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In this survey of American realist painting, we
are proud to present thirty-six artists whose birthdates
span from 1813 (Samuel Gerry) to 1931 (Elliot Offner).
Although the catalogue is not grouped in strict chronological order, we do begin with two charming early genre
scenes. Frederick Batcheller, a pioneer in establishing an
appreciation of the arts in Rhode Island, paints a lavish
promenade scene by the banks of a Providence river.
Samuel Gerry’s large genre painting shows an early 18th
century family at leisure in the company of their farm
animals, after the mother has hoisted her young child
atop a stunning white horse, with family looking on.
In the 19th century, hordes of American artists,
including the above mentioned Samuel Gerry in the
1830s, brought back with them their training from the
ateliers of Europe and fanned out across the country to
introduce the new ideas of Barbizon artists and French
Impressionists. John Enneking had a foot in both stylistic
camps and became the most famous landscape artist in
New England and beyond. His trout brook scenes from
the woods of Newry, Maine, stand among his most popular work.
The exhibition highlights two important impressionist scenes, one in the charming French village of
Pont-Aven, Brittany, by Childe Hassam, painted during
his second trip there; the other, another village street
scene, subtly shows the approach of a horse and carriage, by Theodore Robinson, who was among the first
artists to arrive in Giverny, France, and helped to establish an American colony in this picturesque town in Normandy, seventy-five kilometers west of Paris.
Expat Frederick Frieseke, who is known for his
bright impressionist figural work, displays an earlier
Whistlerian influence in his painting of the Luxembourg
Gardens. Living abroad for a large part of his life,
Frieseke explained, “I stayed in France because I am
more free there and there are not the puritanical restrictions which prevail in America.”1
In “puritanical” Boston (the art was progressive,
if not the mindset!), meanwhile, Frank Benson became a
leading painter and teacher in what would be called collectively the Boston School, which included Boston’s
School of the Museum of Fine Arts, the Massachusetts
Normal Art School and the Cowles School. This influen-
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tial group held hegemony in American art from the 1890s
to approximately 1920, when Europe’s radical new ideas
would hold sway for the following few decades, and the
center for this new art shifted to New York City. This exhibition includes just five artists of the Boston School;
others attended the many different American art schools
that emerged across the country during this era and before. Others studied privately with well-established
artists both in the United States and Europe, or segued
out of trades such as sign painting and marble cutting to
the fine arts.
At about the same time, on the North Shore of
Massachusetts, Charles Woodbury explored a different
path from the Boston School with whom he had little in
common. An MIT graduate in mechanical engineering,
Woodbury’s life-long goal was to capture motion in his
work, particularly the roll of waves along the East Coast.
He settled in Ogunquit, Maine, and began offering summer classes in 1898, training future art teachers who
would establish the first professional educational program in the studio arts in the commonwealth’s schools,
the first state in the nation to do so.
In all, twenty-nine artists in this exhibition came
either from New England, settled here, or spent the summers roaming the coastlines, mountains and valleys in
search of subject matter and the New England light so
prized by painters. Nearly half of the paintings in this exhibition show the results of their New England wanderings, from James Jeffrey Grant’s Gloucester Wharf,
Massachusetts (p. 26) to Mabel May Woodward’s Ogunquit Bathers (p. 21).
A chronological listing of these artists by birthdate, grouped by decade, may be viewed on our website.
To see which artists were born in each decade and where
and how they ended up as professional artists is surprising! Their national influence broadened the sophistication of American patrons, leading for the first time to the
nationwide formation of private collections of both
American and European artists.
MacChesney, Clara T.,“Frieseke Tells Some of the Secrets of His Art,”
The New York Times, June 7, 1914.
1

Frederick Batcheller (1837-1889), Summer Afternoon along the River, Rhode Island
Oil on canvas, 36 1/4 x 54 1/4 inches, signed and dated lower right: Batcheller 1889
During his youth, Frederick Batcheller trained as a
marble cutter and produced marble busts while employed with
the Tingley Brothers stone yards of his native Providence,
Rhode Island. By the early 1860s, however, he had turned his
attention to painting, capturing idyllic compositions inspired by
Rhode Island scenery, including views along the Pawtuxet,
Blackstone and Seekonk Rivers, and the paths and manicured
lawns of Providence’s Roger Williams Park.

While not specifically located, Summer Afternoon
along the River, Rhode Island, shows the well-dressed men,
women and children often populating his landscapes as they
enjoy a lovely day of leisure. The waterways of Providence and
nearby communities served as the backbone to the state’s thriving industry-based economy during the 19th century, and offered relaxation and recreation in the warmer months.
Along with Marcus Waterman and James Morgan
Lewin, Batcheller was a member of a lively group of artists who
called themselves “The Group of 1855,” and helped to promote
Providence’s cultural and artistic endeavors. In 1880, Batcheller
and several colleagues, including Sydney Burleigh and George
William Whitaker, founded the Providence Art Club and began
organizing exhibitions where artists, amateur painters and collectors could connect with fellow enthusiasts. Batcheller participated regularly in the Club’s shows and was singled out by
critics:

F. S. Batcheller is improving in his still life pictures: the crisp
melon, the juicy orange, the brilliant peach, the rough barked
nut, and the luscious bloom-covered grapes, never had a more
honest and faithful exponent.1
In 1889, the Providence Art Club held a memorial exhibition in
his honor, featuring over one hundred examples lent by family
members and numerous private collectors.
1

Undated newspaper article (Vose Galleries Archives).
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Samuel Lancaster Gerry (1813-1891), Barn Scene
Oil on canvas, 29 1/2 x 40 inches, signed lower right: S. L. Gerry
Like many 19th century artists, Samuel Gerry began
his career as a sign and decorative painter before looking
abroad for inspiration. He traveled to England, France,
Switzerland and Italy during the mid-1830s, befriending fellow
artist George Loring Brown, and falling under the influence of
Barbizon painter Constant Troyon.
While remaining largely self-taught, Gerry established
himself as a successful genre and landscape artist in his hometown of Boston. There, he taught classes at the Tremont Street
Studio Building, became a leading promoter of the arts, and ex-
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hibited in nearly every Boston Art Club exhibition from its inception in 1855 until the year he died. He also exhibited at the
National Academy, the Pennsylvania Academy and the Boston
Athenaeum, and painted throughout New England and New
York’s Lake George region.
Today, Gerry’s works are represented in major museum collections, including Boston’s Museum of Fine Arts, the
High Museum of Art, Atlanta, Georgia, the Smith College Museum of Art, Northampton, Massachusetts, and the Brooklyn
Museum, New York.

Daniel Santry (1858-1915), Duxbury Clam Digger, Massachusetts
Oil on canvas, 30 1/4 x 40 1/4 inches, signed lower right: Daniel Santry
The son of Irish immigrants, Daniel Santry went to
work after middle school to help support his family. By the age
of eighteen he knew he wanted to become an artist, and began
training through inexpensive evening classes in the Boston
area. He was encouraged by the words of Benjamin Champney,
an important artist-mentor, who advised students to “save
up...and go to Paris. It is and always will be the best place to
study art and meet with artists of great renown.”1 Santry departed for France at the end of 1881, and within a few months
encountered the work of French Impressionists in an exhibit at
the gallery of M. Durand Ruel. Camille Pissarro was of particular interest to Santry; he spent years participating in summer
classes taught by the master near his family home in Pontoise.
In 1885, a cholera epidemic forced Santry to flee to
the countryside town of Saint-Servan, where he traded paintings with local inn keepers for food and lodging. During that
time he toured many of the locations Pissarro had painted, and
exhibited one of those works at the Paris Salon in 1886.
Upon his return to Boston in 1889, Santry established
a studio and joined the Boston Art Club, but buyers for his
paintings were difficult to find. He ventured to New Hampshire’s White Mountains, and his reputation as a landscape

painter began to grow as tourists seeking mementos from their
stay eagerly purchased his work. Santry became the first Artistin-Residence at the new Mount Washington Hotel in 1902.
The influence of Pissarro on Santry’s work can be felt
in his own light-filled landscapes of New Hampshire and depictions of tranquil country life, as seen in Duxbury Clam Digger,
Massachusetts. While he rarely exhibited in solo exhibitions, a
1903 show at Beacon Art Galleries featured an astounding one
hundred works, which elicited praise from a critic for the
Boston Evening Transcript:

A preliminary view of the collection reveals a novel and gratifying array of New England scenes, in which the individual note
is invariably strong and distinct, and there is a prevailing atmosphere of fine simplicity and sentiment...in fact, in looking at
his pictures one is not conscious of method or effort at all, but
merely of the results—results which, in most instances, convey
an impression of unity and of the unaffected enjoyment with
which the thing is done.2
As quoted in Kristiansen, Rolph H., and Leahy, Jon J., Rediscovering
Some New England Artists 1875-1900 (Dedham, MA: Gardner-O’Brien
Assoc., 1987), p. 59.
2
“Mr. Santry’s Landscapes,” Boston Evening Transcript, April 15, 1903, p. 15.
1

