniel garber, The OriOle . Staff pickS

T h e N e w s l e T T e r o f V o s e G a l l e r i e s ,  l l c • e s T .  1 8 4 1



artnotes is the newsletter of Vose galleries, llc 

abbot w. Vose, president

marcia l. Vose, Vice-president

carey l. Vose, director

elizabeth Vose frey, director

courtney S. kopplin, gallery manager

Stephanie m. madden, gallery associate

tyler m. prince, gallery assistant

catharine l. holmes, gallery assistant

designed and edited by elizabeth Vose frey

written by marcia l. Vose, courtney S. kopplin, and Stephanie m. madden

photography by tyler m. prince

printing by puritan capital, hollis, nh

© 2013 copyright Vose galleries, llc. all rights reserved. 

cover image: william m. paxton (1869-1941), (detail) The Sisters
oil on canvas, 72 x 64 inches, 1904 (p. 31)



in thiS iSSue

Scenes of new england 6

americans abroad 24

unsung artist: warren w. Sheppard 27

boston’s figural tradition 28

featured painting: daniel garber, The Oriole 35

featured artist: frank w. benson 36

the Still life tradition in america 38

Staff picks 44

We thought that we had published the last of ArtNotes: A
Guide for Collectors back in 2006, when we issued The Best of
ArtNotes, a compendium of the previous twelve editions that
began in 1993. The series was extremely popular during its
time and is referenced in many college libraries. If you google
ArtNotes, you will find many booksellers offering past issues for
$20 to $30 dollars apiece!

Now that our daughters, Carey Vose and Beth Vose Frey,
have taken over the day-to-day running of the gallery, they
thought it was time to resurrect ArtNotes. Beth and our very
talented staff have put in the considerable amount of time and
effort required to produce an ArtNotes, and have assembled an
outstanding Edition #13!

Over sixty works are included in this current issue, begin-
ning with the blockbuster cover work, The Sisters (p. 31) by
famed Boston School artist and teacher, William Paxton.
Paxton exhibited The Sisters widely in such venues as the
National Academy of Design, the Worcester Art Museum and
the Pennsylvania Academy of the Fine Arts, and in 1978 it was
included in the Indianapolis Museum of Art’s monumental
exhibition of the artist’s work. Another gorgeous example of
his work can be seen in Two Models (p. 33), highlighting
Paxton’s exquisite technique with skin tones. The essay,
“Boston’s Figural Tradition,” further explores works from
Gilbert Stuart up to other celebrated painters of the Boston
School.

Our clients have long shown a preference for located land-
scapes, and we feature nearly thirty examples. Be sure to see the
N. C. Wyeth Mending Traps, Martinsville, Maine (p. 17), as
well as the incredible rocks painted by Joel Babb in The Maine
Coast, Mt. Desert Island (p. 18). Following in the Americans
Abroad section, we show Childe Hassam’s playful watercolor
of London Bridge and a stunning sunrise in Venice by
Hermann Dudley Murphy. 

If still life painting is your passion, we trace the history of
the genre from the time that the subject was seen as frivolous
in the eighteenth and early nineteenth centuries to its accep-
tance as a worthy art form around 1900. We note that Abbott
Graves and his contemporary Hermann Dudley Murphy were
considered the ultimate floral artists, while George L. Noyes,
who painted primarily landscapes, shows his singular mastery
of color in his still life, Still Life - Flowers and Fruit (p. 41).

We hope you enjoy the 13th edition of ArtNotes, the largest
one we have ever produced, showcasing an exceptionally fine
group of paintings. As we approach our 175th anniversary in
2016, we are ushering in the sixth generation of our family to
take over the business. We hope that Carey and Beth will find
the same enjoyment and satisfaction that comes with being
part of the art gallery world.

As always, we look forward to your thoughts and questions.

- Abbot W. “Bill” Vose and Marcia L. Vose

artnoteS Xiii: artnoteS iS back!



In 2013, Liz Haywood-Sullivan had a book published by Northlight books titled Painting
Brilliant: Skies and Water in Pastel. This book explores the intricacies of painting both subjects
through a series of Step-by-Step demonstrations. Illustrated with over 90 of Liz’s paintings, this book
has become a well-regarded resource for artists regardless of their medium. 

Liz has three DVD titles on the market from ArtsNetwork.TV. They are “Painting Realistic
Landscapes in Pastel: Skies,” “Painting Realistic Landscapes in Pastel: Water and Reflections,” and
“Painting Realistic Landscapes in Pastel: Mixing Greens.” She just completed shooting three more
DVDs on the subjects of painting snow, working on different surfaces, and working en plein air.
These new DVDs are tentatively scheduled for release by the end of 2013.

In June 2013, Liz became the President of the International Association of Pastel Societies. IAPS
represents over 70 pastel societies worldwide uniting in a common cause—to demonstrate the valid-
ity and quality of fine art in pastel around the world. IAPS holds a convention every two years and
annually produces two exhibitions showcasing the talent of its members.

Liz also serves on the Advisory Editorial Board for the Pastel Journal, the world’s premier pastel
medium publication. 

Vose Galleries will be hosting a book signing and pastel demonstration by 
Liz Haywood-Sullivan on December 14th, from 2 - 5pm. Please join us!

News from Vose Galleries
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Warren Prosperi, Museum Epiphany III
Oil on canvas, 35 x 52 inches, 2012
Collection of the Museum of Fine Arts, Boston

iN The Press:

Warren Prosperi  paints commission for the Museum of Fine Arts, Boston

Warren Prosperi, a contemporary realist artist from Southborough,
Massachusetts, has recently had the pleasure of completing a commissioned
painting for the Museum of Fine Arts, Boston. Museum Epiphany III hangs in
the Penny and Jeff Vinik Gallery (the salon room of the new American wing),
and depicts visitors within that same gallery. This piece is the third of a series
of Museum Epiphanies, all depicting the MFA, Boston. “The Epiphany series
tries to take advantage of the special quality of the Museum environment,
where works of art and the visitors produce a powerful dialogue: between cre-
ative minds of the past and both sensitive and distracted viewers of the present.
The Epiphany title refers to the sometimes transporting insights which can
occur during that dialogue,” said Warren Prosperi. The artist has a deep appre-
ciation for the MFA and its visitors, due to the fact that he spent countless
hours there as a young artist studying the works and teaching himself how to
paint. It is therefore particularly significant to Warren that his work now hangs
among the famous artists he spent his youth admiring.

In this first-ever overview of Joel Babb’s work, Nature and Culture: e Art
of Joel Babb follows the artist’s life and works from his earliest calling to the
arts to his mature philosophy and practice of painting. Author Carl Little, the
leading writer about New England artists whose work includes Edward
Hopper’s New England, e Art of Monhegan Island, and Winslow Homer and
the Sea, offers a compelling account of Babb’s evolution as an artist, from his
earliest days in Nebraska, through his studies at Princeton University and the
school of the Museum of Fine Arts, Boston, to his move to Maine and his
recognition as a preeminent painter of American cities. 

Filled with illustrations of Babb’s major paintings of Boston, Maine and
Rome, Nature and Culture also includes contributions by Christopher
Crosman, founding curator of the Crystal Bridges Museum of American Art
and former director of the Farnsworth Art Museum; Bernd Heinrich, natural
historian and author; and Anita Shreve, novelist, to round out this portrait of
an American master.

Book releases:

Nature and Culture: The Art of Joel Babb

Painting Bri l l iant: Skies and Water in Pastel
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We are pleased to present twenty-five new works by one of America’s
top tier seascape and marine artists, Don Demers. Wandering the Coast will
underscore the artist’s mastery at portraying the pattern of sunlight and
shadow on his subject matter, invoking, besides the visual, the other senses
of sound, scent, and even touch. 

Demers’ work has a timeless quality, reminiscent of the great marine
painters of the 19th century—Lane, Bricher, Richards—and his warm
chiaroscuro calls to mind the early American Impressionists. Although
many artists paint the sea, only the elite few have gone to such lengths as
Demers to establish an almost instinctual sense of his subject. 

uPcomiNG shows:

Don Demers: Wandering the Coast, november 16 - december 28, 2013

Alfred T. Bricher (1837-1908), Seascape with Boats Offshore (detail)
Oil on canvas, 24 1/8 x 20 inches, signed lower right: AT Bricher

Don Demers, Marine Layer
Oil on linen, 20 x 36 inches, 2013

Walter Farndon (1876-1964), Reflections from Bridge in Spring (detail)
Oil on canvas, 26 x 32 1/4 inches, signed lower left: Walter Farndon NA

“…the principal payment for an artist is not in money… but in
the personal satisfaction of creating beauty (as personally seen and

felt), and giving to others some of the pleasure you have experienced
in the producing.” 

-Walter Farndon

Living and working in an era of passionate and often controversial
changes in the art world, Walter Farndon managed to retain the essential
pleasure of creation. Called “The Painter’s Painter” in New York circles, he
captured some of America’s most dramatic scenery, particularly the Eastern
seaboard from New Jersey to Nova Scotia, in a bold yet intimate style. 

In Vose Galleries’ sixth solo show of the artist’s work, we are pleased to
present over thirty-five paintings from the artist’s estate. 

Walter Farndon, N.A. (1876 - 1964), november 6 - december 14, 2013

Please join us at the Ellis Boston Antiques Show where 40 outstanding
exhibitors from the United States and Europe will have work on display. 

The Cyclorama at the Boston Center for the Arts
539 Tremont Street in the South End

Gala Preview: 
Thursday Evening, October 24th, 5:30 - 8:30pm
Individual tickets: $250

All proceeds to benefit the Ellis Memorial, Boston’s first settlement house,
which has been caring for children, disabled adults and families since 1885.
Enjoy fine food, wine, festive music and of course the chance to be among the
first to select from a vast array of antiques, fine art, jewelry and much more!