5

Winckworth Allan Gay (1821-1910), Sailing off the Seashore, Cohasset, Massachusetts
Oil on wood panel, 12 x 19 inches, signed and dated lower left: W. Allan Gay 1872
Winckworth Gay was part of the first wave of Americans to be influenced by Barbizon painting. At the age of seventeen he took lessons with Robert W. Weir in West Point, New
York, and in 1847 traveled abroad to Paris to study with Constant Troyon. While in Paris he met fellow New Englander Benjamin Champney, and they went on sketching trips together
throughout Europe. When he returned to America in 1851, Gay
established a studio on Summer Street in Boston and found appealing subject matter in the White Mountains of New Hampshire and along the shores of Massachusetts. Sailing off the
Seashore, Cohasset, Massachusetts, painted in 1872, resembles
a composition of the same sandy cove completed three years
earlier, now held in the collection of the Museum of Fine Arts,
Boston.
Gay exhibited with the Boston Art Club from the first
1855 exhibition continuously until 1877. In 1859, the Boston
Athenaeum purchased Lake Champlain and Green Mountains,
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from Westport, New York, and later exchanged that painting
for another one entitled Mount Washington. With William
Morris Hunt, Gay became a founding member of the Allston
Club, where they both exhibited landscape paintings.
In 1873, Gay traveled to Europe and Egypt, and held
an exhibition of his Egyptian drawings at Boston’s Doll &
Richards gallery. In 1877, he auctioned off over one hundred
paintings to fund a trip to the Far East, where he spent four
years in Japan, one of the first Americans to do so, and traveled
throughout China and India. After a two-year stay in Paris on
his way back to America, Gay returned to Boston in 1884 and
held an exhibition of paintings featuring the exotic landscapes
and traditions he had seen during his travels. In 1890, Gay retired to his native Hingham, Massachusetts. In addition to the
Museum of Fine Arts, Boston, Gay’s work can be found in the
collections of the Brooklyn Museum, the Yale University Art
Gallery and the Smithsonian American Art Museum.

William Partridge Burpee (1846-1940), Newfoundland Fish Wharf
Oil on canvas, 25 x 30 inches, signed lower right: W. P. Burpee
William Burpee moved to Boston to pursue a career
in accounting, but soon cultivated an interest in the fine arts.
He studied with William Bradford in the 1870s, and began
painting coastal scenes of Lynn Beach along Massachusetts’
North Shore. He is today known as one of the Lynn Beach
Painters; his work from this period featured scenes of fishermen, children, clam diggers and women hoping for their husbands’ safe return, captured along the beaches and docks from
Nahant to Swampscott.
Following the death of his father in 1887, Burpee became an heir to the family fortune which, combined with his
painting sales and savings accrued to this point, allowed him
the freedom to paint and travel without the financial pressures
often experienced by artists.
In 1893, Burpee established a studio at the Harcourt
Building in Boston, dividing his time between the city and the
environs of the North Shore that continued to occupy his interest. At the age of fifty-one he made a two-year bicycle tour

through Europe, visiting Holland, Germany, France, Spain and
Italy, before returning in 1899. His time abroad generated a
change in his painting style; he adopted more impressionistic
techniques as well as a newfound interest in pastel. Tragedy
struck in 1904 when a fire destroyed the Harcourt Building,
along with most of Burpee’s work. By 1922, he was living in
Rockland, Maine, where he remained until his death.
Burpee was a member of the Boston Art Club, and
exhibited there from 1890 until 1909. He also showed at the
Pennsylvania Academy, the Art Institute of Chicago and the
Copley Society, and in 1904 at the St. Louis Exposition, where
he was awarded a bronze medal. In 1976, the Farnsworth Museum held the first retrospective exhibition of his work, in which
Newfoundland Fish Wharf was shown. The painting likely
dates to the period following his return from Europe because of
the artist’s lively brushwork and attention to subtle lighting effects on the clouds, rocks and water.
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Hugh Bolton Jones (1848-1927), Stream
Oil on canvas, 16 1/8 x 24 1/8 inches, signed lower left: H. Bolton Jones
A native of Baltimore, Hugh Bolton Jones began his
art education at the Maryland Institute before studying under
Horace Wolcott Robbins in New York City in 1865. Just two
years later Jones began exhibiting with the National Academy,
and would continue to do so for the next sixty years.
Like many of his contemporaries, he traveled to Europe to further his studies and found himself at Pont-Aven,
Brittany, along with his younger brother, artist Francis Coates
Jones, where he was introduced to the Barbizon aesthetic. After
four years abroad painting in France, Spain and North Africa,
Jones returned to America and settled in New York. He soon
established himself among the art circles of the day, joining the
Society of American Artists, the American Water Color Society
and the Century Association. He became a full National Academician in 1883, and also took part in exhibitions at the Penn-
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sylvania Academy and the Boston Art Club. Jones earned
medals at prestigious international exhibitions, including the
World’s Columbian Exposition in Chicago in 1893, the St. Louis
Exposition in 1904 and the Panama-Pacific Exposition in 1915.
A great majority of Jones’ work depicted the New
England landscape, although he also returned to Maryland in
search of subject matter, and traveled to the Blue Ridge Mountains of West Virginia in 1875.
Stream is a classic example of the artist’s work,
demonstrating his refined brushwork and sensitivity to the effects of diffused sunlight on the clouds, colorful early autumn
foliage and serene water. The harmonized palette lends the
scene an inner glow and exemplifies in paint the connection
Jones felt with the natural landscape.

John Appleton Brown (1844-1902), Bridge in Late Spring
Oil on canvas, 20 x 27 1/8 inches, signed lower right: J. Appleton Brown
“[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.”

–Frank T. Robinson, Living New England Artists (Boston, MA:
Samuel E. Cassino, 1888)

John Appleton Brown was considered one of America’s most prominent disciples of the French Barbizon and impressionist styles of landscape painting in the late 19th century.
Born in Newburyport, Massachusetts, Brown was encouraged
to pursue art and moved to Boston around 1865, where he
worked alongside George Inness and William Morris Hunt in
the city’s Studio Building. One year later he traveled to Paris to
study under Émile Lambinet, and was influenced by the subtle
textures and palettes of the Barbizon painters Jean-BaptisteCamille Corot and Charles-François Daubigny. Brown exhibited several landscapes at the Paris Salon, and when he settled
back in Boston in the summer of 1875 his work was eagerly collected by patrons who were inspired by this avant-garde painting style.

In 1879, Brown and his wife Agnes began holding annual exhibitions of their work at Boston’s Doll & Richards
gallery, and during the 1880s Brown reached the pinnacle of his
popularity when he adopted an impressionist style. With its
rural subject matter and subtle handling of shadows and sunlight, Bridge in Late Spring epitomizes Brown’s fusion of the
Barbizon and impressionist methods of painting. He was nicknamed “Appleblossom Brown” for his bright, optimistic landscapes, praised by critics for their “Wordsworthian” simplicity.
In a 1923 article on Brown published in the American
Magazine of Art, art critic 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.1
Downes, William H., “John Appleton Brown, Landscapist,” American
Magazine of Art, August 1923, p. 437.

1
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Edward Henry Potthast (1857-1927), The Waterfall
Oil on board, 11 7/8 x 15 7/8 inches, signed lower left: E. Potthast
An avid painter in his youth, Edward Potthast began
to study fine arts at the McMicken School of Design at the
young age of thirteen, and then followed the path of many
other Cincinnati artists by studying under Frank Duveneck. He
continued his education in Munich, Germany, where he acquired his signature painterly brushstrokes and bold coloration,
as was the mode of the city. A second trip abroad in 1887
brought him back to Munich, then to Paris, and finally to the
informal artists’ colony at Grez-sur-Loing near Barbizon,
France.
In 1895, Potthast settled in New York and accepted a
position as an illustrator for Scribners and Century magazines.
Painted sometime after 1908 when Potthast moved to the
Gainsborough Building overlooking Central Park South, The
Waterfall demonstrates his fascination with capturing the way
sunlight reflects off of a variety of surfaces as the water ripples
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and shifts against the hard-edged boulders. Although not
specifically located, it’s possible the scene was inspired by a
visit to the park, where he often spent a leisurely afternoon.
A bachelor his entire life, Potthast purportedly was
married to his career; between twenty and thirty of the artist’s
sketchbooks were recovered following his death, all of which include copious notations of the color, time and lighting of his
subject matter. Potthast exhibited in over fifteen solo shows
during his career, participating both locally and abroad, and
was a member of nearly twenty art associations, including the
National Academy and the American Water Color Society.
Today his works are in the collections of the Art Institute of
Chicago, the Metropolitan Museum of Art, the Museum of Fine
Arts, Boston, the Cincinnati Art Museum, and the Brooklyn Institute, among many.

John Joseph Enneking (1841-1916), Trout Brook
Oil on canvas, 25 x 30 inches, signed lower right: Enneking
John J. Enneking moved to Europe in 1872 to pursue
a career in the arts, which would prove both financially and
critically successful. He was perhaps America’s earliest impressionist painter, but he also knew Édouard Manet, and studied
with Eugène Boudin and master French Barbizon teacher
Charles-François Daubigny. 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.
Originally from Cincinnati, Enneking settled in
Boston’s suburb of Hyde Park in 1876, and became one of the
city’s most beloved artists. He was a devoted conservationist
and acted as chairman of the Park Board, helping to preserve
the salt water marshes of the Neponset river, as well as the
Stony Brook Reservation and the Back Bay Fens.
In 1885, Enneking began summering in North Newry,
Maine. The deep woods provided inspiration for a series dubbed

the “trout brook” paintings. The trout brook series highlights
his signature rich impressionist style, so highly praised during
his lifetime and today.
Enneking’s success was foretold early-on when
Boston’s Williams and Everett gallery mounted his first solo exhibition in 1878, sold every work, and netted the artist $5,000.
He exhibited at prominent venues such as the National Academy, the Pennsylvania Academy, the Art Institute of Chicago,
the Corcoran Gallery, the Boston Art Club, the Paris Exposition of 1900, and the Panama-Pacific Exposition of 1915, where
he won the prestigious gold medal. Vose Galleries handled Enneking’s work during his lifetime, and has held six solo shows
since the artist’s death. In the Galleries’ 1917 memorial exhibition, twenty-seven landscapes were hung, sold out, rehung with
an equal number, and sold out again.
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In 1887, excited by the prospect of exploring this new
Theodore Robinson was one of the first and most imdirection in painting, Robinson traveled the French countryside
portant of the early American Impressionists, and was responsiand settled in the tiny village of Giverny. Robinson and artists
ble for introducing this radical style of painting to the
Willard Metcalf, John Leslie Breck, Theodore Wendel and
American public. He demonstrated his artistic tendencies at an
William Blair Bruce, among others, are credited with founding
early age, while living in Evansville, Wisconsin. His father was
an American artists’ colony in Giverny. They were apparently
a minister, and Robinson often sketched members of his faunaware that Monet had been living there for four years prior
ther’s congregation during church services. At age 18, he left
to their arrival, as Monet preferred to keep his distance from
Evansville for Chicago to begin art studies, but returned to
the young Americans. Robinson, however, managed to establish
Evansville and earned a living making crayon portraits from
a close friendship with Monet and was
photographs. The balance of working
strongly influenced by the master’s
and studying caused some strain on the
teachings. Robinson used Monet’s broken
young artist, who had suffered from
color technique, but in moderation, and
asthma since childhood. After a time of
preferred subtle tones and diffused light
recuperation, he decided to continue his
in his own works. In Village Street, he
art education by moving to New York
City, enrolling at the National Academy
combines strong academic training with
in 1874. While at the Academy, Robinson
Monet’s teachings, dissolving form into
helped to form the Art Students League
color and infusing the scene with sponwith a group of fellow students, and by
taneity and light.
1876 he took his first voyage abroad, arRobinson returned permanently
riving in Paris to work in the Atelier
to America in 1892 and applied his newDuran and later studying at the École
found style to the landscape of his homedes Beaux-Arts under Jean-Léon Gérôme.
land. He eventually took a teaching
After his return to the United
position in Napanoch in the Hudson
States in 1879, Robinson settled in New
River Valley in New York, and exhibited
York and made a living as an art instrucat the Society of American Artists, the
tor and as an assistant to John La Farge,
National Academy and the Pennsylvania
under whose tutelage Robinson and
Academy. He was highly respected
friend Will Low painted decorative panamong his fellow painters, and duly adels for the senior artist’s mural designs.
mired by the younger generation at the
Around 1881, the Boston decorative firm
Society of American Artists. In 1894, he
of Prentice Treadwell hired Robinson,
discovered the charm of Cos Cob, Conand for the next three years he created
necticut, painting several marine subjects,
his own designs for the beautification of
and later that year he accepted shortTheodore Robinson, 1882
wealthy patrons’ homes. The stability of
term teaching positions in New Jersey. He
the position in Boston allowed him to
had his first one-man show at William
save up enough money for his eventual return to France in
Macbeth Gallery in New York in February of 1895. Still
1884. In the time that Robinson was away from France, Impresplagued with health issues, Robinson returned to his birthplace,
sionism was beginning to gain momentum as a legitimate art
Vermont, for a time of recuperation. Sadly, in April of 1896,
movement. Claude Monet, arguably the most influential practiRobinson died of an asthma attack. As a teacher, artist and pitioner, had his first solo exhibition in the early 1880s, though he
oneer in the American Impressionist movement, his influence
had been exhibiting with fellow Impressionists in group shows
remains far-reaching.
since 1874. Many artists followed his lead, leaving the confines
and strictures of the studio environment for the openness and
light-changing effects of the natural world.
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Theodore Robinson (1852-1896), Village Street
Oil on canvas, 18 1/8 x 22 1/8 inches
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One of Boston’s best known impressionist painters,
Childe Hassam was raised in Dorchester, Massachusetts, and
took drawing lessons from Walter Smith, Director of the Massachusetts Normal Art School. He began his career as a commercial illustrator and watercolorist beginning in 1877, while
taking painting lessons from Boston artists Ignaz Gaugengigl
and William Rimmer. After a trip to Europe in 1883, Hassam
returned to Boston and began painting street scenes, capturing
the genteel urban residents of his hometown. He married Kathleen Maude Doane a year later and departed for Paris with his
new bride for a three-year stay from 1886 to 1889.
While abroad, Hassam studied figure drawing at the
Académie Julian, settling into a downtown apartment and fully
immersing himself in Parisian life, purposely avoiding contact
with other visiting Americans. Greatly disappointed in the
academy’s rigid emphasis on mechanical drawing over expressive originality, Hassam withdrew from his training program in
the spring of 1888. Working independently from this point forward, Hassam greatly increased his productivity and sought out
new motifs from his surroundings. He became attracted to the
imagery of cab drivers and followed the city’s racing circuits,
executing a number of oils of the Grand Prix races. By the end
of this decade, Hassam had discovered his bright impressionist
palette, and he took to creating small-scale en plein air studies
with great enthusiasm.
Hassam moved to New York upon his return from
Europe, although he maintained ties to Boston throughout his
career. From 1890 to 1919, he and his wife spent summers near
Gloucester, Massachusetts, on the island of Appledore with
Celia Thaxter, and in the artists’ colonies of Cos Cob and Old
Lyme, Connecticut, returning to New York for the colder seasons. Hassam had a strong influence on his contemporaries
during stays in the Connecticut artist colonies, as he introduced
the bright tones and broken brushwork of the French Impressionists and helped to phase out the muted tonalism previously
known to this area of Connecticut.
Seven years after his first trip to Europe, Hassam and
his wife returned. The schedule for this trip was rigorous, with
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travels throughout Italy, France and England. In 1897, Hassam
exhibited four paintings at the Société Nationale des BeauxArts in Paris before traveling to the artist colony at Pont-Aven
in the culturally rich area of Brittany. Hassam stayed only
three months but completed more than a dozen works depicting this charming village and its inhabitants. Street in PontAven, Brittany–Evening combines impressionist brushwork
and a warm, inviting palette to capture a charming view of
leisurely Breton life.

Circa 1890 postcard of Pont-Aven with St. Joseph’s Church
Along with fellow Boston painters Frank Benson, Edmund Tarbell and Joseph DeCamp, and renowned artists
William Merrit Chase and John Twachtman, Hassam helped to
form “The Ten.” This distinguished group of American Impressionists exhibited together in New York between the years of
1898 and 1919.
Prolific for much of his career, Hassam also exhibited
at the National Academy and the Pennsylvania Academy, and
helped to found the New York Watercolor Club. Hassam was
also a long-standing member of Boston’s Paint and Clay Club,
the Boston Water Color Club and the Boston Art Club, where
he exhibited his paintings from 1881 until 1900.