Weekend Show: Friday 1 - 8pm, Saturday 11am - 8pm, Sunday 11am -
5pm. For tickets and information, visit www.ellisboston.com.

el l is Boston Antiques Show, october 24 - 27, 2013



*Fairbrother, Trevor, Painting Summer in New England (Salem, MA: Peabody Essex Museum, 2006).

“it is hard to separate New england’s appeal to tourists from several centuries of social

and political events. Thanksgiving became a national celebration around 1840, long after the

Pilgrim era. like Thanksgiving, New england is another meaningful invention that now has a

life of its own. history can often be sensed or seen in New england. People who visit

inevitably feel rewarded if they find personal connections to their lives and identities.”

-Trevor Fairbrother, “Season and Place: New England in Summer”1

sceNes of New eNGlaNd
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George W. Drew (1875-1968), A Sunny Afternoon, New England
Oil on canvas, 24 x 20 inches, signed lower right: George W. Drew
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Liz Haywood-Sullivan, Midsummer Eve, Copley
Pastel on paper, 12 x 24 inches, 2012, signed lower right: Haywood-Sullivan

John Whorf (1903-1959), Boston Public Library and Dartmouth Street, Boston, MA
Watercolor on paper, 15 x 22 inches, signed lower right: John Whorf

Scenes of New England

copley Square, 1908



8

“i just came from a visit to Childe
hassam and he said, ’Goodwin, you
are the greatest painter in Boston.’ As
long as those who know [painting]
feel that way toward my work, i don’t
give a damn what the fashion of the
day is. i paint what i feel.”

-A.C. Goodwin, The Sunday Herald
Traveler, September 24, 1967

After his first solo show at Boston’s Doll
and Richards Gallery in 1904, A. C. Goodwin’s 
paintings became a constant among Boston
venues. Showing in 1911 at the Museum of
Fine Arts, Boston, alongside Frank Benson,
William Paxton and Philip Hale, Goodwin
attracted the attention of such local collectors
as Isabella Stewart Gardner, John Singer
Sargent and John T. Spaulding, who is known
for his large gift of French Impressionist paint-
ings to the Boston MFA.

Scenes of New England

Arthur Clifton Goodwin (1864-1929), Boston at Night
Pastel on paper, 17 1/8 x 21 inches, signed lower right: A C Goodwin

Arthur Clifton Goodwin (1864-1929), The Fountain, Public Garden, Boston, Massachusetts
Oil on canvas, 30 1/8 x 36 1/8 inches, signed lower left: A.C. Goodwin
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William W. Churchill (1858-1926), Swan Boats, Boston Public Garden
Oil on canvas, 22 x 26 inches, 1919, signed lower left: Churchill / 1919

Jamaica Plain native William Churchill entered the inau-
gural class at Boston’s Museum of Fine Arts School in 1877, where
he studied drawing with Edwin Graves Champney, anatomy with
William Rimmer, and painting with Otto Grundmann, who subse-
quently taught notables Edmund Tarbell and Frank Benson. From
1878 to 1885, Churchill was in Paris studying with Leon Bonnat,
and established himself as a portrait painter upon returning to
Boston. He soon moved into the Harcourt Building on Irvington
Street, among fellow artists William Paxton and Joseph DeCamp.
After the building was ravaged by fire in 1904, destroying his and
several artists’ life’s work, Churchill joined the five-member
Committee of Arrangements that oversaw the design and building of
Boston’s Fenway Studios on Ipswich Street. He moved into one of
the largest, best-lit studios when the building opened at the end of
1905. 

Churchill’s paintings reveal his thorough academic training
and careful attention to detail. Like Tarbell, Benson and Paxton, he
often painted beautiful women in well-appointed interiors and land-
scapes in and around Boston, such as this view of the charming swan
boats in the Public Garden. 

boston common and public garden, 1901

Scenes of New England
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Arthur Merton Hazard (1872-1930), Summertime, Gloucester, Massachusetts
Oil on canvas, 30 x 25 inches, signed lower right: A. M. Hazard

After training in Boston with Joseph
DeCamp and with Frank Duveneck in
Cincinnati, Arthur Hazard went abroad to Paris
to further his education, studying under Henri
Blanc-Fontaine and René-Xavier Prinet. 

After settling back in Boston, he embarked
on a career as a landscape, portrait and figural
painter. Hazard took a studio at the Harcourt
Studios on Irvington Street. Tragedy struck in
1904 when the building burned, destroying
much of his life’s work. Hazard carried on, even-
tually finding a space on Boylston Street and
later on Commonwealth Avenue, while contin-
uing to exhibit his work with the Boston Art
Club, the National Academy, the Pennsylvania
Academy, the Art Institute of Chicago, and also
with Vose Galleries in 1922. 

He was a member of the Copley Society, the
St. Botolph Club and the Salmagundi Club, and
joined the California Art Club and Painters of
the West after relocating to the West Coast for
health reasons in 1923. While living in
Hollywood, Hazard painted several prominent
Californians, including Jack Wilkinson Smith
and Charles M. Russell, and in 1924 helped
organize the Biltmore Salon. In addition to his
portrait and landscapes, Hazard completed sev-
eral commissions throughout his career, includ-
ing a mural for Temple Israel in Boston in 1913,
a pair of works, Not of Might and The Spirit of
the Armistice, for the Smithsonian Museum in
1921, and Spirit of Service for the American Red
Cross Museum.

Scenes of New England

cape ann, 1893
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Frederick John Mulhaupt (1871-1938), Spaghetti and Garlic
Oil on canvas, 30 x 25 inches, signed lower left: Mulhaupt

Scenes of New England

In the early decades of the 20th century, Massachusetts’ Cape Ann was a magnet for artists seeking sum-
mer months out of the hot cities of Boston, New York, Chicago and beyond.  The quaint New England villages
had been attracting marine painters since the 1850s, but it was during the early 20th century that the Cape Ann
School emerged, with Frederick Mulhaupt as its dean.  Coming all the way from Rock Port, Missouri, Mulhaupt
made his first trip to Gloucester in 1907, and discovered the town that he decreed “duplicates any view I care to
paint.”1 Mulhaupt established a New York City studio, but settled in Gloucester permanently in 1922, and
worked from his studio on Rocky Neck. 

Although he preferred to paint alone, Mulhaupt founded the North Shore Arts Association and was
remembered as a gifted teacher who encouraged his students to discover their own styles. Fellow artist Emile
Gruppé believed that “Mulhaupt got the smell of Gloucester on canvas. He captured the mood of the place—and
that’s worth all the good drawing of a hundred lesser painters.”2

1 Movalli, Charles, “Frederick Mulhaupt: New England Classic,” American Artist (Jan, 1978), p. 75.
2 Kienholz, Kathleen, “Frederick Mulhaupt,” American Art Review, vol. 9, no. 4 (1999), p. 114.

Exhibitions: 
Salmagundi Club, New York, NY, 1925
Frederick J. Mulhaupt: Dean of the Cape Ann School, A Retrospective, North Shore Arts Association, Gloucester, MA, 1999
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Louise Upton Brumback (1872-1929), At the Wharf, Cape Ann, Massachusetts
Oil on canvas, 25 x 30 inches, circa 1917, signed lower left: Louise Upton Brumback

Aldro T. Hibbard (1886-1972), Gloucester Harbor
Oil on canvas board, 18 x 20 inches, signed lower right: A.T. Hibbard

Scenes of New England

During her many summers in
Gloucester, Louise Brumback played an
important role in the small war going on
between conservative and more adventur-
ous artists on Cape Ann. In 1922, local
artists formed what is now the North
Shore Arts Association, and purchased a
building on Reed’s Wharf in Gloucester.
The NSAA held juried art exhibitions, a
contentious practice that led to dissention,
and to the formation of the Gloucester
Society of Artists. Brumback was elected
president, and their first exhibition
included over 125 paintings and sculpture
by artists such as Stuart Davis, Theresa
Bernstein, William Meyerowitz and
Milton Avery. The artists exhibited at
Grace Horne’s more avant-garde gallery
and championed exhibitions that were
open to all, with an equal chance for all.

“My forte is being in contact
with the outdoors...That’s

where you get the stimulation
and excitement of the unex-
pected. Nature, you know, is
constantly changing, offering
fresh challenges. She won’t
come to your studio; you

must go to her.”

-Aldro Hibbard, in John Cooley,
A.T. Hibbard, N.A.: Artist in Two

Worlds, 1968
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George Loftus Noyes (1864-1954), Front Beach, Rockport, Massachusetts
Oil on canvas, 13 1/2 x 15 inches, signed lower left: G. L. Noyes
Exhibition: The Glow of Sunlight, Paintings by George L. Noyes (1864-1954), Vose Galleries,
Boston, MA, 1998

Martha Walter (1875-1976), Gloucester Harbor, Massachusetts
Watercolor on paper, 10 1/4 x 12 inches
Exhibition: Martha Walter (1875-1976), Vose Galleries, Boston, MA, 1992

Scenes of New England

“i am arranging to
study...with George Noyes. his
color knowledge is superb and i
think he will give me much help

at this juncture.”