Frederick Childe Hassam (1859-1935), Street in Pont-Aven, Brittany - Evening
Oil on canvas, 24 x 21 7/8 inches, signed and dated lower right: Childe Hassam 1897
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George Loftus Noyes (1864-1954), Opalescent Effect, Venice, Italy
Oil on wood panel, 12 x 16 inches, signed lower left: G. L. Noyes
Born in Ontario to American parents, George Noyes
moved back to America with his family when he was nine, settling in Cambridge, Massachusetts. He attended the Massachusetts Normal Art School and apprenticed as a glass painter
before going abroad in 1890. During his three-year sojourn in
Europe, Noyes studied in Paris and traveled through Algiers
and Italy before returning to Boston in 1893. Noyes’ impressionist sensibilities shine through in Opalescent Effect, Venice,
Italy, a view of one of the most celebrated churches in the
Floating City. As seen from across the Grand Canal, the iconic
Santa Maria della Salute also inspired such luminaries as John
Singer Sargent and J. M. W. Turner.
Noyes’ mastery of capturing the subtlety of sunlight
was singled out in a 1901 Boston Sunday Globe review:

There is no doubt that Mr. Noyes is an enthusiast over sunshine effects, whether in Mexico, Venice or New England, and
it is no wonder, for there is a color ecstasy in sunlight, which
appeals to every true artist and to every healthy nature. Not
but that he is also keenly sensitive to some of the more somber
aspects of nature...but the prevailing note is sunshine—a rather
16

difficult and evanescent thing to give pictorial expression to, for
it varies every hour and every day. The artist has to be a keen
student of nature and light who would attempt such a vast
range of sunshiny scenes as has Mr. Noyes.1
In 1900, Noyes established his own summer school of
painting in Annisquam, Massachusetts, where his best-known
students were illustrators N. C. Wyeth and Clifford Ashley. He
had his first solo exhibition in Boston at the Hatfield Gallery in
1906, and showed his work locally at the Copley Society, the
Boston Art Club, the Guild of Boston Artists, as well as nationally at the Pennsylvania Academy, the Art Institute of Chicago
and the Panama-Pacific Exposition in San Francisco, where he
won a silver medal.
The year after his death Noyes was honored by the
Guild of Boston Artists with a retrospective exhibition. Vose
Galleries has handled work by Noyes for decades, including
four exhibitions: two during his lifetime in 1911 and 1923, and
two major retrospective exhibitions in 1987 and 1998.
1

“Choice Pictures,” Boston Sunday Globe, December 29, 1901, p. 17.

Frederick Carl Frieseke (1874-1939), Luxembourg Gardens, Paris, France
Oil on canvas, 18 x 21 3/4 inches, signed and dated lower right: F. C. Frieseke / 1902
Frederick Frieseke’s formal art education began
around 1893 at the Art Institute of Chicago and the Art Students League. He traveled to Paris in 1897 to enroll in the
Académie Julian, and later studied under James Abbott McNeill Whistler at the master’s atelier. Whistler’s influence can
be seen in many of Frieseke’s landscape and figural paintings
from this period, which are rendered in a tonalist palette like
that of his teacher.
Many of Frieseke’s early paintings depicted views
along Parisian streets and snippets of life in the city’s parks,
such as this scene of Luxembourg Gardens located near to his
studio at 51 Boulevard Saint-Jacques. While muted in color and
treatment, the Luxembourg Gardens series demonstrates his interest in capturing the play of dappled sunlight, a fascination
that would come to the forefront of his oeuvre after discovering
the impressionist haven of Giverny, France.

Frieseke first visited Giverny in the summer of 1900,
and by 1906 had taken up residence at a cottage next to Claude
Monet, which was once occupied by Theodore Robinson. He exhibited widely on both sides of the Atlantic and received many
awards, including gold medals at both the St. Louis Universal
Exposition and the Munich Exposition in 1904, the Temple
Prize at the Pennsylvania Academy in 1913 and the Grand
Prize at the Panama-Pacific Exposition in 1915.
Frieseke eventually left Giverny in 1920 for Le Mesnil-sur-Blangy in Normandy. Although he was in Europe for
most of his artistic career, Frieseke also exhibited his work in
the United States, including annual exhibitions of the Pennsylvania Academy and the Corcoran Gallery, and became a National Academician in 1914. He passed away in Normandy just
months after a major retrospective of his work co-organized by
Macbeth Gallery in New York, his primary dealer for decades.
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Frank Weston Benson (1862-1951), Ducks Against Sky
Ink wash on paper, 26 3/4 x 19 3/4 inches, signed lower left: F. W. Benson
Since the turn of the twentieth century, Frank Benson
had been producing black and white ink wash drawings, but he
chose not to exhibit these works until 1912, when he sent three
of them to the annual display of “The Ten” American painters
at the Montross Gallery in New York. After the 1912 “Ten”
show, Benson began to be identified as a wildlife painter, and
his paintings met the burgeoning demand for more masculine
subject matter. He may also have been particularly influenced
by Winslow Homer’s choice of subject matter: hunting and fish18

ing in the Adirondacks and Quebec. The result was that by the
end of the decade, wildlife subjects and hunting and fishing
scenes made up the bulk of his production, supplanting the
more feminine works of the first half of his career. A testament
to his exceptional eye and strong sense of composition, collectors couldn’t buy his new works fast enough. From 1921 until
his death in 1951, Benson created nearly six hundred watercolors and ink washes, with subjects including waterfowl, figures,
land- and seascapes, still lifes and sporting scenes.

Theodore Victor Carl Valenkamph (1868-1924), Schooners Sailing in Winter
Oil on canvas mounted to board, 20 x 30 inches, signed and dated lower right: T. V. C. Valenkamph 1907
Born in Stockholm, Sweden, in 1868, Theodore
Valenkamph served in the Swedish Navy for eight years. During this time he traveled widely, and embraced the opportunity
to study the movement of ships and the character of the open
water under a range of weather conditions. His talents for
translating these careful observations into his paintings are
clearly present in Schooners Sailing in Winter, in which a pair
of vessels, their rigging and sails tinged with ice, navigate a
calm, cold New England harbor. Around 1899, Valenkamph
immigrated to the United States, settling in Gloucester, Massachusetts, before moving into the Studio Building on Tremont
Street in Boston by 1903. He became a member of the Boston
Art Club, and exhibited his work there in 1906 and 1908. After
1908, Valenkamph returned to the North Shore and lived on
Rocky Neck Avenue in East Gloucester.

Contemporary reviews of Valenkamph’s work lauded
his ability to accurately portray his subjects and the feel of
being on the ocean:

Over swelling seas the old type of sail boat comes winging out
of the past on full and spreading sails in the splendid marines
of T. V. C. Valenkamph. So faithfully are they painted that
those who know can tell if they be barque, brigantine or ship,
for never a detail is missing. They are not, however, mere studies of old time sailing craft but strong and beautiful pictures by
a man who knows the sea as only a sailor can.1
Richards, Agnes Gertrude, “Opening of the American Art Gallery,”
Fine Arts Journal, July 1915, Vol. 33, No. 1.
1
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Charles H. Woodbury (1864-1940), Bathing Pool, Green Girl, Narrow Cove
Oil on canvas, 20 1/8 x 27 1/8 inches, signed lower left: Charles H. Woodbury
A child prodigy in drawing and later in painting,
Charles Woodbury was, most likely, steered away from the uncertain career of an artist by his parents in favor of pursuing a
mechanical engineering degree at the Massachusetts Institute
of Technology. While earning his degree, Woodbury, not to be
denied, took free night painting classes at the Boston Art Club,
and after graduating from MIT in 1886, promptly established
himself as an artist in the former studio of William Merritt
Chase at 22 School Street, Boston. A testament to his budding
talents, and perhaps to the amazement of his parents, his first
one-person show a year later at the J. Eastman Chase Gallery
in Boston resulted in the sale of thirty pictures. A year later, at
the same gallery, Woodbury sold forty-five paintings and
sketches of Cape Ann and Nova Scotia.
Thus began the illustrious career of a truly original
artist, an independent thinker who worked in the midst of the
Boston School of art, a more traditional movement with which
he shared little in common. In his lifelong search to capture
motion—the roll of the waves, breeze-blown clouds, wind whipping the sand—he believed that his scientific training served
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him well in understanding the physics of movement. Bathing
Pool, Green Girl, Narrow Cove demonstrates this mastery,
placing the viewer up high on the cove wall, observing the surf
sloshing against the cove rocks at high tide in dashing brushstrokes of blue and green.
Erica Hirshler, Croll Senior Curator of American
Paintings at the Museum of Fine Arts, Boston, defines Woodbury’s place in American painting in her essay, “The Art of
Charles Woodbury”:

Throughout his career, Charles Woodbury demonstrated a fascination with movement and pattern. At a time when many
painters were attempting to assimilate the traditions of academic painting with the new discoveries of modern art, Woodbury developed a unique blend of Impressionism, oriental
compositional motifs, and the sensuous lines and jewel-like colors of the Art Nouveau.1
Loria, Seamans et al., Earth, Sea and Sky, Charles H. Woodbury (Cambridge, MA: The Massachusetts Institute of Technology, 1988), p. 102.