-N. C. Wyeth to Sidney Chase, 
June 30, 1921
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Frederick John Mulhaupt (1871-1938), Minuteman Bridge, Concord, Massachusetts
Oil on board, 8 x 10 inches, signed lower right: Mulhaupt

Warren Prosperi, By the Fallen Tree, Quabbin Reservoir, Massachusetts
Oil on canvas, 33 x 50 inches, 2013, monogram upper left: WP

Scenes of New England

massachusetts, 1891
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Margaret Jordan Patterson (1867-1950), Alvah’s House
Watercolor and gouache on board, 18 x 20 inches, 1944 
Signed lower left: Margaret Patterson
Exhibition: Margaret J. Patterson 1867-1950, James R. Bakker
Antiques, Cambridge, MA, 1989

Harry Neyland (1877-1958), The Incoming Tide, Church’s Beach, Cuttyhunk, MA
Oil on canvas, 26 1/8 x 32 1/4 inches, circa 1917, signed lower left: Harry Neyland

Scenes of New England

Exhibitions: 
(Possibly) Providence Art Club, Providence, RI, ca. 1917
(Possibly) Solo exhibition of paintings at the Swain School Galleries, New Bedford, MA, 1917
(Possibly) The Memorial Art Gallery, Rochester, NY, 1918
Providence Art Club, Providence, RI, solo exhibition, 1924
Erie Art Club, Erie, PA, date unknown
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Charles Woodbury (1864-1940), Three Hills - Winter
Oil on canvas, 20 1/4 x 27 1/4 inches, 1909, signed lower left: Woodbury ’09
Exhibitions:
Special Exhibition of Oil Paintings and Watercolors by Charles Woodbury, Cincinnati Museum, 1910 (Traveled to City Art Museum of St. Louis)
Special Exhibition of Paintings by Mr. Charles H. Woodbury, Cincinnati Museum, 1913 (Traveled to Detroit Art Museum)
Charles H. Woodbury N.A. and Marcia Oakes Woodbury, Vose Galleries, Boston, MA, 1980

Charles Woodbury (1864-1940), Spindrift
Oil on canvas, 36 1/2 x 48 1/2 inches, 1925, signed lower right: Charles H. Woodbury

Scenes of New England

“i enjoy anything which has the flavor of the salt air

in it. even when the sea is not in view it gives a different

tint to all regions in the vicinity. The color of the foliage

is affected by the air and the whole landscape receives

its imprint from the sea savor.”

-Charles Woodbury, The Boston Journal, March, 18901

Ogunquit, Maine, became Woodbury’s primary home in
1897, and the school which he subsequently established there
helped to shape the town as a major artists’ colony. Rather than
focus on technique in his lessons, Woodbury emphasized
expression and careful observation while retaining a traditional
subject matter. Working with nearly 100 students each summer,
Woodbury taught by example and individual criticism, eventu-
ally publishing his own book, The Art of Seeing, in 1925. 

1Woodbury, Charles, Painting and the Personal Equation, (Boston,
MA: Houghton Mifflin Co., 1919), p. 95.

Exhibitions: 
Grand Central Art Galleries, New York, NY, 1928, 1929, 1930 
National Academy of Design, New York, 1929
Columbus Gallery of Fine Arts, 1934
Art Week in Boston, Jordan Marsh Company, 1935
Woodbury Traveling Memorial Exhibition, American Federation of Arts, 1940
Charles H. Woodbury N. A. and Marcia Oakes Woodbury, Vose Galleries, Boston, MA, 1980
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Newell Convers Wyeth (1882-1945), Mending Traps, Martinsville, Maine
Oil on canvas, 31 7/8 x 40 inches, signed lower left: N. C. Wyeth / 1938

Scenes of New England

Although N. C. Wyeth is one of the most recognized American illustrators, he was also
an accomplished muralist and painter of still life, genre scenes, landscapes and seascapes.
Generally painted between 1920 and 1940, these easel paintings liberated Wyeth from the
strictures of commercial work, and were often done for the purposes of exploring various
art movements from Impressionism to Regionalism. The figural and landscape subjects
ranged from the farmers and countryside surrounding his Chadds Ford, Pennsylvania,
home to the hardy fishermen and rocky coastline he encountered during frequent paint-
ing trips to Monhegan Island, Maine, and later Port Clyde, where the Wyeths began sum-
mering in the early 1920s. “Port Clyde is meaning a great deal to me and will mean
increasingly more as time goes on. As soon as I can outgrow the picturesqueness of appeal
of the country and its inhabitants, it may be I can someday strike at something bigger in
the painting of it.”1

Wyeth eventually purchased and renovated an old ship captain’s home he later named
“Eight Bells,” in honor of Winslow Homer, and brought his family there for summers of
relaxation, exploration and creativity. Often, N. C. and son Andrew sketched close to one
another, each inspired by the weather-beaten stony shores or the inhabitants of the fishing
village. Mending Traps, Martinsville, Maine, was painted in the mid-1930s and later given
to Dr. Walter D. Hall in 1938, perhaps in gratitude or as payment for treatment as he
recuperated from an illness during that summer’s stay in Port Clyde.

1Wyeth, Betsy James, ed., The Wyeths: The Intimate Correspondence of N. C. Wyeth 1901-1945
(Boston, MA: Gambit, 1971), p. 706.

maine, 1895

Exhibition: N. C. Wyeth in Maine: A Centenary Exhibition, Farnsworth Art Museum and Library, Rockland, ME, 1982
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Joel Babb, The Maine Coast, Mt. Desert Island
Oil on linen, 42 x 84 inches, 2012, signed lower left: J. M. Babb / 2012

Donald Demers, Rhythms of the Coast, Popham Beach, Maine
Oil on mounted linen, 12 x 24 inches, 2010, signed lower right: Donald Demers

Scenes of New England

“even the presence of so many people cannot overwhelm the epic beauty of the place. i managed
to find quiet places to paint a little off the track. One foggy morning, going to my spot, i startled a
herd of deer on the road, and getting out of my truck i saw fine spider webs from the trees going

across the roadway telling me that i was the first to pass that way that morning. Minute to minute, day
to day a landscape changes completely. even when the sea is calm, the barren rocks bear evidence of

waves of immense size having ground away the Maine woods to their foundations.”

-Joel Babb



19

Walter Griffin (1861-1935), Morning Sunlight, Summer, Gray, Maine
Oil on canvas, 24 x 30 inches, 1917, signed lower right: Griffin

Scenes of New England

Walter Griffin became active in the Old Lyme, CT, artists’ colony
around 1905, forming lasting friendships and exhibiting with fellow
painters Childe Hassam, Willard Metcalf, Ernest Lawson and John
Henry Twachtman. He began taking part in annual shows at the
Pennsylvania and National Academies before traveling abroad in 1908,
with extended stays in Norway and France, where he adopted a tech-
nique of working with his palette knife to achieve a thicker impasto. 

By 1917, Griffin had settled in Maine and purchased a home in
Stroudwater, near his native Portland. He spent summers painting the
local countryside, believing “I can find seclusion in a small valley
town...I can work and dream dreams before nature and search for
expression of feeling.”1 The region offered charming subjects for him,
and these Maine scenes were revered for their light effects and unique
color harmonies applied with the artist’s characteristic impasto, all evi-
dent in Morning Sunlight, Summer, Gray, Maine. 

Griffin was elected a member of the National Academy in 1922,
and returned to France, where he stayed for the remainder of his life,
with an occasional trip home with paintings for exhibition. He was the
recipient of tremendous critical acclaim and numerous awards, and
exhibited with Farargil Galleries and Frank Rehn Galleries in New
York, often selling as many as fifteen works at one show. 

Griffin’s paintings were stored away for decades before they were
brought to light in a 1975 exhibition at Vose Galleries. Today his work
can be found in numerous private and museum collections, including
the Florence Griswold Museum, the Fogg Art Museum at Harvard
University, the Bowdoin College Museum of Art and the San Diego
Museum of Art.

“There is exquisite beauty in the paint itself, quite apart from the subject depicted. One notes a particular opales-
cence in every particle of the crumbly surface, which is so loaded that [Griffin’s] pictures are virtually bas-reliefs in

color. When one stands a yard away, they become marvelously true to nature, exhaling the very breath of outdoors.”

-H. C. Nelson, contemporary review of Griffin exhibition at Frank Rehn Galleries, New York Globe and Commercial Advertiser (undated)

1 Walter Griffin, American Impressionist (1861-1935), Vose Galleries of Boston.

Exhibitions: 
(Possibly) National Academy of Design, New York, NY, 1918
(Possibly) 113th Annual Exhibition, Pennsylvania Academy of the Fine Arts, Philadelphia, PA, 1918
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William M. Hart (1823-1894), View Near Castleton, Vermont
Oil on canvas, 38 x 52 1/2 inches, 1849, signed lower center: W. Hart 1849

Scenes of New England

Hart’s scenes of the Northeast were imbued with his innate sense of poetry and idyllic
charm, and found praise among both critics and collectors alike. Commissioned by Albany
lawyer John Nicholas Wilder in 1849, View near Castleton, Vermont is a romanticized view
of country life resulting from sketches the artist made of the region. Asked by Mr. Wilder
to inspect the landscape, friend Samuel Davenport Vose writes in a letter dated June 15,
1849: “I am happy to say that it is a sweet and pleasing picture. The artist seems to have
been proud of your patronage and to have bestowed upon this work the utmost study and
care…The scene is derived from some careful sketches made by Mr. Hart in Western
Vermont, representing a very natural and delightful combination of woods and groves,
meadows and streams, with mountain ranges in the distance and most inviting vales in the
foreground…The cottage seems to be the very nest of peace and beauty, and is a copy of
Mr. Schoolcraft’s in Guilderland…The prominent subjects which give life to the scene are
two persons mounted on horses pausing listlessly and admiringly in the road; the cattle cool-
ing in the stream and reposing on the bank and in the fields; and the little innocent chil-
dren, doubtless Ephy and Minnie, within the precincts and shades of the trees of the cot-
tage. The tone of the whole is soft and subdued-overspread by the mellow, melting light and
dreamy atmosphere of the serene summer afternoon. He really caught the spirit of the pic-
ture, and were I addressing less of a critic should be tempted to venture more romance in
my description. The painting will captivate the sentimental, and I regard it as highly cred-
itable to the artist and think it will be satisfactory to you. Mr. Hart is very confident that it
is the most successful effort he has ever made.”1

1Excerpt from letter to Mrs. John Nicholas Wilder from Samuel Davenport Vose, dated June 15,
1849, found in the Vose Galleries archives. Ephy and Minnie likely refer to two of the Wilders’ seven
children, Ephraim (1840-1852) and Mary (1844-1874). The design of the house was taken from the
Gothic Revival home of John Schoolcraft built in 1835 in Guilderland, NY, a short distance from
Albany. It is now on the National Register of Historic Places.

Vermont and new hampshire, 1864

Exhibition: Vermont Landscape Images, 1776-1976: Nineteenth Century Myths of the Landscape, The Christian A. Johnson Gallery, 
Middlebury College, VT, 1976
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William Jurian Kaula (1871-1953), The Pond, New Ipswich, New Hampshire
Oil on canvas, 24 x 59 1/8 inches (triptych), circa 1932

Aldro T. Hibbard (1886-1972), Jamaica, Vermont, Nestled Among the Mountains
Oil on canvas, 36 1/4 x 36 1/4 inches, circa 1920, signed lower right: A.T. Hibbard

Scenes of New England

“But Winter or Summer makes no difference to Aldro T. hibbard. in point of fact his pictures of the snow-clad mountains

in Winter are just one ravishing glory of color and form. You feel as if you could live with these mountains and enjoy their

changing color beauty every minute of the day and evening—and of the night. looking at these pictures you feel, for the

first time perhaps, as if you, too, were intimately acquainted with the over-powering color beauty of the mountains.”

-Boston Daily Globe, March 17, 1926



Landscape painter Wilson Irvine was primarily self-taught
with the exception of some formal training in the evening
classes at the Art Institute of Chicago. Irvine distinguished
himself as a successful artist in Chicago, and became President
of the Palette and Chisel Club and the Chicago Society of
Artists. He was also a member of Chicago Arts Club.

In the summer of 1914, Irvine and his family made their
first visit to Old Lyme, Connecticut, where a small coterie of
impressionist artists had established an art colony. Robert
Vonnoh, Guy Wiggins, Henry Ward Ranger and Willard
Metcalf were all working in Old Lyme at this time. Impressed
with the beauty of the countryside, he settled there perma-
nently only a few years after his first visit. He exhibited regu-
larly at the Lyme Art Association, and in 1930 held a one-
artist show at the Grand Central Art Galleries in New York.

Irvine liked to paint outdoors where “there’s a kind of
hazy beauty in the air.” Connecticut Woods illustrates his 
mastery and treatment of subtle atmospheric effects. A com-
panion piece to this painting currently hangs in the Town
Hall in Old Lyme, Connecticut.  

Reference: Connecticut and American Impressionism (Storrs, CT: The
William Benton Museum of Art, 1980). 
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Wilson Henry Irvine (1869-1936), Connecticut Woods
Oil on canvas, 24 x 27 1/8 inches, signed lower right: Irvine

Scenes of New England

connecticut, 1895
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Nelson Augustus Moore (1824-1902), Farm and Mountains, Meriden, Connecticut
Oil on canvas, 14 x 20 inches, 1879, signed lower left: N A Moore / 79

Henry Pember Smith (1854-1907), Apple Orchard on the Niantic River, Connecticut
Oil on canvas, 12 x 18 inches, signed lower left: Henry P. Smith

Scenes of New England



After graduating from Cornell University with a degree in naval
architecture, Reynolds Beal followed an unusual career path: he
became a professional painter. However, his interest in yachts and his
training in building them kept him on and around the water all his life,
providing him with the primary subject matter of his artwork. On his
numerous trips, Beal was often accompanied by such noted American
Impressionists as Childe Hassam, Ernest Lawson, H. Dudley Murphy,
Henry W. Ranger, and his youngest brother Gifford, a highly respect-
ed painter himself and source of encouragement. His subjects were
drawn from such widely scattered areas as the Hudson River,
Caribbean Islands, Nicaragua, Costa Rica, Portugal and China.
During the last 20 years of his life, Beal split his time between
Rockport, Massachusetts, in the summer, and warmer climates, includ-
ing Bermuda and the Caribbean Islands, in the winter.

Throughout his career, Beal remained interested in new artistic
movements, yet always retained a distinctive fingerprint. He produced
a number of works “that show more interest in form and structure than
is usual with impressionists and achieved expressiveness that partook of
the style of both Seurat and Van Gogh.”1 As evidenced in Flatts Village,
Bermuda, painted in 1940, he moved from impressionist serenity to a
more emotional and impassioned post-impressionist technique, push-
ing his palette to a high chromatic brilliance.

Vose Galleries hosted Beal’s second solo show in 1916, and four
solo shows after his death in 1973, 1975, 1983 and 2012.

1Christian Science Monitor, May 7, 1968. 
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Reynolds Beal (1867-1951), Flatts Village, Bermuda
Oil on canvas, 18 x 24 1/4 inches, circa 1940, estate stamped

americ aNs aBroad



25

Americans Abroad

“People go to Paris to
study and to Venice to paint.
So many pictures which pre-
sume to portray Venice are
rainbow harmonies that the

impression has become firmly
fixed in the average mind that
Venice is an orderly kaleido-

scope. Now, as i see it,
Venice is all tones of gray.
Those old marble palaces
glow with a grayish pink,
grayish yellow and misty

blues.”

-H. D. Murphy, Boston Herald,
November, 1908

After graduating from Brown University in 1904, Caleb
Slade launched a business career before changing course to
become a fine artist. After studying in New York and Paris,
Slade traveled throughout Africa and Europe, and spent two
months in Venice in 1909 and 1911. His Venetian paintings
varied from soft tonalism to bold expressionism, but he always
infused them with a vitality and warmth praised by critics: “In
Mr. Slade’s Venice one sees the splendid flare and glory of the
age-old city, the rushing color surges of water underneath black
arches and through the walled spaces of her waterways.
Pulsating, living, vital color is the keynote of the impression
made.”1

Prior to World War I, Slade exhibited with several other
expatriates at the American Art Association in Paris as well as at
the Salon des Beaux-Arts de Paris-Plage and the Salon des
Artistes Francais. He completed two popular war-related paint-
ings, Come Unto Me and The Comrade’s Story, the latter of
which was eventually sold by Vose Galleries in 1914 for an
impressive $5,000. 

After the war, Slade went to Tunis where he completed a
series of sketches published in Scribner’s in 1921, and contin-
ued his visits to favorite painting grounds in the French coun-
tryside and Venice. Back home, he made trips to the Maine
coast and his native Cape Cod, and eventually settled in Truro
by 1925, where his home, studio and several rental cottages
were dubbed “Sladeville.” He was a member of the New
Bedford Art Association and the Philadelphia Art Club, and
also showed at the Provincetown Art Association, the Union
League and with Vose Galleries in 1915, 1917 and the early
1920s. A painting shown at Copley Hall in Boston in 1913 was
purchased by Isabella Stewart Gardner for her Boston palazzo. 

1Boston Sunday Herald, November 21, 1909

Hermann Dudley Murphy (1867-1945), Moonrise on the Lagoon, Venice, Italy
Oil on canvas, 25 1/8 x 30 1/4 inches, circa 1908, monogram lower left

Caleb Arnold Slade (1882-1961), Venetian Canal
Oil on canvas, 28 7/8 x 23 5/8 inches, signed lower right: C. A. Slade
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William Trost Richards (1833-1905), Near Land’s End, Cornwall
Oil on canvas board, 7 x 12 inches, signed lower right: Wm. T. Richards

Frederick Childe Hassam (1859-1935), London Bridge
Watercolor on paper, 9 3/4 x 11 5/8 inches, 1898, signed lower left: Childe Hassam / 1898
Exhibitions: 
(Possibly) Exhibition of Twenty-Seven Drawings by Childe Hassam, Albert Rouillier, Chicago, IL, 1900
(Possibly) Thirty-Fourth Annual Exhibition of the American Water Color Society, New York, NY
(Possibly) 10th Annual Exhibition of Watercolors and Pastels, Art Club of Philadelphia, Philadelphia, PA, 1901 
(Possibly) Exhibition and Private Sale of Water Color Paintings by Mr. John La Farge, Mr. Childe Hassam, Miss Lucy S. Conant, Doll and Richards, Boston, MA, 1901
(Possibly) Third Annual Philadelphia Water Color Exhibition, Pennsylvania Academy of the Fine Arts, Philadelphia, PA, 1906
(Possibly) Annual Exhibition of Water Colors by American Artists, St. Louis Art Museum, St. Louis, MO, 1906
(Possibly) Second Annual Exhibition of Selected Water Colors by American Artists, Buffalo Fine Arts Academy, Albright Art Gallery, Buffalo, NY, 1906
*This painting will be included in Stuart P. Feld’s and Kathleen M. Burnside’s forthcoming catalogue raisonné of the artist’s works. We appreciate their assistance in
providing the possible exhibition history.

Americans Abroad

“Childe hassam has painted street scenes from

his earliest boyhood. in Boston, Paris and london

as well as New York, he has seen the poetry, the

romance and beauty of people walking through

architectural canyons of their own creating.”

-The Touchstone, review of Hassam exhibition at

Milch Gallery, July, 1919
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Marine painter Warren W. Sheppard was born in Greenwich, New Jersey, to a ship captain father who instilled in his son a
love and respect for the sea. He studied privately with Mauritz F. H. De Haas and took courses in drawing at Cooper Union in
New York City, and traveled along the Mediterranean coast in 1879, sketching the ports of Naples, Gibraltar, Genoa and
Messina. Sheppard’s foreign tours continued between 1888 and 1893, with stays in Paris and Venice, where he captured the
architecture and busy canals of the Floating City. This fondness for travel also translated to his home country.  He sailed along
the East Coast from New Jersey to Maine in search of subjects and was an expert navigator, eventually writing the book Practical
Navigation. Yacht design became a second career for Sheppard and he participated in a number of sailing competitions himself,
most notably winning the New York-to-Bermuda race twice while skipper of the Tamerlane. 

Sheppard exhibited with the Brooklyn Art Association between 1874 and 1881, and with the National Academy from 1880
to 1899, and won a gold medal at the Denver Exposition in 1884. Today his work can be found in several museum collections,
including the Museum of Fine Arts, Boston, the Albright-Knox Art Gallery in Buffalo, New York, the Addison Gallery of
American Art in Andover, Massachusetts, the Mariner’s Museum in Newport News, Virginia, and the Peabody Essex Museum in
Salem, Massachusetts. 