1

Mabel May Woodward (1877-1945), Ogunquit Bathers
Oil on canvas, 16 x 20 inches, signed lower right: M. M. Woodward
Mabel Woodward is best remembered today for her
sunny beach scenes, painted in a vigorous style that blended influences from her teachers William Merritt Chase, Charles
Hawthorne and Charles Woodbury. Born in Providence, Rhode
Island, Woodward spent ten years of her childhood in San
Francisco. After returning to the east coast she enrolled in the
Rhode Island School of Design, followed by the Art Students
League. She also spent at least one summer painting at Chase’s
school on Shinnecock, Long Island.
In 1900, Woodward began a twenty-five year teaching
career at the Rhode Island School of Design, while continuing
her own studies during the summers, both in Provincetown,
Massachusetts, under Hawthorne, and in Ogunquit, Maine,
under Woodbury. Ogunquit Bathers is a charming depiction of
summertime pleasure enjoyed by visitors to Little Beach, just
south of the larger, more populated Ogunquit Beach. Captured
from the perspective of the scenic Marginal Way footpath, the
artist follows Woodbury’s advice to “paint in verbs, not in

nouns,” using energetic brushwork to portray the flowing water
and sun-dappled rocks before her.1
An active member of the artistic community in Providence, Woodward was the first female President of the Providence Art Club, and also joined the Providence Water Color
Club, the Rockport Art Association and the Ogunquit Art Association. Woodward never married and lived with her sister,
Minnie Sumner Woodward, in North Providence. Together they
traveled around the United States, returning many times to
Charleston, South Carolina, where Mabel painted street scenes
and marketplaces. In the early 1920s, they made the first of
three trips to Europe, and in later years they spent summers in
Ogunquit and winter months in Florida and Arizona.
Young, George M., Force Through Delicacy: The Life and Art of
Charles H. Woodbury (Portsmouth, NH: Peter E. Randall Publisher,
1998), p. 91.
1
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John F. Carlson (1874-1945), Summer Night, Woodstock, New York
Oil on canvas, 25 1/4 x 32 1/4 inches, signed lower left: John F. Carlson, 1908
While he proclaimed that art could not be taught, but
only learned through practice, John Carlson was one of the
most important teachers of landscape painting in the early
twentieth century. He emigrated from Sweden to the United
States, and found his way to the Art Students League in 1902,
where he studied under Frank DuMond and Birge Harrison.
The following year, Harrison joined the teaching staff at Byrdcliffe, a newly-founded arts and crafts community in Woodstock, New York, and Carlson followed. Carlson urged the Art
Students League to establish a summer school in Woodstock,
where he taught from 1906 to 1918.
In 1920, Carlson co-founded the Broadmoor Art
Academy in Colorado, but soon returned to Woodstock to establish his own school in 1922. Carlson also reached countless
students with his book Elementary Principles of Landscape
Painting, in which he advises painters to:

Study directly from nature...Study to feel, and know something
of her visible functionings. Nature, to the thoughtful, will ever
remain a vast and delightful storehouse, and the love that we
bestow upon her is not to be accounted as lost. She will remain
forever the fountain of ‘inspiration material.’ 1
22

A March 1917 article in The Fine Arts Journal called
Carlson “An idealist of pure beauty with a classic appreciation
of form, a realist as to detail, a poet as to color and, above all,
a master of tone.” The painting Summer Night, Woodstock,
New York, displays his mastery of both tone and color. During
an exhibition at the Art Institute of Chicago in 1917, this work
was singled out:

‘Summer Night’ deserves most particular mention as an unusually successful interpretation of moonlight. One would not suppose that a barnyard in the subdued lunar radiance could be so
charming, but what is not charming by moonlight? The farmer,
dimly indicated working about a wagon beside the barn, takes
on that aspect of a symbol of life which is so effective in the
touches of humanity introduced into landscape by great masters. But still it is the moonlight itself in this picture which is so
masterly. It cannot be described—we look through it and strive
to penetrate its shadows just as we do in real life.
Carlson, John F., Elementary Principles of Landscape Painting (Mountain Lake Park, MD: National Publishing Society, 1928), pp. 7-8.

1

“John F. Carlson - A Master of Tone,” The Fine Arts Journal, March,
1917, p. 206.

2

Walter Farndon (1876-1964), Peggy's Cove, Nova Scotia
Oil on canvas, 30 x 36 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

Called “The Painter’s Painter” in New York circles,
Walter Farndon captured some of North America’s most dramatic scenery—particularly the Eastern Seaboard from New
Jersey to Nova Scotia—in a bold style, saturated with color.
The remote fishing community of Peggy’s Cove, Nova Scotia,
with its charming seaside buildings, rocky terrain and lighthouse, was a favorite of his many painting spots.
Farndon began his career in the early 1890s, painting
floral motifs in watercolor for a carpet factory. Determined to
become a professional artist despite his family’s financial struggles, he left the carpet factory after a few years to enroll in the

free schools of the National Academy. After thirteen attempts,
his drawing of a plaster cast of the Discobolus, which he
worked on nightly for an entire month, was finally accepted by
the Academy Committee in 1898.
Farndon’s early persistence paid off; he was elected
as a full National Academician in 1937. He also belonged to
the New York Water Color Club, the American Water Color
Society, the Allied Artists of America, the American Artists’
Professional League, the Guild of American Painters, the National Arts Club, the New York Society of Painters, the Grand
Central Art Galleries and the Salmagundi Club, among others.
He exhibited his work and won numerous prizes throughout
New York, and at the Pennsylvania Academy, the Art Institute
of Chicago, the Corcoran Gallery and the Boston Art Club.
Since 1991, Vose Galleries has held six solo exhibitions of Farndon’s oil and watercolor paintings.
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Ernest Albert (1857-1946), Winter Sunset by the Stream
Oil on canvas, 36 x 40 inches, signed lower left: Ernest Albert, A.N.A.
Born and raised in Brooklyn, New York, Ernest Albert won the Graham Art Medal given by the Brooklyn Institute (now the Brooklyn Museum) at the age of fifteen, and
shortly thereafter began sketching for New York newspapers.
In 1877, Albert started work at Harley Merry’s theater in New
York City as a scenic artist and set designer. He spent the next
decade painting theater sets in St. Louis, Philadelphia, Chicago
and Boston, and he became a founding member of the American Society of Scenic Painters.
In 1894, Albert and his family settled in New
Rochelle, New York, where he built a family home, Grayeyres.
Around this time, Albert gave up set design in favor of land-
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scape painting, and began working in Old Lyme, Connecticut,
with other landscape artists who comprised a tight-knit artists’
colony. During the summers he painted on scenic Monhegan Island in Maine, another prime artists’ destination.
In 1914 Albert was elected President of the Allied
Artists of America. He was an Associate of the National Academy, and was an active member of the Lyme Art Association,
the Connecticut Academy of Fine Arts, the Salmagundi Club
and the National Arts Club in New York. Albert’s work has
been featured in many exhibitions, including solo shows at
Vose Galleries in 1981 and 1992. Winter Sunset by the Stream
belongs in the top tier of paintings by the artist.

Frederick John Mulhaupt (1871-1938), February Morning (possibly New Hampshire)
Oil on canvas, 25 1/4 x 30 inches, signed lower left: Mulhaupt
Born in Rock Port, Missouri, Frederick Mulhaupt apprenticed with a sign painter before studying at the Kansas City
School of Design and the Art Institute of Chicago. By 1904, he
had established a studio at the Salmagundi Club in New York
City, and soon after departed for Paris, where he was introduced to the techniques of Impressionism that would later
emerge in his own work.
Upon his return to America, Mulhaupt settled again
in New York, and began spending the warmer summer months
in Gloucester, Massachusetts. It was during the early 20th century that the Cape Ann School emerged, and Mulhaupt was
widely considered the school’s “dean.” By 1922, he settled there
permanently, working from his studio on Rocky Neck and eventually founding the North Shore Arts Association.
While recognized for his paintings of Cape Ann, Mulhaupt applied his talents to rural settings as well, encountering