References: Falk, Who Was Who in American Art (1999); American Art Analog, compiled by Michael David Zellman, (NY: Chelsea House Publishers,
1986). p. 529.

uNsuNG arTisT: warreN w. shePPard (1858-1937)

Warren W. Sheppard (1858-1937), Sunrise on the Shore
Oil on canvas, 28 1/8 x 40 inches, signed lower right: Warren Sheppard
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Thomas Sully (1783-1872), Portrait of Mary Howard Fleming
Oil on canvas, 30 x 25 inches, 1844

The majority of the first settlers in Boston were Puritans in
search of religious freedom, bringing with them ideals of mod-
esty and frugality. As the New England colonists thrived and
Boston became a center for political, commercial and financial
activities, an interest in art developed, with portraiture emerging
as the most popular subject. Insisting on being depicted honest-
ly, without extravagance, the portraits of the Puritan colonists
reflected their belief that “things should be painted basically as
God created them, and to represent them in a manner that
deforms them, even through idealization, would imply that God
had erred in the form he had given them.”1 Strict attention was
therefore paid to facial expressions and body language, resulting
in individualized and often minimalist depictions of each sitter.

One of the most well-known portrait painters in New
England, Gilbert Stuart (1755-1828), settled in Boston in 1805,
and by that time his career was in full swing. Born and raised in

Rhode Island, Stuart studied with expatriate Benjamin West
(1738-1820) in England, where he gained recognition for his
informal portraits. Usually depicting his sitters with spare back-
grounds, Stuart concentrated on the immediacy of the person in
front of him, often engaging them in a conversation regarding
their interests to get a sense of their character. Rather than sim-
ply producing an exact likeness of his subject, Stuart painted
with more gestural strokes, using chiaroscuro to create both dra-
matic and atmospheric effects, a technique he learned from
studying masters like Flemish Baroque painter Peter Paul
Rubens (1577-1640).2 The simplicity and individualization in
which he executed portraits made him a popular artist among
Boston collectors who continued to honor their Puritan her-
itage. This commissioned portrait of prominent Boston ship-
builder Daniel Pinckney Parker (1781-1850) (opposite page)

BosToN’s fiGural TradiTioN

Exhibitions: 
Mr. Sully, Portrait Painter: The Works of Thomas Sully (1783-1872), National Portrait 

Gallery, Washington, D.C., 1983 
Exhibition of Portraits by Sully, The McClees Galleries, Philadelphia, PA, 1944
American Painting, 3 Centuries, John and Mabel Ringling Museum, Sarasota, FL, 1949

Continued on p. 30
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Gilbert Charles Stuart (1755-1828), Daniel Pinckney Parker
Oil on wood panel, 26 1/2 x 21 1/4 inches

Boston’s Figural Tradition

Daniel Pinckney Parker (1781-1850) was a prominent Boston
merchant and shipbuilder. Parker, who had been close with the mer-
chant and philanthropist Samuel Appleton, is noted for having owned
the famed ship Samuel Appleton, considered to be one of the finest in
Boston. Parker’s business endeavors were far reaching and quickly
established him amongst Boston’s most influential businessmen.
Parker also immersed himself in the city’s cultural organizations. He
became a Trustee of the Boston Athenaeum in 1815, and contributed
to the commission of the first painting to join the Athenaeum’s collec-

tion, a portrait by Gilbert Stuart of the organization’s benefactor James
Perkins, which was produced approximately nine years after Parker’s
own Stuart portrait.

In 1850, the year of his death, Parker contributed to the purchase
of a protective casing for and cataloging of the Athenaeum’s
Washington Library. Parker passed away at his home on Beacon Street,
and is buried at the Mount Auburn Cemetery in Cambridge,
Massachusetts.

Exhibition: Gilbert Stuart Memorial Exhibition, Boston Athenaeum, Boston, MA, 1828, exhibited as D. P. Parker, Esq., 
with Mrs. D.P. Parker
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Boston’s Figural Tradition

demonstrates these techniques. In this work, Stuart uses
unadorned scenery to instill the focus on Parker’s head and face,
with nothing distracting from the power of his gaze. The swift
brushstrokes, some of which are visible particularly in his shirt
collar, create an overall softness to the painting, a technique
Stuart gained recognition for. Dubbed the “Father of American
Portraiture” by his contemporaries, Stuart dominated his field
from the close of the Revolution until his death in Boston in
1828.

Stuart’s work influenced many other portrait painters,
including Thomas Sully (1783-1872). Born in England, Sully
was fortunate enough to train with Stuart in Boston. Though
the instruction was brief, Stuart greatly inspired Sully, who
remarked on the experience: “The privilege of standing by the
artist’s chair during a sitting was a situation I valued more, at
that moment, than I shall ever appreciate any station on earth.”3

While in America, Sully worked primarily in Philadelphia,
where he was commissioned to paint
Mrs. Mary Howard Fleming in 1844
(p. 28). Continuing the tradition of
simplicity, Sully captures Mrs.
Fleming in a plain setting, with
understated adornment in her cloth-
ing. This work exemplifies Sully’s
mastery with brushwork as his fluid
strokes capture her delicate features.

Though Puritanism would fade,
its beliefs were rooted in New
England, and would continue to be
reflected in the work created by its
artists for years to come. Nearly a 
century after Stuart came to Boston,
artists were still creating realistic, indi-
vidualized representations of their sit-
ters, but the techniques were evolving.
At this time, more artists were able to
study in Europe, where their influ-
ences ranged from 17th century
Spanish artist Diego Velázquez
(1599-1660) to French Impressionist
Claude Monet (1840-1926), both of
whom were interested in truthful rep-
resentations of nature, focusing on
interpreting the visual experience, in particular the effects of
light. John Singer Sargent (1856-1925) was one of the most
popular Boston artists to incorporate these influences into a
painterly approach to realism, and became one of America’s
most sought after portrait artists. Velázquez’s broad brush-
strokes, rich color palettes and use of a direct gaze from his sit-
ters were adopted by Sargent, as evidenced in Sargent’s portrait
Lady Agnew of Lochnaw, now in the collection of the National
Galleries of Scotland. 

The newly founded School of the Museum of Fine Arts,
Boston, would continue to celebrate this tradition of painting
with artists such as William McGregor Paxton (1869-1941),
Frank W. Benson (1862-1951) and Frederick A. Bosley (1881-
1942) as professors. The Museum School teachers were respon-
sible for the prevalence of a painting style closely identified with

Boston. Known collectively as the Boston School painters, these
artists were recognized for their figural works, often using fami-
ly members as subjects.  

William Paxton was the drawing instructor at the Museum
School from 1906 to 1913. He bridged the gap between acade-
mic painting and Impressionism, executing more tightly com-
posed portraits than some of his Boston School contemporaries.
Velázquez and Sargent were major influences in Paxton’s work,
which he demonstrates in his 1904 seminal work, The Sisters
(opposite). The two women, Paxton’s wife and sister-in-law,
command the viewer’s attention not only with their unswerving
gaze, but by the dramatic contrast between the black satin
against their ivory skin. Their prominence in the scene is further
accentuated by Paxton’s use of “binocular vision,” where he
strives to translate onto canvas what the eyes would have experi-
enced firsthand. Consequently, he kept the face of the sitter clos-
est to the viewer in focus, and blurred the background chairs.4

Similar to Sargent’s Lady Agnew of
Lochnaw, the women sit naturally in
their chairs, and turn toward the
viewer as if interrupted in conversa-
tion. By capturing their sitters in
such candid positions, Sargent and
Paxton have brought their sitters to
life. 

Paxton remained devoted to real-
ism, striving to perfect his depiction
of color and shape with accuracy over
the course of his career, following in
the tradition of the academic paint-
ing of Jean-Léon Gérôme (1824-
1904), with whom he trained in
Paris. He became a master of lace,
pearls, satiny skin and rich fabrics, all
of which can be seen in his 1930
masterpiece, Two Models (p. 33). He
was awarded first place for this paint-
ing in an exhibition at the Corcoran
Gallery, and a contemporary review
echoed the sentiments of the voters,
calling it “one of the finest of all
Paxton’s nudes.”5 Depictions of the
female body in art have long been

debated, with opinions ranging from admiration to scorn, and
Paxton was not immune. His earlier prize-winning nude Glow of
Gold, Gleam of Pearl, painted in 1906, was described by critics
as both “entirely modest in its suggestion…the representation of
the nude, not the naked,” and, conversely, as displaying a “full-
length aggressive nakedness.” Over two decades later, perhaps in
reaction to the progression of various modern art movements,
Paxton’s Two Models was greeted with more collective approval.
The influence of Ingres’ Odalisque with a Slave (p. 32), a copy 
of which was owned by Paxton’s friend Carroll S. Tyson, is evi-
dent in the positioning of the figures and the placement of the
vibrant blue and red fabrics bordering the pale, warm tones of
the models’ skin.6

Other members of the Boston School shifted away from the

John S. Sargent (1856-1925), Portrait of Lady Agnew of Lochnaw
Oil on canvas, 49 x 39 1/4 inches, 1892
Collection of the Scottish National Gallery

Continued on p. 32
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William M. Paxton (1869-1941), The Sisters
Oil on canvas, 72 x 64 inches, 1904, signed lower left: Paxton

Boston’s Figural Tradition

Exhibitions: 
Exhibition of Paintings by Mr. William M. Paxton, St. Botolph Club, Boston, MA, 1904
80th Annual Exhibition, National Academy of Design, New York, NY, 1904 – 1905
8th Annual Exhibition of Paintings, Worcester Art Museum, Worcester, MA, 1905
101st Annual Exhibition, Pennsylvania Academy of the Fine Arts, Philadelphia, PA, 1906
William McGregor Paxton 1869-1941, Indianapolis Museum of Art, Indianapolis, IN, 1978 (Traveled to the El Paso Museum of Art, the 

Joslyn Art Museum, and the Museum of Fine Arts, Springfield)
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Boston’s Figural Tradition

academic style towards an Impressionist approach to representa-
tion, establishing a balance between the abstractness of such
impressionists as Claude Monet and the taste of Boston collec-
tors who preferred realism. These artists were also restrained on
their color palette, opting for overall harmony rather than the
use of expressive bright colors so often used among French
Impressionists. 