worthy subjects in the forest interiors, historic stone bridges and
changing seasons of his adopted New England. February
Morning, possibly painted in New Hampshire, is an ideal example of his landscape work in which he captures the warm pinks
and cool blues of sunlight and shadow on snow, and uses his
characteristic earthy palette to unify the composition.
Working in oil, watercolor and pastel, Mulhaupt exhibited frequently at major venues, including the National
Academy, the Art Institute of Chicago, the Pennsylvania Academy and the Corcoran Gallery. Highly regarded, he was elected
an Associate member of the National Academy, and was often
the recipient of exhibition prizes, including awards at the Allied
Artists of America, the National Arts Club and the Philadelphia World’s Fair in 1926.
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James Jeffrey Grant (1883-1960), Gloucester Wharf, Massachusetts
Oil on canvas, 30 x 35 inches, signed lower left: J. Jeffrey Grant
A prominent member of the Chicago art community,
James Jeffrey Grant first visited Gloucester, Massachusetts, in
the summer of 1931. He soon joined the influx of artists who
came from all over the country during the 1920s to the 1940s to
paint the charming seaside villages and breathtaking scenery
found in the environs of Cape Ann, including Gloucester, Rockport, Annisquam and Lanesville.
Because of its unique mix of industry and tourism,
Gloucester was far removed from the crippling effects of the
Great Depression and World War II, and served as an oasis for
the artistic community. Grant enthused that it was his “favorite
place to sketch” and produced numerous award-winning paintings while staying at the Presson Cabins on Concord Street.1
Grant would spend his summers there for the next twenty
years, and he showed regularly with the North Shore Art Association from 1934 to 1956.
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Gloucester Wharf, Massachusetts is a high-keyed
image filled with activity, typical of the bustling industry that
helped drive the region’s economy, and Grant was notable for
his talent in observing and portraying such scenes of daily life.
Schooled in the European academic tradition, he brought to his
canvasses an intelligent and disciplined feeling for composition,
form and color. With its distinctive arches, this scene is a view
of the Atlantic Supply Co. Wharf at 37 Rogers Street, owned at
the time by Captain Ben Pine. The architectural hallmarks feature the Gloucester City Hall clock tower at center and the
First Baptist church spire at the far right.
1

Gloucester Daily Times, August 24, 1935.

Anthony Thieme (1888-1954), Fishing Boats at Rockport, Massachusetts
Oil on canvas, 30 x 36 1/8 inches, signed lower left: A. Thieme
Anthony Thieme is most celebrated for his harbor
scenes and townscapes of the Cape Ann region of Massachusetts. Born in Rotterdam, Holland, Thieme studied, against his
parents’ wishes, at the Royal Academy in Holland beginning in
1902. Pursuing his growing interest in fine art, he continued his
training in Germany with set designer George Hacker, and in
Italy at the Scuola di Belli Arti. Thieme immigrated to the
United States at age twenty-two and began his career as a set
designer in New York and Boston.
Boston’s Grace Horn Galleries hosted Thieme’s first
solo exhibition in 1928, after which he enjoyed great success.
Thieme devoted much of his career to teaching, serving as Director of Rockport’s Summer School of Art between 1929 and
1943. He could often be found painting along the town’s docks
or winding roads, capturing the lively life of a small town. His
landscapes and harbor scenes, such as Fishing Boats at Rockport, Massachusetts, are infused with an inner glow enhanced
by his sensitive handling of light and shadow.

While many artists, Thieme included, painted the
well-known red fishing shack known at Motif #1, this view appears to show fishermen working along the grayer Motif #2 on
nearby Hodgkin’s or Tuna Wharf, and demonstrates his talent
for rendering atmospheric conditions and the ships’ reflections
in the rippling water.
Thieme was a member of numerous visual arts organizations, including the Boston Art Club, the Gloucester Society
of Artists and the North Shore Arts Association, and exhibited
paintings regularly, winning many prizes and medals. He also
traveled widely during his career, enjoying the more vivid
palette of the southern United States, the West Coast and the
Caribbean Islands. Thieme’s work is held in the permanent collections of the Metropolitan Museum, Boston’s Museum of
Fine Arts and the Los Angeles County Museum of Art.
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Robert Douglas Hunter (1928-2014), Green Pears - Purple Plums
Oil on canvas, 26 x 44 inches, signed lower left: Robert Douglas Hunter, circa 1960
After serving in the marines in the 1940s, Robert
Douglas Hunter entered the Vesper George School of Art.
Graduating with honors in 1949, he began teaching at Vesper
George while simultaneously beginning five years of intensive
study with the dean of the Boston School of art at the time, R.
H. Ives Gammell. There he became fully steeped in the traditions that have come to characterize the Boston School: carefully planned compositions, accurate drawing and a delight in
the ability of light and shadow to create atmosphere.
Hunter won more than thirty regional and national
prizes in his lifetime, including fourteen gold medals from the
annual exhibitions of New England painters held by the Jordan
Marsh Company. In 1988 he was the first recipient of the Copley Medallion at the Copley Society and the next year, he was
the winner of the Guild of Boston Artists award.
After a forty-year teaching career—first at Vesper
George until it closed in 1983, then at the Worcester Art Museum from 1965-1975 and afterwards in his studio—Hunter explained his philosophy of painting:
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We strive in our early years to learn our craft; therefore we
search for a master teacher who has demonstrated this in his
own work. Afterwards, there comes a long period of growth
during which we experiment, embracing some ideas for fuller
development and discarding others not useful to our creative
needs. When our work begins to reveal individuality, it is still
essential to pursue an honest observation of nature interpreted
within the framework of varied compositions of our invention.
If we fail at this point, we run the risk of displaying mannerisms that will inhibit our artistic growth. This is no small matter. It is a formidable challenge that we try to meet with all our
resources. Yet the measure of our artistic success rests in the
evaluation of generations yet to come.1

Robert Douglas Hunter, as quoted in the catalogue for the exhibition,
A Common Influence: Recent Paintings by Robert Grady and Robert
Douglas Hunter, Vose Galleries of Boston, 2004.
1

Leslie Prince Thompson (1880-1963), Still Life with Fruit and Figurine
Oil on canvas, 18 1/8 x 22 inches, signed and dated lower right: Leslie P. Thompson 1920
During his time, Leslie “Let” Thompson was one of
Boston’s most well-known portrait and still life painters, as
well as a respected teacher at the School of the Museum of
Fine Arts from 1913 to 1930. Born in Medford, Massachusetts,
Thompson began his training at the Massachusetts Normal Art
School before entering the Museum School in 1901. During his
four years of study under Ernest Lee Major and Edmund Tarbell, Thompson became immersed in the Boston School style of
painting, which stressed strong craftsmanship and a thorough
knowledge of fundamental drawing and painting skills. He won
the Museum School’s prestigious Paige Traveling Scholarship,
which enabled him to paint in Europe for two years before returning to Boston.
Like his teachers and contemporaries, Thompson
worked in a range of subjects including portrait and figure compositions, land- and seascapes, as well as still lifes. Still Life
with Fruit and Figurine demonstrates the artist’s mastery of

harmonizing items varying in color, texture and shape, while incorporating a faithful rendition of dramatic light and dark elements. The popularity at the time of all things Japanese is
reflected in the vase and figurine.
A colorful character, Thompson was active in
Boston’s art circles. He kept a studio at the Fenway Studios
Building and was a member of the Copley Society, the Guild of
Boston Artists, the St. Botolph Club, the Tavern Club, the
Newport Art Association and the National Academy of Design.
He exhibited his work frequently and won several prizes in prestigious national exhibitions.
Thompson eventually settled in Newton Center,
Massachusetts, taught classes in Ogunquit, Maine, and became
an avid fisherman. Robert C. Vose, Jr. remembered Thompson
in his studio, where, “during spring and summer months, one
would find, more often than not, a sign on his door reading:
‘Gone Fishing.’”
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Maurice Compris (1885-1939), Still Life with Flowers, Fruit and Decorative Screen
Oil on canvas, 48 1/4 x 40 inches, signed lower right: M. Compris
A native of the Netherlands and trained in that country’s Quellinus School and Royal Academy, Maurice Compris
immigrated to the United States in the mid-1920s. Settling in
the art colony of Rockport, Massachusetts, Compris quickly assimilated into the tight group of artists there, and counted
many notable painters as his closest friends—namely Aldro Hibbard, William Lester Stevens and Emile Gruppé. He joined the
30

area’s two major art associations and had been serving as Vice
President of the Rockport Art Association when he passed
away unexpectedly at the age of fifty-four.
Outside of Massachusetts, Compris showed at the
Corcoran Gallery in 1926, and took part in the annual exhibitions of the Pennsylvania Academy between 1928 and 1936.

Soren Emil Carlsen (1853-1932), Roses and Vase
Oil on canvas, 25 1/8 x 35 1/8 inches, signed and dated lower right: Emil. Carlsen. 1894
“Still life painting must be of a well understood simplicity, solid,
strong, vital, unnecessary details neglected, salient points embellished, made the most of, every touch full of meaning and
for the love of beauty.”