Frank Benson and his friend Edmund C. Tarbell (1862-
1938) were appointed to the faculty of the Museum School in
1889, and remained there until 1912. Benson was classically
trained at the Académie Julian in Paris, but was enthused by
French Impressionism as a result of
his eagerness to learn about new
ideas in art. Painted in 1902,
Woman in a Blue Kimono (p. 37)
exemplifies Benson’s ability to pay
close attention to subtle nuances of
light, as it illuminates the model,
without sacrificing her defining fea-
tures. The informal pose of the
model, the mood of reverie and the
absence of detail in the background
are features frequently found in the
artist’s work around the turn of the
century. 

Frederick Bosley entered the
Museum School in 1900 and
quickly became a star pupil. Under
the influence of teachers Benson
and Tarbell, Bosley combined solid
drawing with impressionist brushwork and color.  In 1912,
upon resigning from the Museum School, Tarbell chose Bosley
as his successor. He assumed the mantle of Director of the paint-
ing program and perpetuated the ideals and technical training
that Tarbell and Benson had previously established.  Bosley’s
rich figurative paintings such as Satin Gown (p. 34), carefully
crafted with impressionist brushwork and a strong, yet reserved
palette, highlight the Boston School style at its best. After eigh-
teen years at his post, Bosley himself resigned in protest over the

introduction of modern art into the school program. 

The Boston School painters had a vast influence over
American art, and the Impressionist style gained wide accep-
tance. Though Frank H. Desch (1873-1934) studied at the
Pennsylvania Academy of the Fine Arts and then under Charles
Hawthorne at his Cape Cod School of Art in Provincetown,
Massachusetts, the influence of the Boston School painters can
still be seen in his work. Beautiful women painted in light-filled
interiors was his favorite choice of subject matter, and though he
would execute them with a similar balance between
Impressionism and realism, Desch worked outside of their

restrictions in terms of color. In
Coral Beads (p. 34), Desch renders
the various textures and patterns of
the curtains, the model’s robe and
her striking red hair in bold prima-
ry hues against the sunlight radiat-
ing from the window. This daring
use of color may have been a trait
he acquired from Hawthorne’s
teaching; unlike many traditional
painters, Hawthorne did not
instruct his students in the fine art
of draftsmanship, but stressed the
translation of hues and tones to the
flat plane of the canvas.

As the twentieth century pro-
gressed, the art world changed
rapidly throughout the United
States. Boston, however, as evi-

denced by the popularity of Paxton’s 1930 academic painting
Two Models, stayed rooted in its Puritan heritage, and continued
the tradition of representing truth through realism. Today, the
admiration of these early Boston artists remains strong, and their
work is highly sought after throughout the country. 

SMM

Jean-Auguste-Dominique Ingres (1780-1867) 
Odalisque with a Slave
Oil on canvas, 28 3/8 x 39 1/2 inches, 1839
Collection of the Fogg Art Museum, Harvard University

Notes:

1Craven, Wayne, Colonial American Portraiture: The Economic, Religious, Social, Cultural, Philosophical, Scientific, and Aesthetic Foundations, (Cambridgeshire:
Cambridge UP, 1986), p. 26.
2McLanathan, Richard B. K., Gilbert Stuart, (New York: Abrams in Association with the National Museum of American Art, Smithsonian Institution, 1986),
p. 42.
3Ibid, p. 13.
4Lee, Ellen Wardwell., Martin F. Krause, Jr., and R. H. Ives Gammell, William McGregor Paxton, 1869-1941: [Member of the National Academy],
(Indianapolis: Indianapolis Museum of Art, 1979), p. 37.
5Art and Archaeology, January, 1931, pp. 14- 48.
6Lee, Ellen Wardwell., Martin F. Krause, Jr., and R. H. Ives Gammell, William McGregor Paxton, 1869-1941: [Member of the National Academy],
(Indianapolis: Indianapolis Museum of Art, 1979), p. 145.
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William M. Paxton (1869-1941), Two Models
Oil on canvas, 32 1/8 x 38 1/8 inches, 1930, signed lower right: PAXTON

Boston’s Figural Tradition

Exhibitions: 
12th Exhibition of Contemporary American Oil Paintings, Corcoran Gallery of Art, Washington, D.C., 1930-31
1931 Winter Exhibition, National Academy of Design, New York, NY, 1931
Three Centuries of the American Nude, organized by the New York Cultural Center in association with Farleigh Dickinson University, 

Hackensack, NJ, 1975 (Traveled to the Minneapolis Institute of Arts and the University of Houston Fine Art Center)
William McGregor Paxton 1869-1941, Indianapolis Museum of Art, Indianapolis, IN, 1978 (Traveled to the El Paso Museum of Art, the 

Joslyn Art Museum, and the Museum of Fine Arts, Springfield)
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Frank H. Desch (1873-1934), Coral Beads
Oil on canvas, 30 x 26 1/4 inches, signed lower left: Frank H. Desch

Frederick A. Bosley (1881-1942), Satin Gown
Oil on canvas, 30 x 25 inches, signed lower right: Bosley
Exhibition: Frederick A. Bosley of the Boston School, Vose Galleries, Boston, MA, 1981

Boston’s Figural Tradition
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Daniel Garber (1880-1958), The Oriole
Oil on canvas, 30 1/8 x 28 1/4 inches, 1925, signed lower center: Daniel Garber

After graduating from the Pennsylvania Academy in 1905, Garber
was awarded the Cresson Traveling Scholarship, which enabled him to
tour England, France and Italy with his wife—and fellow Academy
student—Mary Franklin. When they returned from Europe the couple
settled into a new home in Lumberville, Pennsylvania, along the
Delaware River, which they named “Cuttalossa” after a nearby creek.
The lush greenery and farmland of the region inspired Garber to focus
on landscape painting, and he soon became a member of the New
Hope painters, joining earlier Pennsylvania Impressionists such as
William Lathrop and Edward Redfield.

While best known for his richly textured landscapes, Garber was
equally talented as a portrait and figural painter. He completed a num-
ber of commissioned works, but his finest figural paintings feature
those closest to him: his wife, their daughter Tanis and son John.
About these works, a 1920 Art & Life review commented: “Mr. Daniel
Garber is, in my opinion, very successful when he chooses as his prin-
cipal theme an endeared person, achieving then a firm portrait, a real
human being living in the presence of real leaves, vines, flowers—the

latter not in their turn subordinated or made humble accessories. No:
they are also endeared.”1

The Oriole depicts Mary Garber seated on the arched porch of
“Cuttalossa,” gazing out the window at a bird singing just beyond the
picture plane. While most of the painting consists of the interior space,
his fascination with capturing light effects is evident in the splash of
sunlight on the wall, the verdant gardens in the background, and the
treatment of the highlights and shadows on the potted azalea and on
the folds of Mary’s robe. By using family members as models, Garber’s
figural paintings become very personal, yet still evoke universal themes
of optimism, leisure, maternal love and familial harmony, and bring to
mind the work of Boston School painters Edmund Tarbell and Frank
Benson. Miles apart, the Boston and Philadelphia painters exhibited
alongside one another at national shows, and both schools succeeded
in applying the impressionist techniques begun in Europe to their
American landscapes and figure paintings. 

1Breck, Bayard, “Daniel Garber: A Modern American Master,” Art & Life,
March, 1920, p. 495.

feaTured PaiNTiNG: daNiel GarBer (1880-1958), ThE OriOlE



Midway through his career as one of the country’s most acclaimed oil painters, Benson
began to master ink wash drawings, watercolors and etchings. This adjustment in medi-
um resulted from his astute observations of the public’s changing tastes. Prior to World
War I, Benson had been immensely successful with feminine subjects, but an increasing
demand for more masculine themes led him to investigate wildlife and hunting scenes. In
1921, he took up these subjects seriously while on a fishing expedition to the Gaspé
Peninsula in Quebec. Watercolors, being lightweight and portable, were the perfect solu-
tion for someone who wanted to combine artistic and sporting pursuits in the Canadian
wilderness. 

Benson’s traditional approach to oil painting was liberated by the spontaneity of exe-
cution and boldness of expression inherent in watercolor. From 1921 until his death in
1951, Benson created nearly six hundred watercolors and ink washes, with subjects
including figures, land- and seascapes, sporting scenes, still life and waterfowl. In 1926,
he won a gold medal for his watercolors at the Sesqui-Centennial International Exhibition
in Philadelphia. 

feaTured arTisT: fraNk w. BeNsoN (1862-1951)
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Frank Weston Benson (1862-1951), Seven Ducks Landing
Ink on paper, 27 x 20 inches, signed lower left: F. W. Benson

Frank Weston Benson (1862-1951), November Day
Watercolor on paper, 19 3/4 x 25 1/8 inches, 1939, signed lower left: F. W. Benson / ’39
Exhibition: 37th Annual Philadelphia Water Color and Print Exhibition, Pennsylvania Academy of the Fine Arts, Philadelphia, PA, 1939



During the last decade of the 19th century, Benson was acclaimed
for his firelight and lamplight scenes of fashionable young women in
luxuriously furnished parlors. Painted in 1902, Woman in a Blue
Kimono demonstrates Benson’s transition from his artificially lit interi-
or scenes of the 1890s, to works of the 1900s and 1910s, in which nat-
ural light filters through a window in a more intimate setting.

Woman in a Blue Kimono was included in The Ten’s exhibition at
Durand-Ruel Galleries in New York, and was mentioned in two con-

temporary reviews of the show. The New York Times remarked:
“[Benson’s] Profile Head [has] some very attractive modeling of the face
in shadow. Here the lady is dressed in a Japanese kimono, and the sun-
light pours on the back of her head-a favorite arrangement of light for
Mr. Benson.” And a reviewer for The Mail and Express stated that
“another good example of [Benson’s] work is the profile head of a
young woman, with sunshine lighting the hair from behind.”

feaTured arTisT: fraNk w. BeNsoN (1862-1951)
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Frank Weston Benson (1862-1951), Woman in a Blue Kimono
Oil on canvas, 30 x 25 inches, 1902, signed upper right: F. W. Benson / 1902
Exhibitions: 
Exhibition of Ten American Painters, Durand-Ruel Galleries, New York, NY, 1903 
The Tenth Annual Exhibition of American Art, Cincinnati Art Museum, 1903 
Images of Women from the Permanent Collection, Fort Wayne Museum of Art, Fort Wayne, IN, 1995
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Still life is simply defined as a picture of inanimate objects, which
does little to emphasize the genre’s inherent ability to resonate with
audiences centuries apart by infusing whimsy or importance into the
everyday things around us. Despite these qualities, among the array of
themes adopted by American artists of the 19th century, still life was
often regarded by critics and painters alike as a frivolous pursuit, no
doubt a consequence of the prevailing idea that art should serve a noble
purpose. While landscape paintings glorified the exceptional American
scenery, genre paintings engaged viewers in a story and portraits cap-
tured the likenesses of family and prominent citizens for future gener-
ations, still life was done primarily to satisfy a need for decoration or
botanical illustration. A number of leading American landscapists and
genre painters dabbled in still life from time to time, but there were
only a brave few whose gifts for painting flowers, produce and other
objects elevated the subject beyond its presumed limitations.  

In Philadelphia, James Peale and his nephew Raphaelle, working in
the early decades of the 19th century, exhibited their distinctive com-
positions of fruit and vegetables at the Pennsylvania Academy, where
they were readily purchased by influential collectors of American paint-
ings. James’ focus on the unique traits of each object in his arrange-
ments, from the asymmetry of the fruit to the varied coloration of
leaves, contrasted with Raphaelle’s carefully balanced array of perfectly
round peaches and crisp greenery, yet both were highly successful in
their chosen discipline. Mid-century, Robert Spear Dunning’s tableaus
of ripe pears, apples and grapes were executed with his innate sensitiv-
ity to light and texture. Critical acclaim led him to abandon landscape
and portrait work for still life by the 1860s, and as founder of the Fall
River School of still life painting, he influenced many artists to carry

on the tradition. Along with the Peales and Dunning, the still life tal-
ents of several others, including Severin Roesen’s elaborate composi-
tions and Martin Johnson Heade’s exotic South American orchids cap-
tured in their natural environment, eventually led the greater art com-
munity to reconsider the merits of the theme. Furthermore, the
advancing Aesthetic movement in America and its concept of art as a
form of personal expression changed the perspectives of critics and col-
lectors, opening minds to the validity of still life as an effective and
worthy art form.

Women artists of the nineteenth and early twentieth centuries were
especially drawn to still life, due in part to the convenience of finding
subject matter and in deference to traditionally-minded schools that
rarely offered female art students lessons in the nude or anatomy.
While she was a schoolteacher for a time before pursuing a career in the
arts, Adelaide Palmer first began exhibiting her still life paintings at the
Boston Art Club in 1880, and after studying briefly at the School of
the Museum of Fine Arts, Boston, and with John Enneking, she spent
the next few decades creating richly colored fruit and floral arrange-
ments, captured at the peak of freshness. Painted in 1904, Still Life
with Oranges is distinctive for its juxtaposition of the customary pile of
fruit in a glass bowl alongside several wrapped oranges and one peeled
and sliced example. The treatment of the fruit evokes the still life work
of a contemporary of Palmer’s, William John McCloskey, an artist
active in California who produced paintings of wrapped lemons and
oranges beginning in the 1880s. Palmer’s talent for the genre extended
into commercial work when she designed the original label for the
Fruit of the Loom brand. 

Continued on p. 40
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Adelaide Palmer (1851-1928), Still Life with Oranges
Oil on canvas, 16 x 24 inches, 1904, signed lower right: Adelaide Palmer / 1904



The Still life Tradition in America

39

Hermann Dudley Murphy (1876-1945), White Roses
Oil on canvas, 30 1/4 x 25 inches, signed upper right: H. Dudley Murphy



Another woman artist, Marguerite Stuber Pearson, practiced a
more conventional style of still life painting owing to the traditions of
her Boston Museum School education. Under the guidance of
Edmund Tarbell and other Boston School instructors, Pearson pro-
gressed in the same vein by producing interior scenes of elegantly
dressed women at leisure and pleasing still lifes, such as Daffodils in a
Glass Vase (p.42). Her arrangements typically featured brightly colored
flowers placed in the center of the composition, with surrounding ele-
ments rendered in similar tones to give a sense of harmony to the
painting. 

While images of fruit and vegetables dominated the still life world
in the mid-nineteenth century, flowers soon became the subject of
choice for many turn of the century painters by virtue of their lyrical
qualities and the availability of varied textures, shapes and colors. One
of the most successful flower painters of this time was Abbott Fuller
Graves, whose interest in the subject likely sparked from working in a
greenhouse as a teenager to support his family. He studied briefly in
Boston before heading to Paris in the 1880s to further his education at
the Académie Julian. His early love of flowers translated into his work,
which ranged from carefully positioned studio compositions to more
impressionist sun-splashed garden pictures, and all were met with
praise from critics and the collecting public. An early example, Bouquet
of Peonies was exhibited at the Universal Exhibition in Paris in 1889,
and the sheer size of the canvas and of the blossoms, as well as the dra-
matic use of light and shadow, demonstrate Graves’ confidence in the
importance of his subject. Vose Galleries hosted several exhibitions of
the artist’s work in the 1920s and ’30s, following an initial exhibition
in 1914 of which a reviewer noted: “There are flower painters who sug-

gested by their work the decorative beauty of a few choice blooms set
apart from their surroundings, and enshrined in a vase, perhaps, where
the note is of fragile grace and evanescent delicacy; but with Mr.
Graves the customary emphasis is laid on profusion and sheer rich-
ness.”1

A contemporary of Graves, Hermann Dudley Murphy was a fellow
Massachusetts native and attended the Museum School before travel-
ing abroad to Paris for five years beginning in 1891. There, he was
exposed to the work of James Abbott McNeill Whistler and became
fascinated with the Aesthetic Movement, which came to reveal itself in
both his work and in the intricately carved frames he created specifi-
cally for his paintings. The frame business, first begun in 1903 by
Murphy with Charles Prendergast and Walfred Thulin, was later
named Carrig-Rohane and came under the ownership of Vose
Galleries by 1916. With the gallery managing day-to-day affairs,
Murphy was free to concentrate on designing and carving frames and
to continue with his own painting. By the 1920s, landscapes and fig-
ural work gave way to the still life compositions for which he is today
best known. White Roses (p. 39) epitomizes the artist’s Aesthetic incli-
nations with the gorgeously rendered flowers and leaves and reflections
in the pewter vase, balanced against the more muted colors of the ele-
gantly patterned tablecloth and folding screen. Fittingly, the painting
is housed in an original Murphy frame, with floral carvings at the cor-
ners and toned to the artist’s liking. Robert C. Vose remained a close
friend and admirer of Murphy’s, and the gallery held several exhibi-
tions of his work during his lifetime. In the Guild of Boston Artists’
1945 memorial show catalogue, Vose lamented the loss of such a talent:

The Still life Tradition in America
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Abbott Fuller Graves (1859-1936), Bouquet of Peonies
Oil on canvas, 47 x 70 1/2 inches, circa 1888, signed lower right: Abbott Graves
Exhibitions: 
(Possibly) Paris Salon, Paris, France, 1888
Exposition Universelle, Paris, France, 1889

Continued on p. 42
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George Loftus Noyes (1864-1954), Still Life - Flowers and Fruit
Oil on canvas, 24 x 25 inches, signed lower left: G. L. Noyes
Exhibition: (Possibly) Memorial Exhibition of Paintings by George L. Noyes,
The Guild of Boston Artists, Boston, MA, 1955

Ernest Lee Major (1864-1950), Still Life - Flowers and Fruit
Oil on canvas, 32 x 26 inches, signed upper left: Ernest L. Major
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“With the passing of Mr. Murphy, the world of art has lost one of its
most delightful members and one of its best influences for technical
skill, refinement, and beauty…His paintings are outstanding examples
of conscientious development of perfection in drawing and technique.
His rich, luscious flowers in oil are seldom equaled in our generation…”

George Loftus Noyes and Ernest Lee Major also enjoyed produc-
tive careers in the Boston art community in the early 20th century.
While Noyes is recognized for his sunlit landscapes and Major for clas-
sical figure paintings, critics were equally impressed with their still lifes,
supporting the notion that the theme had come a long way from its
irrelevance one hundred years prior. A 1907 review of Noyes’ work
remarks: “The same quality of good cheer Mr. Noyes appropriately
carries into his still life. He paints things to eat in an appetizing
way…There is nothing dead in his ’nature morte.’”2 The artist’s inter-
est in both impressionism and post-impressionism is revealed in the
combination of brightly-colored zinnias, ripe pear, grapes and pome-
granate, painted against the sensitively-rendered backdrop in Still Life
- Flowers and Fruit (p. 41). Major was likewise hailed for his talent with
florals: “The artist paints flowers in the rich extravagance of their color
in nature. He catches evanescence, changeable tones, the velvety sur-
faces and the fantastic shapes of petals.”3 Major was recognized for his
portraits and allegorical figure paintings done in the conservative

Boston School style, yet the texture of the blooms and soft-edged
reflections in Still Life - Flowers and Fruit (p. 41) demonstrate his
familiarity with impressionist techniques.