–Emil Carlsen, 1908

The atmospheric quality and harmonious tones of
Emil Carlsen’s still lifes helped his carefully arranged objects
and flowers merge flawlessly with their surroundings, thus supporting the opinion of curator and scholar Arthur Edwin Bye
that Carlsen “has an inward eye, a faculty for discerning all
that anyone else ever saw, but more—a rhythm and music and
poetry, a serenity and dignity and sublimity which makes his
still-life groupings classic.”1
Carlsen immigrated to the United States from Denmark in 1872, and settled in Chicago, where he trained with
Danish painter Laurits Bernhard Holst before taking over his
studio when the master returned to Denmark. He stayed briefly
in New York before moving to Boston in 1875, where he remained for the next eight years. He exhibited land- and
seascapes at the Boston Art Club in the 1880s, but floral canvases soon appeared at national venues, including the Pennsylvania Academy. Still lifes featuring common household
goods—cooking implements, clay pots, tea kettles—as well as

dead game and fish, were inspired by a second stay in Paris in
1884, where he encountered the work of French still life master
Jean Baptiste-Siméon Chardin (1699-1779). Chardin’s depictions
of everyday items profoundly influenced the direction of
Carlsen’s painting; he began to incorporate similar objects into
his compositions, paying heed to the play of light on a range of
textures and surfaces, while continuing to render the delicate
blossoms that were eagerly sought by collectors and celebrated
by critics and scholars.
While his name became synonymous with still life, he
continued painting marine and landscape subjects as well, submitting these for exhibition at an array of venues, including the
National Academy, which made him a full Academician in
1906. A retrospective of his work was held at the Corcoran
Gallery in Washington, D.C., in 1923, and during his lifetime
several prominent museums acquired paintings for their permanent collections, among them the Metropolitan Museum of Art
(Blackfish and Clams, 1904), the Pennsylvania Academy (Summer Clouds, 1913) and the Worcester Art Museum (Still Life,
1914). Today, dozens of national museums count Carlsen’s
work among their holdings.
Bye, Arthur Edwin, Pots and Pans, or Studies in Still-Life Painting
(Princeton, NJ: Princeton University Press, 1921).
1
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Aiden Lassell Ripley (1896-1969), The Grouse Hunter
Watercolor on paper, 20 1/4 x 16 1/4 inches, signed lower left: A. Lassell Ripley
In 1917, Aiden Lassell Ripley attended classes at the
Fenway School of Illustration, and continued his training at the
School of the Museum of Fine Arts. He was awarded the Paige
Traveling Scholarship, the Museum School’s most prestigious
prize. Ripley took up watercolor painting during his trip abroad
because it was easier to transport, but he would later become
best known for the medium. Watercolors of sporting subjects in
particular, such as The Grouse Hunter, were exhibited to great
acclaim and snapped up by collectors.
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Ripley received numerous prizes, and exhibited works
at prominent institutions, including the Art Institute of
Chicago, the Pennsylvania Academy and the National Academy. Locally, he showed his watercolors at the Boston Art
Club, the Museum of Fine Arts and the Guild of Boston Artists,
as well as annually at Vose Galleries as part of the Boston Society of Watercolor Painters from 1928 to 1935.

John Whorf (1903-1959), Climbing Party
Watercolor and graphite on paper, 22 1/4 x 31 inches, signed lower right: John Whorf, circa 1946
The son of a commercial artist, John Whorf showed a
precocious talent for art. At the age of fourteen he traveled
from his home in Winthrop, Massachusetts, to attend classes at
the nearby School of the Museum of Fine Arts, Boston, and
studied in Provincetown, Massachusetts, under Charles
Hawthorne, E. Ambrose Webster and George Elmer Browne.
Whorf’s life was drastically changed, however, when he was
temporarily paralyzed in a serious fall at age eighteen. He said
of that time, “Like most boys, I was full of energy and looked
for exercise and excitement. After the accident, all that vigor of
youth, that longing for adventure and romance, I put into my
paintings.”
After a long recovery, Whorf traveled through
France, Portugal and Morocco, and studied at the École des
Beaux-Arts and the Académie Colarossi. During his travels, he
concentrated on watercolors, capturing the subtle blend of hues
and play of light and shadow in his landscapes and urban
scenes. In 1924, Whorf had his first one-man show at Grace
Horne Gallery in Boston, the first of many exhibitions in both
New York and Boston, and began to study with his most influential teacher, John Singer Sargent.

Whorf continued sketching trips throughout the
United States and abroad, resulting in a diverse breadth of
work for a life sadly cut short at fifty-six. Climbing Party was
exhibited in a solo exhibition at Vose Galleries in 1946, and was
likely inspired by an earlier excursion to the Alps. The magnificent Mont Blanc made a strong impression on the young
painter:

From Chamonix, a name by the way which sounds to me more
Swiss than French, Mont Blanc is too much for a painter to
hope for...The cards I sent you give little or none of that immense cloud world of rock and ice which towers with never ending peak and collar and chasm about the cluster of specks
which is the town.1
Whorf exhibited at venues throughout the United
States, including the Pennsylvania Academy, the Art Institute
of Chicago and at Vose Galleries annually between the years of
1944 and 1951. He was a long-time member of the Boston Society of Watercolor Painters, and at the culmination of his career
he was elected a member of the National Academy of Design.
Letter cited in Whorf, John and McGuiggan, Amy Whorf, John Whorf
Rediscovered (Nine Points LLC, 2013), p. 31.
1
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Bernard Lamotte (1903-1983), Figures and Boats in the Harbor
Oil on canvas on board, 26 3/4 x 34 1/8 inches, signed lower right: Bernard Lamotte
One might wonder why Bernard Lamotte, a Parisianborn artist, would be included in an exhibition of American
artists. While Lamotte remained thoroughly French in his appearance, accent and bon vivant approach to life, he spent
most of his artistic life in the United States and became a naturalized citizen in 1951.
After studying for six years at the École des BeauxArts in Paris, the young Lamotte moved to New York City in
1935. Within one year he had secured his first one-man exhibition at the esteemed Wildenstein Gallery, followed by solo
shows at Bignou and Carstairs galleries. At the same time, his
studio above La Grenouille restaurant became a magnet for
artists, writers and actors.
In addition to his easel paintings, Lamotte worked as
an illustrator, producing drawings for the book Flight to Arras
by Antoine de Saint-Exupéry, who also wrote the classic Le
Petit Prince. Lamotte painted murals as well, including his most
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famous commission, the murals that surrounded the White
House swimming pool during President John Kennedy’s tenure
(now installed at the Kennedy Library). His murals for the
finest restaurants in New York City were legendary: at La Côte
Basque restaurant, diners would have been transported to a
café overlooking the harbor of Saint-Jean-de-Luz on the Côte
Basque.
In Lamotte’s easel paintings, his style and subject
matter seem more aligned with American Scene painting, popularized in the thirties and forties. These canvases typically show
images of everyday life: vendors selling food on the street, fishermen mending nets, workmen at local docks, children playing,
women gossiping, or young lovers strolling by the river. While
Lamotte remained true to his French artistic roots, returning
frequently to Paris for subject matter, his approach to art, finding meaning in the everyday, was closer to an aesthetic claimed
by American artists of the earlier era.

Alice Schille (1869-1955), Gloucester, Massachusetts
Watercolor on paper, 15 x 20 inches, signed lower right: A. Schille
In 1982, Vose Galleries held the first major exhibition
of Alice Schille’s watercolors for sale since the nineteen teens.
The show served to re-introduce her work, which prompted several subsequent exhibitions throughout the country. In 1986,
she was included in The Advent of American Modernism: PostImpressionism and North American Art, 1900-1918 at the High
Museum of Art in Atlanta, Georgia, where her work was featured amongst other prominent artists who helped to bring
Modernism to America. Art historian William Gerdts described
Schille as “one of the finest American painters in watercolor of
her generation...and certainly the most superb woman specialist
of her time.”1
Schille made her first trip to France in 1894, and became part of a large community of expatriate artists including
William Glackens, Robert Henri, Ernest Lawson and Charles
Prendergast. In the evening the group would gather at Chat
Blanc in Montparnasse to exchange ideas, and Schille kept actively involved in the latest trends in European art as it
changed from Impressionism, to Post-Impressionism to Fauvism.