As the twentieth century progressed, avant-garde methods spread-
ing in Europe and the United States came to shape the still life work of
many American artists, from Walt Kuhn to Charles Demuth to
Georgia O’Keeffe, in new and profound ways. French-born Bernard
Lamotte spent the majority of his career in the United States, but was
very involved with the expatriate art community in New York and
made frequent trips home to Paris, where his artistic circle included
Picasso and Matisse. He was fully immersed in modernist trends that
influenced his Parisian street scenes, busy harbors, sunlit interiors and
still lifes. Irises in a Glass Vase is painted with the artist’s signature
strong, fluid brushwork and keen sense of color, and reflects the joie de
vivre he instilled in all of his subjects. 

Contemporary still life painters continue to reinvent the genre, and
Vose Galleries is proud to represent two artists who bring their unique
sensibilities to a time-honored tradition. Janet Monafo’s pastels, often
large-scale, elaborately composed “piles” of everyday objects viewed
from a high angle, defy the traditional formula of still life. Of her work,
Monafo says: “I’m most interested in the relationship of colors, the
relationship of shapes, and the relationship of textures, and how they
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Bernard Lamotte (1903-1983), Irises in
a Glass Vase, oil on board, 33 1/2 x 13
5/8 inches, initialed lower right: BL

Marguerite Stuber Pearson (1898-1978), Daffodils in a Glass Vase
Oil on canvas, 30 x 25 1/4 inches, signed lower left: M. S. Pearson
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contribute to the order of the whole composition.” Her
sensitive treatment of light and shadow, and the rounded
edges and handles of the various containers in Copper
Cluster transform items that we know to be hard and metal-
lic into something malleable and organic. 

In his trompe l’oeil work, John Whalley pays homage
to the late 19th century discipline made famous by the
paintings of William Harnett and John Peto. The artists’
precisely painted still lifes of worn books, paper money,
pipes and the like, were captured life-size with deep shad-
ows to give a three-dimensional effect to the composition
and thus “deceive the eye.” With the rising popularity of
impressionism, trompe l’oeil fell out of favor in the early
20th century, but has experienced a resurgence in the last
few decades as more painters turn to extreme realism in
response to modernism and abstraction. Like his predeces-
sors, John is drawn to old objects, those that tell a story: “I
find a more genuine joy in taking everyday “unbeautiful”
things, placing them in a setting and painting them in as
true a way as I can, so their real beauty can be discovered
by the viewer.” John’s talent with texture and depth is seen
in the weathered painted table, the frayed edges of the book
and in the fine lines of the feather depicted in The Child’s
History. Every item has been touched by human hands, per-
haps even by the boy in the photograph placed neatly on
top, and we wonder where his life took him and what his
own history might be.

CSK

For an in-depth examination of the history of still life in
American art, see William Gerdts’ Painters of the Humble Truth:
Masterpieces of American Still Life, 1801-1939 (University of
Missouri Press: Columbia, MS, 1981).

1Boston Evening Transcript, December 30, 1913. (Vose
Galleries Archives)

2“Optimistic Landscapes by Noyes,” The Boston Sunday
Herald, April 18, 1915. (Vose Galleries Archives)

3“Guild of Boston Artists,” Christian Science Monitor, January
23, 1924, p. 5. (Vose Galleries Archives)
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Janet Monafo, Copper Cluster
Pastel on paper, 37 x 49 inches, 2008, signed lower left: MONAFO ’08

John Whalley, The Child’s History
Egg tempera on panel, 24 x 19 3/4 inches, 2011
Signed lower right: John Whalley
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“When I see a bucolic scene such as
this, infused with delicate light, I can
almost envision myself in the pic-
ture. Sailing on the Delaware River
(my home state), catching some
trout and mentally sifting through
recipes that I might use for cooking
my catch. What a day! I would never
get tired of looking at this scene!”

-Marcia Vose

“I love this painting because it takes
me home. I grew up in Newport,
and while I never learned to sail like
the artist, I’ve walked along the har-
bor many a summer night and was
amazed by the sheer number of ves-
sels at dock, and yet there is always a
sense of tranquility with being on
the water. The harbor has changed
since the summer of 1887 when
Tryon painted Newport at Night, but
the quietude of the evening remains.
It’s a wonderful rendition of an
unusual subject—after all, painting
is often about ’the light’ and is done
during the day—and he brilliantly
captures the sparkling lights on the
ships and the distant city, their
reflections on the water, and the
subtle blue-green tones of cloudy
skies. The painting borders on
abstraction, and its extensive exhibi-
tion history reveals that the artist
and previous owners were very
proud of this work.”

-Courtney Kopplin
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Hermann Herzog (1832-1932), Delaware Trout Fishing
Oil on canvas, 24 x 30 inches, signed lower left: H. Herzog

Dwight William Tryon (1849-1925), Newport at Night
Oil on wood panel, 10 3/4 x 15 7/8 inches, 1887, signed lower left: D.W. Tryon 1887
Exhibitions: 
Thomas B. Clarke Collection of American Pictures, Pennsylvania Academy of the Fine Arts, 

Philadelphia, PA, 1891
Union League Club, New York, NY, 1893
World’s Columbian Exposition, Chicago, IL, 1893
Revisiting the White City: American Art at the 1893 World’s Fair, National Portrait Gallery and 

National Museum of American Art, Smithsonian Institution, Washington, D.C., 1993
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“Influenced by both the Barbizon and impres-
sionist styles, Crane combined characteristics
from each to form what has often been referred
to as “tonal impressionism.” I admire this piece
for the way in which Crane defines the spare
landscape not with exacting lines, but with an
emphasis on tonal harmony and subtle transi-
tions in color. For me, Golden Hills is reminis-
cent of the work of James Abbott McNeill
Whistler, another tonalist artist, and one of my
favorite painters.”

-Stephanie Madden

“One of the thrills about working closely with
the artwork we handle is being able to see the
back of a painting, which can tell you a lot about
not only its history, but also give insight about
why an artist painted a particular subject. This
gem by Maxfield Parrish didn’t disappoint! An
inscription verso written by Maxfield Parrish, Jr.,
son of the artist, reads: ’“Stone Hill’ Painted by
Maxfield Parrish about 1935 for his own pleasure.
Never reproduced.” Not only did Parrish enjoy
this work for years, he gave it to his daughter,
and it descended in the family for decades.”

-Beth Vose Frey
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Maxfield F. Parrish (1870-1966), Stone Hill—Arizona Desert
Oil on wood panel, 9 1/8 x 11 1/8 inches, 1933, signed lower left: Maxfield Parrish 1933

Bruce Crane (1857-1937), Golden Hills
Oil on canvas, 30 1/8 x 36 1/8, circa 1920, signed lower right: Bruce Crane NA

Exhibitions: 
Commemorative Exhibition by Members of the National Academy of Design, 1825-1925, 

Corcoran Gallery of Art, Washington, D.C., 1925 (Traveled to Grand 
Central Art Galleries, New York, NY) 

(Possibly) National Academy of Design, New York, NY, 1920 
(Possibly) Pennsylvania Academy of the Fine Arts, Philadelphia, PA, 1921

Exhibitions: 
Maxfield Parrish, The Berkshire Museum, Pittsfield, MA, 1968
(Possibly) N. C. Wyeth – Maxfield Parrish: Paintings, Brockton Public Library, 1969
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Marion Huse (1896-1967), Twelve Boats
Oil on board, 12 x 15 7/8 inches

Reynolds Beal (1867-1951), Circus Scene
Crayon on paper, 12 x 141/2inches, signed lower right: Reynolds Beal 1928

George Loftus Noyes (1864-1954), Haystacks
Oil on canvas, 13 x 18 inches, signed lower right: G. L. Noyes

sTaff Picks

Exhibition: Marion Huse: An Artist’s Evolution, Brockton Art
Museum/ Fuller Memorial, Brockton, MA, 1985

“My grandfather gave Reynolds Beal his second exhibition in
1916, and after his death in 1951, we put on three more exhibi-
tions of his work in 1973, 1975 and 1983.  His crayon works are
my favorite with their high-keyed color and sense of playfulness.
And who doesn’t relish the excitement and mystery of going to
the circus?”

-Bill Vose

“This piece sparkles with color and vigorous brushwork, with
obvious influence from Charles Hawthorne, whom Huse stud-
ied with in Provincetown in the early 1920s. During the
Depression she oversaw the WPA operations in Springfield,
Massachusetts, where she also opened and ran an art school for
fifteen years. This painting was included in an exhibition and
catalog of her work titled, Marion Huse, An Artist’s Evolution at
the Brockton Art Museum, and is considered one of her rare,
early pieces.”

-Carey Vose

“George Noyes honed his en plein air technique in the French
countryside after studying the academic tradition in several
Parisian ateliers. He had left Boston for Europe in 1890, return-
ing to New England in 1892 following his admittance to the
French Salon. Noyes’ arrival in France coincided with the 1891
release and public acclaim of Claude Monet’s series of studies of
Haystacks in Normandy, of which Noyes must have been aware.
The familiar motif and handling in Haystacks reflects Noyes’ fas-
cination with the effects of light on the landscape. Bright sun-
light illuminates the scene, a tranquil field bordered by a brook
and dotted by the golden stacks.”

-Tyler Prince
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Jonas Lie (1880-1940), On the Wings of Morning
Oil on canvas, 30 x 45 inches, circa 1924, signed lower left: Jonas Lie
Exhibition: Exhibition of Paintings by Jonas Lie, Robert C. Vose Galleries, Boston, MA, 1924

“[Jonas lie] prefers the busy, landlocked harbor, with its crowding fishing craft. almost invariably, he
likes to climb headland eminence and look down upon the scene below, for the sails of the fleet are silhou-
etted against the shimmering water, affording the artist ample material for the creation of a forceful pattern.

and above all else, mr. lie dearly loves design in his canvases, and forceful color.”

-Boston Evening Transcript, November, 1930

Jonas Lie (1880-1940), On the Wings of Morning
Oil on canvas, 30 x 45 inches, circa 1924, signed lower left: Jonas Lie
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