To this effect, an exhibition held in her native Columbus, Ohio, was reviewed in the Art Bulletin, stating:

Miss Schille’s originality, fine drawing, close attention to detail,
as well as management and knowledge of color, with her ideas
of the impressionistic school, are such that even a novice in art
is held by the unexplainable something which her pictures represent.2
In addition to positive reviews, Schille also received
numerous awards for her watercolors: the Corcoran Prize from
the Washington Watercolor Club, two prizes from the New
York Woman’s Art Club, a gold medal at the 1915 Panama-Pacific Exposition, the Fine Arts Prize from the National Association of Women Painters and Sculptors and first prize in an
exhibition with the Philadelphia Watercolor Club.
Gerdts, William H., introduction to Alice Schille Watercolors, exh. cat.
(Columbus, OH: Keny Galleries, 1991), p. 6. (As cited in Robinson,
William H., “Alice Schille Watercolors,” American Art Review, April
2001, pp. 130-137).
1

Unknown author, “Columbus, O,” Art Bulletin, February 1906, p. 11.
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Clarence Holbrook Carter (1904-2000), Carpenters' Rest
Watercolor and graphite on paper, 14 5/8 x 21 7/8 inches, signed and dated lower right:
Clarence Holbrook Carter 33
Clarence Holbrook Carter, an award-winning artist
whose work was in twenty-seven important American museums
by the time he was thirty-eight, was an artistic child prodigy. He
became wildly successful in the art world, prospering even
through the Great Depression. Inspired perhaps by his selection
to paint two murals for the Federal Arts Project early in the
decade, Carter became director of the Federal Arts Project of
Northeastern Ohio and served from 1937 to 1938. He reorganized the entire project, creating a functional gallery space and
appointing separate heads of departments.
The FAP encouraged artists to portray American subject matter; thus, through this program, the art of the 1930s
took on a documentary aspect, as the lives of everyday Americans were recorded. What most people were dealing with in the
1930s involved unemployment, poverty and poor living conditions. Artists such as Ben Shahn and Philip Evergood input a
layer of satire and social commentary into their works at the
time, while others such as Grant Wood and Edward Hopper
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dealt mainly with small town America, often encompassing a
feeling of nationalism.
Painted in 1933, Carpenters’ Rest depicts two carpenters whose expressions seem forlorn. Perhaps the body language and faces indicate the fatigue resulting from working
long hours for low pay in one of the few jobs available. Or perhaps “rest” refers to the idle times spent after the tidal wave of
layoffs affected the country.
By 1972, Carter’s work had been featured in several
prestigious museum exhibitions, including the Art Institute of
Chicago (1934-1948); the Carnegie International (1929-1939);
the Pennsylvania Academy of the Fine Arts (1929-1946); the
Corcoran Gallery of Art (1930-1947); and the Whitney Museum
(1933-1956). Today his work still hangs in these distinguished
collections, in addition to the Brooklyn Museum, New York, the
Smithsonian American Art Museum, Washington, D.C., and the
Victoria and Albert Museum, London, England.

Charles Ephraim Burchfield (1893-1967), Summer Haze
Watercolor and graphite on paper, 30 x 24 7/8 inches, estate stamped lower right, 1954
Painted in 1954, Summer Haze is Charles Burchfield’s
interpretation of the damp heat of a sweltering summer day. A
gifted writer, Burchfield kept a lifetime’s worth of journals recounting the progression of his art and recording thoughts on
paintings, the day’s events or general topics that inspired him.
One of his entries on summer reads:

‘Dog-days’ are here—Stagnant stifling weather hot, humid air,
the sun shining brassily from a haze-thickened sky—In the

morning heavy dew, with countless silvery webs of the funnelshaped kind—A cicada or two beginning to be heard at midmorning, grasshoppers putting in the appearance. The season is
mounting to the full power and glory of midsummer.1
Charles E. Burchfield (1893-1967), Volume 44, Page 85, July 14, 1942July 25, 1942 (courtesy Burchfield Penney Art Institute website).
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Elliot Offner (1931-2010), Leaning Heron
Bronze, 38 x 42 x 32 inches, signed on base: Offner
“Elliot captured the abstract beauty of movement in the natural world, always with a warmth and richness of surface that
reminded viewers of the transformative power of the artist’s
hand.”

–John Davis, friend and fellow Smith College Professor of Art, as
quoted by Daniel Offner in “Remembering Elliot Melville Offner,”
Vose Galleries, 2012

Elliot Offner received a B.F.A. and an M.F.A. from
Yale University, and joined the faculty at Smith College, where
he was later appointed Andrew W. Mellon Professor of the Humanities. He served as president of the National Sculpture Society for three years, and in 2007 was presented with the Society’s
Medal of Honor, its highest award and the first awarded since
1997.
38

Sculpture by Offner is in the collections of many museums, including the Brooklyn Museum, NY, the Hirshhorn
Museum, Washington, D.C., the deCordova Museum, Lincoln,
MA, Brookgreen Gardens, Pawley’s Island, SC, and the Huntington Library, San Marino, CA.
Offner received numerous honors, including awards
from the National Institute of Arts and Letters, the National
Council on the Arts and Humanities, and a gold medal from
the National Academy. Offner was named Master Wildlife
Artist by the Leigh Yawkey Woodson Art Museum, Wausau,
WI, and in 2007, the Elliot and Rosemary Offner Sculpture Research and Learning Center opened at Brookgreen Gardens.
Also in 2007, Vose Galleries held a major retrospective of
Offner’s work, as well as a memorial exhibition in 2012.

Jane Peterson (1876-1965), Gossips
Oil on canvas, 32 x 32 inches, signed lower left: Jane Peterson
Jane Peterson’s first foray into the art scene was in
1909, when she exhibited thirty-three paintings at Boston’s St.
Botolph Club. She favored intense color and bold brushwork,
to much critical acclaim. One reviewer enthused, “There is an
athletic dash and swing to most of the paintings that is stimulating and captivating.”1
After attending the Pratt Institute and the Art Students League, Peterson continued her studies in Europe with
Frank Brangwyn, Jacques-Émile Blanche and Joaquín Sorolla y
Bastida. In 1910, Peterson opened a solo show at the presti-

gious Art Institute of Chicago, one of the first of over 100
group and solo exhibitions across the country, including a solo
show of fifty-two paintings at Vose Galleries in 1925.
After the death of her husband, Bernard Philipp, in
1929, Peterson divided her time between Ipswich, Massachusetts, New York and Palm Beach. Florida was certainly an inspiration for Gossips, highlighting Peterson’s high-keyed color
palette and vigorous brushstrokes.
As quoted in Joseph, J. Jonathan, Jane Peterson, An American Artist
(Boston, MA: 1981), p. 43.
1
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Laurence P. Sisson (1928-2015), New England November
Oil on masonite, 21 3/4 x 47 5/8 inches, signed and dated lower left: Laurence Sisson 50
Born in Boston, Massachusetts, Laurence Sisson first
took up painting as a child when a case of the chicken pox
transformed him into a patient eager for a diversion. During
high school, he took courses at the Worcester Art Museum
under Herbert Barnett before enlisting in the army after the
end of World War II. Upon his return to the United States, Sisson was awarded a scholarship to the Yale summer school, and
became an instructor at the Worcester Art Museum in addition
to offering private lessons. His first of many career awards, and
the occasion which put him on Vose Galleries’ radar, came
when he participated in the Hallmark International Competition in 1949. He earned the Fourth American Prize and his
painting toured the country, including a stop in Boston at the
Institute of Contemporary Art, where it was seen by the Vose
family. In 1951, the gallery opened Sisson’s first solo exhibition
of oils and watercolors and continued hosting exhibitions almost annually through 1957.
New England November was first handled by the
gallery in the early 1950s, and illustrates Robert C. Vose, Jr.’s,
impression that “his work is a happy medium between abstract
design and representational painting.”1 While it was at the
gallery on consignment, it was shown at the University of Illinois at Urbana’s Exhibition of Contemporary American Painting. In the catalogue, the artist recalls what inspired him:

It must have been the incongruity of this slick paved highway
passing through the historic little town that prompted the original drawing...I don’t recall having much difficulty in the
process of developing the painting but I do remember being excited over the results of a tiny passage of orange paint that was
doing its best to represent a distant field of burned grass. Since
I began the quick sketch for the painting on a hill above the
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highway the ensuing composition demanded more interest in
the foreground than the hill itself. Hence the rather time-worn
device of graveyard head stones. Of course, after I had painted
these into my over-all design I found a chance to further extoll
that first fleeting aesthetic reason for painting the picture. For I
now could just say that these head stones represented the social
differences from Colonial days to the building of Route 131.2
The road runs southeast between Sturbridge, Massachusetts,
and Thomson, Connecticut, and would have been a familiar
highway for the artist, who grew up in nearby Worcester.
Sisson’s body of work encompasses the many places
that inspired him throughout his long and distinguished career.
From the tidal pools and rugged coastline of Boothbay Harbor,
Maine, where he moved in 1951, to the earthy red mesas and
endless skies of the Southwest, the artist’s landscapes are distinctive for their boldness and dramatic compositions of the
Southwest and the Maine Coast and environs. He was the recipient of countless accolades, including awards from the Allied
Artists in 1955 and the Silvermine Guild in 1956, as well as the
popular prize at the Boston Arts Festival in 1956 and 1964.
Sisson’s work was acquired by both private collectors
and museums during his lifetime; today, examples can be found
in the Museum of Fine Arts, Boston, the Worcester Art Museum, MA, and the Colby College Museum of Art, Waterville,
ME, among other institutions.
Undated Laurence Sisson exhibition announcement (Vose Galleries
Archives).

1

Contemporary American Painting, University of Illinois, Urbana, exhibition catalogue, pp. 232-33.
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